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CHAPTER 1
INTRODIL CTION

Were John Webster's merit as a playwricht meassured by the amount of eritie
cal controversy his works have caused, he might well lay claim to a high place
in the history of English letters, For over three centuries, friends and foes
of the Jacobesan pleywright have lashed or lsurelled him with a vehemence hardly
equalled in the amnals of drematic criticism, Thomas Middleton, Webster's
friend and contemporary drametist, predicted in his verse preface to the 1623
edition of The Duchess of Malflts

In this Thou imitattst one Rich and Wise,

That su2s His Goode Deedes done before he diesg

is He by Workes, Thou by this Worke of Fame,.

Hest well provided for thy Living Name.l
If subsequent oritics have been less favorebls, they heve at lesst borne out
this prophecy by keeping Webster's neme and fame slive. .

Webster's critics have not hesiteted to use strong words in praise or
blame of his dremas, Swinburne compares him favorsbly to Aeschylus, Dante,
and Shakespeare, while Charles Kingsley considers him the exponent of a "vi-
cious” art which i not likely to be of use to mankind. For Ward he is &

genius of "commanding originality,” while 8toll maintains that Webster leaned

Ithomes Middleton, "On the just Worth of that Well Deserver, Mr. John

Webster, and Upon his Maisterpeece of Tragedy," reprinted by F. L. Lucas ed.
The Complete Works of John Webster (London, 1928), II, 27. This edition will

signated Simply &2 Workse
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2
heavily upon the past, end Shaw emphasigzes his criticism of Webster's charac-
terigation with the comparison to men of wax, "Tussaud laureate." | The poetry
of Webster's lines, which Lucas lesuds, is "hideous cacophony®™ to Archerts
ears.?

The subject of such diverse criticism, it would seem, cannot but prompt
further investigation. All the facets of the dramatistt's art cannot be held
up to view, however, in a short treatise, and so some selection must be made.
The present thesis, then, will prescind from the form of Websterta dramss,
his poetic gifts and techniques, and explore the dramatic content or matter.
It will attemp~ to weigh Webster anew by exemining the core of his tragic view,
his presentation of the cause of tragic action. Therefore f-here will be no
attempt made to resoclve the difference of opinion between Lucas and Archer
over the m&h of his poetic diction, nor to decide in favor of either Stoll
or Ward with regard to his originality. Rather, this thesis wlll examine
whether or not Webster's tragedies truly represent human experience. It will
be Webster's view of man, and more particulerly his characters and the cause
of thelr tragie downfall that will be investigated, with a view to determining
whether or not he deserves to be ranked with such keen observers of mankini as
Aeschylus, Dante and Shakespeare, or whether his art 1s "vicious," as Kingsley

hes maintained.3

2), C. Swinburne, The Age of Shakespesre (London, 1908), p. 15§ Charles

Kingsley and George Bernard ﬁﬁa orks, I, 15; A. W. Ward, A History

of English Drametic Literature, (I.ondon, 18%9), pe 513 Works, ps 283 W. .
Ircher, The O1d Drams and the New, (Boston, 1923), p. 25«

31:113&8, warkS' I, 150’
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A drametist's view of man must eventuelly include some belief with regard
to man's freedom, or lack of freedom, in choosing his own destiny; The core
of any dramestist'!s tragic philosophy will be his concept of fate and free will.
Again Webster causes oritical controversy, for, to cite, but two of the many
opinions, B. Ifor Evans mainteins that Webster's characters are ruled by "a
certain brutsl force . . » as if life itself were governed by chance not rea-
son," while Ward upholds free choice in Webster's drames, extolling the poet's
"true insight into human nature."h

The present thesis, then, chiefly by iuference to the two great tragedies
of Webster, The White Devil and The Duchess of Malfi, will examine the argu-

' ments in favor of fatalism and free will in his dramatic philosophy. Its aim
is to prove that Webster's tregic world is one in which the downfall of heroes
and heroines is the result of their own deeislons and n;t of an overwhelming
force beyond their comprehension or control, that his world, clouded in mists
though it be, is one primerily of reason and not of chance. y
Since en understanding of an individual's philoscphy is alwnya‘rendernd
more simple by adverting to the dominant ideas of his age and the philosophy
of his contemporaries, the chapter which follows will be devoted to a considers
ation of fate and free will in tragedy, especlally in view of the Elisabethan
snd Jacobean background. We shall then have some more definite criteria for

Judging Webster in the light of his era znd his art, With their background

hB Ifor Evans, A Sh
. R ort History of English Drama (London, 1948), p. 953
Adolphus Ward, DramatIc Literature, 111, é?, ’
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clearly in view, consideration of The White Devil and The Duchess of Malfi

will, it is hoped, be more accurate and stimulating.




CHAPTER 11
FATE IN WEBSTER'S BACKGROUND FOR TRAGEDY

Befors turning to Webster's immediste background in tragic philosophy,
some consideration of fate and free will and the role they play in dramstic
action may prove useful., If a cleer definition of fataliam and freedom as
they concern the dramatist is made, a more sccurate judgment of Webster will
be possible,

‘"Eysgedy is an imitation of action and of 1ife."’ Understanding sction
as ml va’nd intéllectual as well ss physical, we perceive that the focal
point of tragedy is sctually the nature of man. The tragic situation vin‘
arise from some conflict between man and his universe, or within man betveen
hp higher and lower nstures, Por the Christian husenist, this lack of har-
mony and, thmforo, the basis for tragtda; is original sin, "men's firat dis~
obedience.” While denying that orig:!.ntl oin vitiated human nature u sush, tm
Ohrﬁtim recognises the difficulty with which man must labor to restore the
right order of things. "In a word, we have to account not only for the pre-
sence, but als0 the intensity of the tragic element so deeply interwoven in
every human destiny. « . . From the day vhen his heert was aliensted from God,
when his interior powers were dislocated because he no longer loved God above

Lyristotle, Pt t.m » 65 1ikgb, quoted from Aristotle's of Postry
and FPine Art, ed. '!m', hth ed. (New York, 1951)s De -
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all things, when his eyes were blinded to the light that 1it up sll things with
&1l their meaning-<then, for him, sll things fell apart inte disunity and dis-
orientation, esch reverted to its brute value and became pliable to any and
every human end.*® Regardless of his scceptance of the Christian view of orig-
inal sin and its consequences the dramatist is faced with the reality of men as
imperfect and in gonflict in a divided world,

‘Man's situation lends itself to two mﬁc‘ poseibilities for tragiec
action, First, because his intellect has been weskened, he can be the unwit-
ting dupe of foreces beyond his comprehension, forces which operate by some
insupersble necessity beyond his control., Such forces can be given, and in
the history of drama have been given, varicus namess Pate, Fortune, society,
blologicel necessity, the Life Force. On the other hand, because his view of
1ife is less clear, his will may be diverted from the true good which leads to
human happiness to choose something, which, under the appeerance of good, will
lead hinm to destruction,? Thus we have the alternste dramatic pudbsim- of
choise as opposed to fate. Butcher puts it thus: "On the one hend'fate, the
fate of the hero, is determined by forces outside the control of the human will)
A mere error of judgment, dus to the inherent limitations of humen knowledge
brings sbout the tragic dewnfally on the other hand, character and pession de-

termine destiny,and the individual, by an act of the will emters upon a Sone

2Jean Mouroux, The Mesning of Man (New York, 19i8), p. 15.

3cf. St. Thomas, S.T., I-II, 17, 1 ad 3, tr. Dom Thomas Verner Moore, The

Driving Forces of Human Wature (New York, 19£8), ps 331, "The root of liberty

= 1n !h?'m 88 subject] but, as cause it is in the reason. For on this ac-

sount can the will be inelined to many things, because resson has variocus cone

cepts of the goods And therefore philosophers define choice as the free judge
L]

_ment of reason,
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£1ict where the forces sre chiefly lwul."l‘_ In examining Webster then we must
determine whether the Manumhwmmmmudmﬁ"am
error of judgment,® or whether “"character and passion determins destiny."

There is perhsps danger of oversimplification in the foregoing distince
tion. Most great tragedies blend elements of mere error and moral guilt, fate
and freedom. As Clifford Leech remarks, "The tragic picture of the universe
postulates a limited free will."5 The question, then, will be to determine
by what free will is limited. Fatalistic tragedy will be limited by some ine
ternal or external necessity, as in some of the ansient Greek drams and most
of O'Neill's modern plays. Free will tragedy will present a will limited by
the forge of passions too frequently indulgede-svarice, lust, or ambition,
sugh as in Macbeth., The test of the fatalimm or freedom of a particular play
will then be the question: By what is fres will lmud:r

Websterts more remote background was the medievel concept of 'Gragody which
had its roots in Christisn theology. Freedom and fate are harmonimed in the
poetry of Chauser and others by portraying man &s free until he sinet After
sin he besomes subject to Fate. The ¢lassic example of this tragic philoso-
phy is Troilus and Criseyds.® The medkevals departed from strict Christian

liutcher, ppe 323-32L. |
Sc14¢70ord leech, Shakespeares's Tragedies (London, 1950), p. 16,
ép. Robertson, "Chaucerisn Tragedy," EIH, XIX, (March 1952), 1.37.
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thaolagy’ in placing man, after sin, in s position of coercion from without,
grom Tortune, rather than from within, from his weakensd will which had devel-
oped & fondness for sin, Echoes of the medieval view are heard in Elizabethan
drame, notably M.e

The Flisabethan and Jecobean drame, considered from the aspect of tragiec
philosophy, mey be divided into three periods.? The first, from the beginning
of Elissbeth's mign to the centuryts end, reflects confidence, patriotism, and
love of life generally, and in particular human freedom and majesty, The ses-
ond, which ends in 1610, is characterised by melancholy and spiritusl defest,
the mood pressged by Merlowe and deepensd by the social and political unrest
that followed upon the death of Elizabeth and the sccession of James I, Frem
1611 until the end of James I's reign, & slow return %0 an equilibtrium between
the bravade of the first pericd and the despsir of the second tekes plsce.
Webster's plays are dated within the years of this second period, the period
of melanchely and spiritual darkness. -

The dramatists who preceded Webster in the first period inherited & world-
view whose general charscteristics were the philosophy of the schoolmen,10

Tct, St. Bernsrd, Sermon in Canticles, B1, 7 and 9, tr. Mouroux, ’

£ Man, p. 17hs "nm'anm of mortals oan resist the constraining power ol nas
%ﬁrﬂ, and he alone among earthly creatures is therefore free. « + +« But even
he becomes subject to coercion when he falls into sin. This ccercion is not
from nature, but from his own free will, «+ « « I know not in what wicked yet
wonderful way; the will when turned to evil by sin imposes a constraint upon
itselfy so that on the one hand such constraint, since it is voluntery, cannot
excuse the will, and so on the other the will is unable to resist."

Bina El1lisFermor, Jacobesn Drama, 3rd. ed. (London, 1953), p. 1l.
9Tvid., 1. |
10g, M. W, Tillyard, The Elisabethan World Picture (London, 1948), p. 12.
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With the coming of the Henaissance to England, & deeper intérest in the nature
of man was introduced, without at the same time upsetting the genersl picture
of Godeman relations. The early effect of the Renaissance in England was to
reaffirm the conviction that the universe was one of law and order, not brute
force, and that man was its central figure, free in the exercise of reason and
will, The drama, in spite of pagan andkfatalistic notes, was bullt upon the
foundation of Christian humanism. It was a universe of growth and cooperation
with God, with s corresponding simple psychology.ll A complete study of the
philosophy of the period has led Professor Wells to conclude "that the ethies
of the dramatists is in large part medieval. . . . The seven deadly sins, the
view of the world of good and evil men,.of the absolute good or evil of any
action, of strict personal responsibility, snd of & virtually feudsl loyalty
to existing orders of society, dominate the ethical snd ‘philosophical thought
of the drama,"l2

As the Elizabethan reign drew to a close, however, the hold of.thb nedie-
val heritage upon the drama rapidly relaxsd.lB Sixteen hundred‘and:alevan is
generally given as the date which merks the transition between the theatre dome
inated by medieval philosophy and the theatre of Renaissance thought. The
chief characteristic: of the second dramatic period, during which Webster's
plays were produced, has been described as "the withdrawal of the light of the

L)1 1red Harbage, Shakespesre and the Rival Traditions (New York, 1952)

’ » ’
pe 135. See also Hardin Cralg, The Enchanted Giass (london, 1550), pp.113-138,
for a good treatment of this point.

612Henry W, Wells, Elisabethen and Jacobean Playwrights (New York, 1939),
Pe 2 Oe

r1vid., 25k.
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spirit from within a world it had once inhabited ontire."m Iargely because of
this divorce of religion from deily life, and especially from the aram, sin
beceme for the dramstists more "man's fnhumanity to men" than his violation of
divine decree. Pessions in dramatic characters give more evidence of animal
instinet than of character in confliet, than of moral values under attack.15
Such was the situation in which John Webster found the drama when he began to
work 'ﬁpon The White Devil.

The developments which brought about the change evidenced above and which
were influential in the shaping of Hebataria philosom can be reduced to three
major categories for the purposes at hand: (1) the political theories of Mache
iavelll, as they were translated into Elisabethan Englands (2) Senecan stoicism}

-

as understood by the followers of Kyd and Marlowej (3) and the physio-psycholog]
of the Renaissance. Senecan stoicism, &8s well 28 lmnorall psychology, was an ing
fluence for fatalism in the drama. On the other hand the pseudo-Machiavellian
political eoncepts of Elizabethan drama bolstered the remnants of the z;ediavnl
heritage in favor of free will, Enough has been said about the Christian
heritege. The following parsgraphs will outline the influence of the other
three elements upon tragic philosophy.

For Webster and his contemporaries, Niccolo Machiavelll was a synonym for

evil, the exponent of every vie‘e.16 In transmission to Eliszabethan England his
pragmetic materislism had assumed a cynical solipsism quite foreign to the

11‘3111:-»1"emor, Pe 25. 8ee the entire chapter for a2 complete analysis of
the effects of religious dissensions upon the drama,.

154, J. C. Grierson, Cross-Currents in English Litersture of the 17th
Century (London, 1929), p. 103.

165, M, W,
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original philosophy expounded by the author of The Prince. While the Elizabe-
than, as Tillyard’s study indicates, looked with horror on such a materialistic
conception of the universe, he was nonetheless Intrigued by the daring of pseud
Machisvellian idear, Much like the average American of the gangster era, the
Eligsbethan was curious sbout the evil he condemned and he enjoyed reading
about it, Eventuslly the public conscience under the unsettled conditions of
the interregnum would reap the harvest of its Machiavellien interest. The Gun~
powder Plot in 1605 ®"took the form for public and private men alike of a sense
of impending fate, of a state of affairs so unstable that grest and sustained
effort was for a time suspended and a sense of the futulity of man's achieve~
ment set in."}7 1In a word, the Renaissance had boomeranged. In such a world
the possibility of pseudo~Machiavellian villiains did not seem too remote,

The Machiavellian doctrine had gone hand in hand with the development of
revenge tragedy in England., Revenge, private as well as publiec, waxed strong
in Tudor England, and its sppearance upon the stage was welcomed as a 'lagit.i-
mate motive for dramatic action.18 8toll has outlined two sehoc;ls. o}‘ revenge
tragedy, one which looks to Kyd and The Spanish Tragedy as its prototype and
another whieh descends from Marlme.” The chief distinction between the two

types is that Kydian revenge tragedy utiligzes the Machiavellian villain, while
Marlowe and his school attempt to portray the Machiaiallian a8 hero., The un~

17g1148«Fermor, p. 2. Cf. alsc Clifford Leech, Shakes arean (Lone-
don, 1950), p. 31, for application of the general unre §I§n
spirit echoed in Troilus and Cresslida which expresses "the weakening of faith
in human nature . . . vhe consumate expression of an anarchic vision,"

féghednon Theyer Bowers, Eliszabethan Revenge Tragedy (Princeton, 15L0),
PPe 1-61,

195, E. Stoll, John Webster (Boston, 1905), pp. 13-iS.

-
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rest of the age, the disillusionment with Elizabethan prosperity, coupled with
Marlowe's influence brought to Jacobean drematists 2 current of expression
already channelled toward despair.?C The pseudo-Machiavellien doctrine, by
underlining the concept of man as capable of the most foul inhumanities to
obtein what he desired, was a foree in favor of free will in drasmatic theory.
The indomitable will of a Tamburlaine, the cunning of a Vendice, bolstered the
medieval concept of good and evil, if it ignored at the same time the relation
of good and evil to Divine Justice. '

The Machiavellian villain was accompaﬁiod into English drama by Senecan
stoicism, Translated into English between 1559 and 1581, Seneca's plays pro-
vided a theme for XKyd and other early drematiats, but the stoie philosophy and
atmosphere did not become part and parcel of English tragedy until much later,
By the year 1600 “tragedy outside of e¢ertain of 8hnknope;re's, accepts with pro-
testing wonder or with stoical resolution -~ the 'wearisome condition ?t Humane
ity.'“al Jacobean drama, and Webster in particular, is noted for pnpoécupation
with death and the vanity of humsn achievement., The effect of the disillusione
ment in England wes stoicism, which "when it became the vogue, wrought changes

203&0 Ellis«Fermor, p. 2, for a complets study of Marlowe's relation to
the later playwrights., The concluding remarks of the treatment provide an
adequate summary: "Marlowe's keen spirituel sense sees through the delusion
of prosperity that intoxlcates his contemporaries as a whole and anticipates
that mood of spiritual defeat and despair which . , . becomes the center of
the later tragic mood, And this position is resched by Msrlowe through one
section of his experience that is, in its turn, the epitome of an experience
that touched & large number of the Jacobean dramatists after him, his explorze
tion of the system of Machiavelli." Cf, lLucas, Works, I, 36-38, for relation
of Machiavellian theories to other dramatists of the period.

21E1113b?ernor, pe 19.
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in mants opinion as to his ethical situation, since his chance for success be-
came less and his individual respomeibility correspondingly less. . e s Man's
nature, rather than man, was to be condemned, for man's nature was capabls of
exaltation only if it was conceived of zs gadnh.‘az Stoicism, then, becsme
a factor in Eligabethan thinking which favored fate and minimized free will.

Closely allied to the stoicism that crept into English philosophy, was the
humoral, or physicepsychology of the Renaissance, The importance of Galen's
doctrine of the hwsors and passions began to be mliud about 1600, and eme-
ployed in thinking sbout those .'wamn with wh.'wh drame concerns itself. "The
various influences of this psychological polnt of view constitute the greatest
single difference between the Aristotelianism of those who wrote before the
turn of the century and the Stoicism of those who wrote afterwards, or specifi-
cally, between the Elisabethan dramstists and the Jacobesn dramatists.23

The key to this psyshology was the doctrine of the humors, or fluids which
existed in the body. The ideal man had the four humors, sanguine, e}zo'ioric,
melancholy, and phlegmetic, in a striot ratio of four parts of the first, to
three of the sesond, to two of the third, to one of the last.2l Physical and
peychic disturbances were dus to extreme disproportion of the humors, while
ordinary personality and physical differences indicated slight variations in

2Rardin Craig, "Ethics in the Jacobean Drama,®. m Parrott Pmaamuen

Yol Essays in Dramatic Literature, ed. Hardin Craig, {Londo:
Do T8. ofs als Mardin Oraly, The Fochanted Olass, pv 116e

: 231513«; Pe 28,

8‘«Mlm W. Draper, Humors snd Shakespeare's Characters {Durham, North Ceroe
1line, 19L5), ppe 11-20.
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proporticns, Psssions were determined by the humors predominant in the indi-
vidual physiologys Excess of choler in the body fluids mads » man prone to
violence, 0On the other hand, the psssions once indulged would ¢reate an addlie
tional smount of the humoral fluid involved, making the individual more prone
to that serme paecicn.ﬁ

mmmmztmmwmmulmmmmmmu
man by reguleting his diet, plece of residence, hours of reat, etc., night sone
trol o & grest extent his physiology.28 It is not difficult to ses, however,
now the door wes opened for despair over blological determinism, As Creig re-
merks, A mants character becsme, so to speck, sn socident rather than a prop-
erty. Man and man under passion were different mschines,"2! Suffisient study
has been made with regard to the influence of humorsl psychology upon Shake
W'uommtimmmmtmmmwmdwm
1deas,28

Tt would bs wrong to assume that determinisn becase mm;cf"w
drametists, As ons oritic has cbserved, "The emphasis was on the reslity of
& pettern of proper adjustment. « « + In Elissbethan times we seldom encounter|
professed determinisms but we observe in some quarters the attendant narrowing
of the foous of attention to self, and decreased faith in the educability of

2Sawrence Batb, The Elissbethan Malsdy (Lansing, 1951, pe 10,
%r,%rw. ps 116, Cf. also Burton, The Anstomy of

Melanoholy, I, Shillito (London, 1926).

27gerdin Creig, Enchanjed Glass, p» 116,

2301, B, Jo Co Orierson, Cross 1ish w,.mm of the 17th
Century (London, 1929), and Draper
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men."29 The interest in Galenic psychology led to a oultivation of melancholia
as & scholarly virtue, and gave birth to the mslcontent as a dramstic type.

Webster makes use of the malcontent in both his playsj Flamineo and Bosola
are generally considered the best examples of the type in Jacobean drama. In
general the malcontent was taciturn, a lover df solitude, and tormented Ly fearg
and sorrows,30 Babb divides the malcontents of Elizabethan life and literature
into four species: the melencholy traveler, the villain, the cyniec, and the
scholer.3l The first three find application in Webster's characters and will
be much in evidence in & later chapter of this study. The popularity of the
malcontent as & type has been variocusly ascribed. to such developments as the
disdain of scholarship, the rise of Plaio's philosophy and the concommitant
view of man &s & prisoner of his body, and the discoveries of the new science. }
Regardless of the cause, we find characters in drams qpi%e removed from the
majestic defiance of Marlowe or not of the resolute decisiveness of the early
Shakespearean drama. Ordatness comes to the Jacobean tragic hero oglyxthrough
the ability to suffer. Men are victims in a world where there ia ng relation-
ship between deserts and rewards, in which the gods seem indifferent to humen

auffaring.33

1529A1fred Harbage, Shekespeare and the Rival Traditions (New York, 1952),
Pe Te

30Bgub, Elisabethan Melsdy, p. 185.

31Ibid¢’ Po 760

320¢, Clifford Leech, Shakespeare's Tragedies (London, 1950)
. pp ® 10}4"'105 ,
and Babb, Elissbethan Melady,p—To5- . ’ !

33Leech, Shakespeare's Tragedies, p. 106,
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Renaissance psychology, therefore, with its mslcontents and dominating
passions must be added to the list of forces which led to a fataelistic view-
point in Jacobean drams. In spite of the fact that this psychology sllowed
for free will, historicslly its effect upon Rensissence Englishmen was to in-
ocrease the sense of spiritual defeat and despair brought on by other social
and political factors.l

Websterts world of conflieting ideas included, then, Aristotelian and
medieval philosophy with their strenge allies, the Machisvellisn villains :md
heroes, and these ideas tended to enphuiﬁ free will, The Jaeobean world slsc
included the fatalistic forces of humoral psychology and stoicism.

Webster was a man of his sge, engaged in daily converse with the other
playwrights and sctors of his time. He contributed the Iatudy, “An Excellent
Actor," to Overbury's Characters, a group of sketches which uses humoral psy-
chology in describing stock types. The other ideas current in J‘tcobux'x England
were certainly not foreign to him. The study of his plays will give mrthar
evidence of his knowledge of psychology and stoie doetrine. !et‘, the chapters
to come wiil sttempt to prove that Webster was on the side of the forces of
free will, that he believed man to be the master of his own fate.

3"‘Grierson, Cross~Currents, p. 10k,




CHAPTER III

FATE AND FREEDOM IN THE WHITE DEVIL

Websterts crities have not focused their attention upon the problem of
fatelism or free will, as such, in considering his dramatic pmmopxml
Many of thau, however, have indicated an opinion upon & much debated po:i.nt in
Webster eriticism, and one which is elosely allied to the fatalism-freedom
qmsiimzv Webster's ethical or moral purpose. Naturally enough, those m
argue for a moral, or, more aceuratejy; a malisins Webster have uemd ta
tavori free will interpretation of his dramatic strategy, while those who
proméw- vfﬁ:nbster as‘ 8 "genius of em&" }a protagonist of despair, sm’to ally
thm).m vith the fatalistic view. s

mmmany, Websterian cﬁtmm at the last hundred years can bo dividw-
ed into thres periods, The first, from mm-:m Lamb to the mmaw of «m
first w::ﬂd Har, is a period of crit&.m who either praise or blame WQW in—
oorarutmmmmadrmtmmwndm his ageoruha"lmmny
holds upa atau philosophy as the on:!y answer to life's riddles, 'rm period
ineludas such critics as Cosse, James «amull Lowell, E, E, 8toll, Swinburne;

lpespite the wealth of Webster critieism, fatelism and free will are spe-
eifically treated in but one articles M. C. Bradbrook, "Two Notes Upon Webstery
Fate and Chance in The Duchess of Malfi and Some Parsllels between the Conspire
aoy of Byron and Itis Tuichess o of'ﬂam;‘ MIR, XLII (July 1947), 281-29k.
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and Seholnng.a 0f these, Lowell alone finds in Webater "orime s a spectacle
and not ss & mesns for looking imto our hearts."> The others all put Webster
upon & pedestal Just & bit lower than shakespesre's and find in him a champion
of human nature in its derker moments, For them Webster painted the horrors
of his age to drive men back to un’lty.h In so doing he presumed free will,

The second period of Webster eriticism was inaugursted by Rupert Brooke
with his study, John Webster and the Eliszabethan Drema, which appeared in 1916,

e s

For Brooke and for T. 8. Eliot who followed him Webster's greatness lies in the
fact that he prescinded from the moral order; any weakness in his dramaturgy

lies in lapses into moralising. Brooke's famous deseription of the atmosphere
of a Websterian drama beers repetition as it indicates how this new approach te
Webster made way for a fatalistic interpretation of the plays.

The world called Webster is a peculiar one. It is inhabited by people
driven like animals, end perhaps like men, only by instinscts, but more
blindly and ruinously. Life there seesxs to flow into its forme and shapes
with an irregulsr, abnormal, and horrible volume. That is ultimetely the
most sickly and distressing feature of Webster's charscters, tha&r foul
and indestructible vitality. It fills one with the repulsion one feels
st the unending sculless snergy that heaves and pulses through«the lowest
forms of 1ife. They kill, love and torture one another blindly and withe
out ceasing, A play of Websterts is full of the feverish and ghastly ture
woil of & nest of maggots. « . « Human beings are writhing grubs in an
‘immense night., And the night is without stars or moon, Butéit has scme~
tines a certain quietude in its darimess, but not very mush.

’-mund Gosse, nteenth Studies (London, 188

’ on, 3)s James Russell
Lowell, The 01d ﬁem% ; E. E. Stoll, John Webgter (Bos-
ton, 19087} I:-c& ¢ of Slu (London, 1908); Felix
Schelling, mna Drama (m!‘ % i

3towell, pld English Drama, p, 61,

hsohoning, Eaglish Drams, p. W6

‘SRupert Brooke, John Webster end the Elissbethen Drama (London, 1916).

g ppa 160061
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Brooke's concept of Webster was sttacked by William Archer in 1923 and
defended the following year by T. S. Eliot who reiterated the view of Webster
83 & "dramatic genius directed towsrd chaos."! P, L., Lucas continued this in-
terpretation with its tendency toward a fatalistie analysis of the dramatic
action and compared Webster to the Brontes snd his atmosphere to that of Wuth-

ering Heights, 8

Recent Webster criticism hes seen in the view of Brooke and Eliot the
interpolation of the disillusionment thet followed upon the first World War.
While it msy be argued that that period of recent history had many resemw
blances to the Jacobean period, the eritiecs of the third period have swung
away from the interpretation of Brooke as "too romentic."’ Critics of the
third‘lperiod include Una Ellis-»?armof; Muriel Bradbrook, David Cecil, Clifford
Leech, and most recently, Travis Bogardtlo With them the pendulum has swung
back toward an interpretation of Webster es e moral eritic of his age and of
the wdrld he portrays in his drema, P®His purpose seems to be to create, as

“

Tnpour Elissbethan Dramatists,” 192L, reprinted in Selected Essays, 2nd
ed, (New York, 1950), p. 98. : .

8ngnd the passion for unbowed ccufage in the face of doom, the passion
for passion itself, . ., these in turn Webster might have thrilled to meet again
on the black moorlands of Wuthering Heights." F. L. Lucas, Works, I, Lé.

9pavid Cecil, Poets and Story-Tellers (New York, 1949), p. 29.

1Wnae Ellis-Permor, Jacobean Drame, 3rd ed, (London, 1953); M. C., Brad-
brook, Themes and ConventIons ol Llizabethan Tragedy (Cambridge, 1935), and
"Pwo Notes Upon Webster: Fate and Chance in the 'ﬁhass of Malfi," MIR, L2
(July 1947), ppe 28129L; David Cecil, Poets and Story-Tellers (New York, 1949){
Clifford Leech, Jchn Webster (London, 1951)} and Teavis Dogerd gard, The Tragic
Satire of John WWBBter (Los Angeles, 1955). .
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rapidly as is consistent with fullness and depth, a picture of the werld in '

which his cherscters movey a world created of their thoughts and of the deeds
which are the outcoms of their thoughts."’ Muriel Bradbrook and David Cecil
have been the only critics to discuss free will, The former has seen in Web-
ster & reflection of medieval tragic theory: the characters remain free until
their tregic decision to have what they will puts them under the influence of
fate. )2 (Ceqil argues for the presence of moral guilt throughout the tragic
sction. "His wickedest cheracters are never morsl idiots who do not understand
the enormity of their erimes. They may profess to disbelieve in virtus and
pour contempt upon seruple, but it is agninst the instinotive promptings of
their natures. DBefore they die they are always forced to recognise the su-
premeey of the Divine Law, against which they have offended,"

Trevis Bogard has sccented the satire of Webster u’ the key to an intere
pretation of his moral purpose. For him Webster's moral is "integrity of life.}
Yet "in Webster's use of satire an instrument of morality becomes s.‘w;k of
vice, with the result that evil appears to absorb the goode Its omnipotence
perverts &ll positive ethical counsel, Its omnipresence makes it impossible
for positive moral action to arise."M For Bogard, Webster despite his atteupt#
to be ethical, was overcome by the power of avil, and his characters reflect
this absorption. Bogerd would seem to argue that, while Webster wanted to make

u!liia-?emr, Ps 190.

12y, ¢. Bradbrook, MIR, XLII, 285.
Beot1, Posts and Story-Tellers, p. 33
Wgogard, Tragle Satire of Webster, p. 131.
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men free, the power of evil in his view of life made them subject to fat_a.

Other recent critics have expressed opinions that would seem to give rise
to a fatalistic interpretation; among these are John Gassner and B, Ifor Evans,
Thus the third and most recent period of Webster critiecism though predominately
filled with comments which favor a free will interpretation, still includes
those who would seem to favor a heavy-handed fate.

The critical review of the preceding pages has been prefaced to this
‘chapter in order to give the reader some orientgtion before proceeding to an
analysis of The White Devil. Obviously wc. cannot leok to the crities, for any

accord or agreement in regerd to our problem. What evidence they have in sup-
port of their positions is from the piays themselves and so it is to the plays
that we must turn to determine the role of fate and fm wlll in Webster's
philosophy of tragedy.

Since Webster's dramas combine elementa of fate and free will th'aae shall
be considered in their turn with respect to The White Devil, the argumenmts for

a fatalistic interpretation first, then the free will evidence. . *
The White Devil has been called the greatest of the villain playss

Finished somewhere between 1609 and 1612, it represents the welding together
of the Kydien and Marlovian revenge themes.l® The heroine, Vittoria Corombona,
displays mueh of the strength of the Machiavellian villain but not half so
much as her adversaries. The attraction of 'the play has always rested upon

15". « » humanity's enguish end evil alone capture his interest."—John
Gassner, Masters of the Drama (New York, 1940), p. 2603 "cruel, passionate,
'irlx;gg.iomf Tierce..s."—B, Ifor Evans, Short History of English Drama (London,
19 s P 93.

Bowers, Elisabethsn Revenge Tragedy (Princeton, 1940), p. L8.
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the "species of strange fas¢instion, such as is only too often e;ercised by
heartless prido,"17 vhich ia the essence of the dofiant Vittoria,

The f:tellstic erguments in the play can be reduced to three headings:
the pzssionate natures of the principals, which have led some to argue thet
there is no morel guilt involved when passion is so strong as to be irresiste
ibla;ls the maleontent and melancholy exprsssed chiefly by Flamineo and Lodoe
vicoy and the stoicel scceptance of desth and fate by the principal characters.

The arguments for overwhelming passion stgm from the simple "Quite lost,
Flanineo,"l? which Brechiano utters os Vittoris enters the play. There is a
wealth of meaning in his utterance. WNot only ia he quite lost to her through
the passion of his love, but,because of this love,doom will befsll them all.
In feaponao to Brachiano's fears that Vittoris hss not poticad and will not
respond to his love, her brother Flamineo assures him thet her coyness is but
8 device to increese the intensity of his desire,

Flamineo O they are polliticke, ) Y
They Inow our desire is incressed by the difficultie of injoying; wheress
Satiety is @ blunt, weary end drowsie pessione- (W.D. I.ii., 20-22,)
Again, Camillo, Vittoriats week-witted hndbcnd, in spite of his dullness cannoy
but note that Brachiano is unusually egitsted and suspects his designs upon
Vittoris,

. Camillo The Duke your maister visits me--I thanke him,
And Y perceave how like #n sarnest bowler

174, W, Werd, History of English Iitersture, III (London, 1899), 57.
185radbrnak, Themes and Conventions, p. 188.

190 white Devil I.i4. 3. This and subsequent references ere from P, L.
Luces, ed., The Complete Works of John Webstex L vols., (London, 1927).
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Hee very psssionatelie leanes thet way,
He should have his boule runne,
Flamineo I Hepe you do not thinkes
0 That noble men boule bootie. Faith his chcake

Hath 8 most excellant Bias, it would falne

Mﬂ with ny nintris, (Eo?_& T.44. 61*68!)
The play upon the terms from bowling helps to further the idea that Brachiano
is not just mildly interested in Vittoria, "Bias" was a weighting of the ball
which caused it to curve, compensating for a tendency in the bowler to throw
to right or left or, since the bowling referred to is bowlingeon-the-green,
compensating for a curve in the terrain. Brachisnc then has a passion, which
like a weight, directs his desires to Vittoria. Further evidence of the all
consuming nature of his passion is his blindness to the presence of Gnnillo,'
and his lack of circumspection while others are present. The impression is
heightened when the lovers are finally aslone. .

Bragshiano Oive credit: I could wish time would stend still

And never end this interview, this hower,
But 8ll delight doth it selfe soon'st devour, "

Loose me not Madam, for if you forego me -

I am lost eternalie. (W.D. I.ii. 192-19L; 197~198.) .

Humoral psychology enters the picture with Brachisno's reference to his
"flegmaticke Duchesse” (W.D. I,i1.252), and his promise to protest Vittoria
from "the feavers of & jealous husband” (W.D. 1.11.251), Brachisno continues
to displsy a pyschologist's bent when he informs his wife's kindred that she
will Qm running back to himi %, ., .let her have her humor/ Some halfe daies
journey will bring down her stomacke,/ And then she'le turne in post" (WeD.
II.d, 273»2?5).. Alone, these instances can hardly support the view that he
sees himaelf and others as slaves to the whims of humor. An additional com~

ment in the veln of humoral psychology is made by Isabella's brother, Francis-
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co, a8 he and his uncle, Cardinal Monticelso, sttempt to dissuade Brachiane
from his desire for Vittoria. Francisco remarks, "When Stagges grow mslancholike
you'le find the season" (W.D. II.i. 98), which would seem to indicate that he
feels it impossible to cope with Brachieno's lust az a factor beyond human cone
trol. '

The quarrel scene between Vittorie and Brachiano, which takes place in the
House of Convertites to which Vittoria has been consigned after her trial for
Camillots death, also affoerds an occasion for Flamineo to comment upon Brache
iano's pessionate nsture: "Best natures doe commit the grossest faultes,/
When they're giv'n ore to jealousies as best wine / Dying makes strongest vine=
gar" (W.D. IV.ii. 178-180). |

The final arguments for biological determinism are found in Brachisno's
death agomys '

Brachiano Oh I am gone already: the infection
Flies to the braine and heart., O thou strong heart ,
There's such a covenant 'tweene the world and it, o
They're loathe to bresk., (W.D., V.iii, 13-16). _—

and in his finel pessionaste cory, "Vittoria, Vittoria," (ﬂ-g. V.fs.:u.«'t 170) utter-
ed in spite of the attempts of the pseudo~frisrs, Lodovico and Gasparo, to ine
’still in him a terror of the world beyond. If ever, it might be argued, a man
through sheer terror might be ineclined to give up his sinful love and choose
repentance, it would be then. But Brachiano's pession endures to death. So
much for the overweening passions of Brachieno., The evidence does not seem to

support any real claim for Swinburne's remark: "Thus'and not otherwise it was,)|
thus and not otherwise it must have been."20 Perhaps Vittorie will furnish

205yinburne, Age of Shakespeare, p. 15.
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this evideime. » _

Vittoria first expresses har belief that this love is too strong not ¢o
be consumated when she speaks to her horrified mother. "I do protest if any
chast deniall / If any thing but bloud eould have allayed / His long suite to
mes o+ » o (WeDs I.di, 283-285). Again, in defending herszelf at court she
arguesi | ‘

s %Gondme you me f@r that the Duke did love mee?

0 may you some faire and christall river

For that some melancholike man distracted

Hath drown'd himselfe in*t. (W.Ds IIL.ii. 2114214,)

But this, taken in context, cannot be anything but hypoerisy.?l The final
and most telling argument for fatalism is Vittoria's dying comment, "0 my
greatest sinne lay in my blood, / Now my blood paies for!'t” (W.De Vovi, 240
241)s Taken alone, it might seem that this remerk shifts the blame from per-
sonsl choice to excessive humors.

Turning to another facet of humoral psychology within the play we have
malcontents, Flamineo and Lodovico, and Franciseo who is also from t.ém to
time a viectim of melancholia. To what sxtent these characters are motivated
by melancholia remains a critical gquestion since they combine the contrary
characteristics of malcontent and Machisvellien villains, As Travis Bogard
puts it, "With Webster the 1eading figures are more complicated, because Mache
iavellian and Senecan qualities combine in the same person: Flamineo is in
his actions for Brachiano a Machiavelj y:et he ia a2lso & man who distrusts

21lpor detalled analysis of the use of "orystel" in connection with hye
poerisy in the play, and its relation to the adjective "white" (as in "white
devil), see Lucas, I, 193=15hL.
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worldly possessions and honors, . . ."22 Upon discovering his mother, half out
of her mind as she tends the corpse of the brother Flamineo has aiain, Fiamineo-
lapses inﬁo meditation and twice speaks of fate:

Plamineo I have a strange thing in mee, to th! which
I cannot glve a name, without it bee
Compessionw=] pray thee leave mee,
This night Ile know the utmost of my fate,
Ile bee resolvtd what my rich sister meanes
Ttassigne mee for my service: I have lived
Riotously 111, like some that live in Court.
And sometimes, when my face was full of smiles
Have felt the mase of conscience in my brest,
Oft gay and honour'd robes, those tortures trie,
"Wes thinke cag'!d birds sing, when indeed they crie,
Ha! I can stand thee, Neerer, neerer yet.

Enter Brachisno's Ghost

Whet a mockerie hath death made of theel Thou look!st sad.
In what place art thou? In yon starrie gallerie,
Or in the cursed dungeon? No? not speake?
Pray, 8ir, resolve mee, what religlons best
For & men to die in? or is it in your knowledge -
To angwere mee how long I have to live?
That's the most necessarie question.
& & & & B B B B 6 & & & ¥ % & 2 K ¥ & & s 4 & »x &
This is beyond melancholie. I doe dare my fate '
To doe its worst. (W.D. V.iv. 107-125; 137-138.) ,

In this soliloquy Flamineo beers out 8tollts criticism, "Now the viMlain is
uppermost, now the moralist."23 For coupled with his doubt and despair is the
attitude, "This is beyond melancholie. I doe dare my fate / To doe its worst,"w
with which he plunges once more into his villainy.

Flamineo also offers evidence for the theory that Webster is following to
some extent the medieval idaé of free charscters who become subject to fate
after allying themselves with evil. The words, "I have lived riotously. . ."

22pogard, Tragic Sstire of Webster, pp. 37-38.

23g, E. Stoll, John Webster, p. 12k.
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suggest self-reproach that might be construed as indicative of an original free|

choice, Yet, earlier in the play, Flamineo responds to Cornelia's reproach.
"What? because we are poore / Shall we be vitious?" (W.D. I.ii. 307-308),
with a defense of his evil 1life, in which he places the blame for his villainy
upon the fact of their poverty and the environment to which he has been sub-
jected. He concludes with "Go, go, / Complaine unto my grest Lord Cardinall, )'
Yet maybe he will justifie the act" (W.D. I.ii. 333-335). With these words he
would seem to argue that even the Church would justify his base actions under
the circumstances, |

All things considered, Flemineo does not seem to argue conclusively for a
fatalistic interpretation of the play. Nor does Lodovico, the other malcontent,
who dies defying "the worst of fate" (W.D. V.vi, 281). IEven he is concerned
with Justifying the murder of Brachieno, seeking to soothe & troubled eonaciemP
(WeDo V.iii, 276). '

The final source of argument for a fatalistic interpretation and by far
the strongest is the stoicism which is introduced at the outset of the play
and vhich is most evident as the characters meet death. Lodovico introduces
the chronicle of courtly vanity with the invocations

Lodovico Ha, Ha, O Demccritus, thy Gods

That governe the whole world! Courtly reward

And punishment. Fortune's a right whore.

If she give ought, she deals it in smal percels

That she may take away all at one swope. (W.D. I.i. 2-6.)
and many of the characters seem to imply that the only way to live is to expect
fortune to reclaim all she has given.

Flamineo, masquerading as a mourner (W.D. III.iii. 1-2), offers this solacp:

Flamineo Wee indure the strokes like anvilles or hard steele
T411 paine 1t selfe make us no paine to feele.
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and in dying exclaims:
¢ * & & .Flto's&Spaniell,

Let amdoe 111, teke this precedunt

Nan his fate foresee but not vent

Ind oF 21T AxIomes this shall winne prise

*T4s better to be fortunste then wise. (W.D. V.vi, 178-182,)
and ageing ’

Flamineo Prosperity doth bewitch men seeming clesre,

But seas doe laugh, shew white, when Rocks are neere.
Wee cease to grieve, cease to be fortunes slaves,

Hay ceame to dye by dyinge » « ¢ ¢ s s ¢ ¢ o s ¢ ¢ s »

[ R A R 2 N I I I B N N L L I I AC DL IR A

6 5 5 6 s 6 5 s 0 6 s v u e » I doe not looke

Who went before, nor who shall follow meej

Now, at my selfe I will begin and end.

While we looke up to heaven wee confound

Knowledge with knowledge. O I am in a mist.
Here is a strong argument for a fatalistic mrpmt.atiqn. Man cannot hope to
know what lies beyond. His Imowledge of his evil and of the world is a refute«
tion to Divine Revelation, is productive of nothing but despair. He is in a
mist, R

Can we equate Flamineo with Webster and ssy that his dying solfloquy is
Websterts philosophy? Rether it would seem, in context, Webster's picture of
what ought not happen to men. After all, Flsmineo is a villain. Even this;'ponr
sonl) hes the light to see the evil of his ways for his last words are, "Tis
well yet there!s some goodnesse in my death / My 1ife was a black charnell”
(Eago Vevie 269270).

In susmary, then, the strongest arguments for fatalism in the play seem
to be the atrong passions of Brachiano and Vittorias, and the melancholy and
stoicism of Flamineo, Alons end out of context, they offer some reasen for

a2 fatalistie view. In the light of the arguments for free choice as the cause
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of the suffering and downfall of the principals, the fatalistic mdomc_ does
not seem very atrong.

The principal arguments for frees will are: first, the deliberation and
Machiavellian stratagems of ths charsctersj secondly, the sense of guilt, per-
sonal and mutual recriminations of the principals coupled with the chorus-like
damnetions by minor chsrecter and the allusions to Christian moral ideals and
sanctions, |

First gonsider the deliberation uith‘whioh‘ Vittoria sets in motion the
action of the play. There is the rether cfuel pleasure with which she coop~
erates with Flamineo in the gulling of Camillo (W.D. I.ii. 123-191), and most
partioularly the subtlety with which she induces Brachisno to murder the Duche
ess and Camillo. Through the stratagem of a dream, she convinces him they ars
not safe while Iaabclla. and Cemillo live., 3o carefully ;:enstructod is her cone
versation (WeDo 1,11, 221+2L0) that there is no room for doubt of her prmcn
tation. Vittoria has not been ravished! This affair has been well thought oat.
As Flamineo well remarks, "Excellent Divell / Shee Hath taught him ih a dresme [
To make awsy his Dutchesse and her husband® (W.D. I.ii. 2,6-2L8).

Tt might be interjected here that Flamineo's use of "Divell® brings up
the relevance of the title of the play in getting at Webster's conception of
Vittoria. PFrom the ussge of the dqyﬂ‘ it is commonly asccepted that Webater
meant to portray & hypeorite. If Vittoria displsys hypoorisy, it ean only be
in protesting her innocence, or in elaiming that nothing but "bloud could have

MY gy e ey i)
usage. » C110 cLiona 0. Q
ed. James uumymoﬁ'ﬁ " B usage seems to

been most frequent ¢.1612, webater's }nyday
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allayed his long suite."” In other words, she is a hypoerite if she blame any
thing but her own free will for the evils she brings about,

Flamineo also evinces true Machiavellian deliberation as he sets about
hastening the tragic actions "This face of mine / I'le arme and fortefie with
lusty wine,/ Gainst sheme and blushing" (WoDe I.ii. 323-325). And again: "We
ere ingaged to mischiefe and must on" (W.D. I.ii. 3h1).

Francisco and Monticelso sre excellent arguments for premeditated evil.
As Flamineo remarks upon Brachiano'!s desth st the hands of Francisco'!s henche
mens

' Flamineo Those are found waightie strokes which come from

the hand, ‘

But those are killing strokes which come from the head.

0 the rare tricks of a Machivillianig

Hee doth not come like a grosse plodding slave

And buffet you to death. (W.D. V.iii, 194-198.) -

Francisco himself has argued for the necessity of reason over passion in plote
ting againatuone’a enemies: "He that deals all by strength, his wit is shale
lows / when a man's head goes through each limb shall follow" Qggg.'IV.i. 135«
L}

136), That Francisco is not devoid of conscience is also asbundantly evident
from his attempt to laugh off justice when Ludovico seeks for justification
for their murder of Brechiano:

Francisco Tush for Justicel

what harmes 1t Justice? we now like the partridge

Purge the disease with lawrells for the fame ,

Shall crowne the enterprise and quit the shame. (W.D. V.iii. 277-280.)

Monticelso gives abundant evidence of & soul who knows that he is commit-~
ting evil, When spesking as a churchmen he gives sage spiritual advice to
those who plot revenge and bloodshed (WeD. II.1. 99 ff., and IV.iii, 120), Yet]

he aids and sbets the plans of Lodovico for the myrder of Brachisno. It is inw
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deed difficult to see anything but strong will at work in the Cardinal's
actions.. |
The strongest evidence for free will comes, however, not from the Machia-
vellian plotting of the characters, but from the expression of guilt with
which they condemn their lives. In the quarrel scene between Vittoria and
Brachisno, in which he laments the murder of his duchess and she, her ylelding

to him, guilt is evident,

Brachiano That hand, that cursed hand, which I have wearied
With Joting Xissesl O my sweet Dutchesse -
How lovelie art thou nowl (To Vittoria) Thy loose thoughts
Scatter like quick silver, I was bevitch'd;
For all the world speaks ill of thee.

Vittoria No metter
Ile 80 1lve now Ile make that world recant
And change her speeches. You did name your Dutchess.

Brachiasnc Whose desth God pardon.

s Whose death God revenge. '

On thee most Godlesse Duke.

Flamineo Now for two whirlwindes.

What have I gained by thee but infamie?

Thou Bast stained the spotlesse honor of mine house.
* & @ B 5 & B B B & 6 * # % & & F ¢ & & & % & s 5+ @ ‘
I had & limbe corrupted to an ulcer, )
But I have cut it off: and Ile goe *
Weeping to heaven on crutches. For your giftes
I will return them allj and I doe wish
That I could make you full Executor
0f 211 my sinnes. « « (W-Dc Iv.ii. 100-1103 122"127&)

Here in the heat of argument sll hypocrisy is dropped for the moment. We
see two people aware of their guilt, aware of a God who can and will punish
them, and gware of the need for pardon. Surely, were they the tools of fate,
they would blame fate here and not each other and themselves,

Flamineo also unveils, for the moment, his knowledge of the sinfulness of

their deeds.
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Vittoris Hence you Pandar.
a0 Pandar! Am I the author of your sinne? :
Yes, Hoe's a base theif that a theif lets in.
(WoDs IV.ii. 138-1L0.)

In dying both Brachiasno and Vittorie express a sense of guilt, if not
repentance. Brachieno cries: "Indeed I am to blame / For did you ever hears
the duskie raven / Chide blackness?" (W.D. V.1ii, 86-88)j and Flamineo is’
consoled by Vittoria with the thought thet he shall not go alone into the other

world:

" Flamineo O the wales derke and horridi I camnot see,
Shall I have no company?
Vittoria O yes thy simnes,
Do runne belore thee to fetch fire from hell,
To light thee thither.
Flamineo 0O I smell 300‘59; (H.D. v;"inn9"1h2.)
As remorss for the moment f£ills his soul Flamineo the malcontent and melane
choly man e¢rdies out, "Thers nothing of so infinite vexation gs mans own
thoughta® (V.vi, 205), In return he consoles Vittoria with the thought that
there are other women who have lived evilly., Her fault is that_uhu;haé not
the art to hide her vice. Vittoria's remsrk, "my grestest sinne lay in my
blood,* while used as an argument for fete, or bioclogical determinism at least,
can also be construed for free will. Yor after all, she doea say, "my sinne,"
The final evidenge for a free will interpretation, and the most conclusivel
comes from the comments of the eham-élﬂca figures Cornelia and Giovanni, and
Marcello, the innocent sufferers in a world of evil. Cornelis, mother of
Vittoris, upbraids Brachiano with the language of morelity when she discovers
the 1mm' in her homet

Cornelie Where iz thy Dutchesse now, adulterocus Duke?
Thou YIt¥Ye dresmedfst this night shee is come to Roms,
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Flamineo How? coms to Romse

Vittoria The Dutchesse—
Brachiano She had bene better—
Cornella The lives of Princes should like dyals move,

Whose reguler example is so strong,

They make the times by them go right or wrong. (W.D. I.ii. 275-281,)
Cornelia'’s remark to Flamineo has already been mentioned: What? because we
are poore, / Shall we be vitiéuan? (WeD. I.ii. 307-308). Most striking for
its contrest to the sentiments of the villains is the defense Cornelias affords
Flamineo after he has slain his brother. She hopes to gain time for him, that

he mey be a2ble to repent.

Cornelis The God of heaven forgive thee. Do'st wonder
I pray for thee? Ile tell thee what's the reason,
I have scarce breathe to number twentie minutesj
Ide not spend that in ecursing. Fare thee well,
Halfe of thy selfe lles there: and malst thou live
To fill an howre glasse with his mouldered ashes,
To tell how thou shouldst spend the time to come
In blest repentancm (E'E‘ Veiis 52-596)

Mercello himself in dying expresses the conviction that his death is but
heaven's punishment, since there "are some sinnes which heaven doth-duly pth
in a whole family" (W.D. V.ii. 22). Earlier Marcello had tried in vain to wanﬂ
Flamineo from his evil course with an exhortation to virtue, remarking that ia—ﬁ
trigue works like an infection in the soul (W.D. III.1i. 60-6i).

The most conclusive chorus clue io Webster's intent is furnished by young
Giovanni, son of Isabella and Brachiano, who alone remains of all that noble
house at the conelusion of the play. He provides the final moral Judgment upoxﬂ
the play, and it would seem upon life, with the couplet:

Let guilty men remember their blacke deedes
Do leane on crutches, made of slender reedes.
\N‘S Tow
It is difficult to see how we can leave The White with any th§
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conviction that there was guilt, and that manifold, on the part of hero, hero-
ine, end villains,

To conclude the arguments for free will, the few references to a Christien
concept of final judgment &nd the presence of Satan in the world might be added}
While Webster's plays prescind, as do the other Elisabethan and Jecobean dra«
mas, from Christien moral argument as such, these few references are worth
not)ing., Firat Isabells, after Brachisno informs her of his desire for separa-

tion,says:

Isabelle O my unkind Lord may your sins find mercy,
As I upon a woeful widowed bed,
Shall prey for you, if not to turne your eyes
Upon your wretched wife, and hopeful sonne,
Yet this that in time you'le fix them upon heaven. (W.D. IT.i., 212-216,)

Then Vittoria, in quite another vein,curses Monticelsos
Vittoria That the last dey of judgement may so find you,
And leave you the same devill you were before. (W.D. III.ii. 290-291.)

And, finally, in her concern for Flamineo's eternal welfare, she urges'him to
repentance:? .
Vittoria Do you meane to die indeed?
0 With as much pleasure
As ere my father gat me,
Vittoria Are you turned an Atheist? wlll you turne your bedy,
Which I8 the goodly place of your scule
To the soules slaughter house? O the cursed Devill
Which doth present us with 211 other sinnes
Thrice candied ore: Despeir with gaule and stibium,
Yot we carouse it offj aside Cry out for helpe~
Makes us forsake that which was made for Man,
The world, to sinke to that was made for devils,
Eternall darkenesses (W.D. V.vi. 57-65.) '

In summary, then, the arguments for free will as the cause of the tragic
decisions and downfall in The White Devil are chiefly as follows: the premedi-

tation and deliberation of the cheracters, especially the Machiavellian villaini,
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the lmowledge of gullt expressed by those sinning and those sinned ageinst, and
the references to Christian concepts of repentance and eternal punishment.

It must be admitted that in selecting the arguments for fate and free will
and reproducing them to some extent out of context, there is danger of neglecte
ing the impressiocn which the play es a whole conveys. A mesterpeice of art is
more than the sum of all its parts. The unity of the whole conveys an impres-
sion sometimes difficult to trace through analysis of the individual constidue-
ents of that whole. It may be asked thens Does The Whits Devil, as a single
undivided whole, convey an impression of f&talim or of free choice? The answep
seems to be in favor of free choice. The central theme of the play seems to be
what is the use of an evil life? Or more particularly: What is the use of &
courtly life? Vittoria's finsl words convey this :lnpras,aiom

O Happy they that never saw the Court,
Nor ever knew great Man but by report. (W.D. V.vi, 261-262.)

Here we disagree with Travis Bogard who ¢laims thet the "central question of
the tragedies is not, therefore, What is good and what is evil, dbut ;what is the|
use of 1126725 nile it is trus that Webster is not seeking to discern the
norms of morality that should guide the great, his attention to the responsie
bility of great men who "muke the times by them go right or wrong® is obvious
throughout, So not, Whet is the use of 1ife? but What is the use of an evil
life? would seem to be a more accurate wording for his central theme,

The sense of guilt, the condemnations of the chorus-like cheracters, as
has been said before, give to the impression crested by the play as a whole thow
note of morsl judgment which e purely fatalistic drama lacks. While it is trus|

rravis Bogard, Iragic Satire of Webster, pp. hl-i2.
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that Webster has sprinkled his drama with the fatalistic elements of Renais~
gsance psychology and stoicism, taken in context in the play they séam raiher
to be held up to mockery a&s the veils of hypocrisy, the veils of a "white
devil," than to be held up as an explsnation of the driving forces of human
resistence to good or evil. It is significant that the characters who form
accurate moral judgments throughout the plsy ere either the very yoyng or the
0ld, whose innocence and wisdom may be sald to express Websterts mind more
clearly than the contradictory statements of‘the turbulent principals,

Interesting and instructive as The White Devil mey be, Webster's tragie

philosophy cannot be fully Judged until the pley which is his masterpieae has
been exsmined. The following Chapter will axtend the search for Webster's view
of man to The Buchess of Malfi. More complex in motivation and structure than

The White Devil, the story of the Duchess and her unfortunate love may offer

more diverse testimony for both fate and freedom.




GHAPTER IV

FATE AND FREEDOM IN THE DUCHESS OF MALFI

The Duchess of Malfi presents a tragic situation quite different from thalf

vhich her sister tragedy, The White Devil, offers to ite audience. The chief
difference between the two plays is that The Duchess of Malfi is conecerned with

the tragic fate of a relatively innocent heroine, a women far removed from the
Machlavellian dynamism of Vittoria Corombona. The very fact that the Duchess
is made an object of our sympathy from the outset, hes prompted some critics
to object that the drams is not true tragedy because the central characters
ars guilty of no true tragic flaw. The only "evil" action of which the Ducheas}
seems to be guilty is the aocial breech of marrying someone beneath her stationp
This at least seems to be the case st first examination. That the Dﬂgheés and

Antonio are gullty of a crime more seriocus will be shown later in‘thia chapter,
Ancther cause of critical unrest over The Duchess of Malfi is the con-

struction of the play. The Duchess dies in the fourth act, leaving her play
to go on to its bitter conclusion without her. This hes led some critics to
doubt that Webster intended her to be the chief figure in his drama and to
suggest that Bosola is the central character of the plqy.l This problem need
not concern us here except insofar as it makes the sentiments expressed by the

characters concerned more or less representative of Webster's own opinion to-

lﬁec Charles Williams, Introduction to Sylvan Press Edition of The Duchess]
of Malfi (London, 1948, p. xv, for discussion of thesé opinions.
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wards fate and free will, The most satisfactory resolution of this difficulty
would seem to be thet of leech and others,z nsmely, that Antonio and the Duchess
together represent the central tragic character, the protagonist, and that,
granted some structural weskness in the development of the plot, the fifth act
rounds off the doinfnll of the Duchess by completing the destruction of her
loved ones, In discussing the play in this chapter, this interpretation will
be presumed, and the thoaa end Antonio will be considered the eritical chare
acters t0 be anslysed, )

The srguments for a fa.ﬁlistic Wtation of the play are much the
same 88 those offered by The White Devil: the pessimism of the melsncholy and
the malcontent, the presence of stoie philosophy, and the new ingredient, as-
trology and allied superstition, The arguments for traa will are also mugh the|

same: the spirit of the Machiavellian villains, the sense of gullt manifested
by the principals and chorus-like charscters, and the background of Christisn
moral tesching and sanctions. Again it should be noted that, in conni;iering
the evidence for fatalism or freedom in this play, the "guilt" examined diffars‘
from the strict moral gullt met with in The White Devil. The tragic action in
The Duchess of Malfi is based upon the failure of the Duchess and Antonio to

realise thet they cannot hope to outwit the Aragonian brethren. Thelr fault
is that they believe, because their love seems pure and right te them, that it
will be so sccepted by her brothers. As with Vittoris, the moral is: What is

the value of courtly life? but this time from snother aspect. The Duchess
Antonio are taught that the good &8s well as the evil are doomed in Machiavell
society, a society in which only those who remain psssive, who stand back to 1

v:aa 19‘;‘1): P‘ 6‘:-
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the others fight it out, have any chance for survival. . |
Bosola is the chief argument for Fate in the play. Like Flamineo he is

orn between the Machiavellisn villain within himself and the malcontent. As
ntonio points out early in the first act:

Antonio . . . . . . . This foule melancholly
Will poison all his goodnesse, for (itle tell you)
If too immoderate sleepe be truly sayd
To be &n inward rust unto the soulej;
It then doth follow want of action
Breeds all blascke male-contents, and their close rearing
(like mothes in cloath) doth hurt for want of wearing. (D.M. I.i. 77-83).

LAgain the humoral psychology offers a possible explanation of Bosola's future
ections, He has been denied preferment and sits idle, giving black thoughts
T chance to have their way with him., Is it his fault, or beyond his conirol?
Another villesin, the Cardinal, is also analyszed by the amateur psycholo~
gist, Antonio, with the following deseription:

Antonio but observe his inward character: he is a mellancholly
Churchman: The Spring in his face, is nothing but the Ingendring of
Toadest where he is jeallious of any man, he laies worse plots for thenm,
then ever was impos'd on Herculest for he strewes in his way Flatterers,
Panders, Intelligencers, Atheists, and a thousand sudh politicall monsters:
he should have been Pope: bubt in stead of cooming to it by the primative
decensie of the church, he did bestow bribes, so largely and so impudently,ﬁ
a8 if he would have carried it awey without hesven's mowledge.

Some good he hath done,

Delic You have given too much of him, (D.M. I.i. 158+168.)

It may be argued that Antonio seems to impute the faults of the Cardinal more
to his melancholy nature than U¢ any real evil intent. The charitable comment,
"Some good he hath done," also argues for an easy judgment of the Cardinal.
Humoral psychology also colors the scene (II.v.) in which the Cardinal and

Ferdinand are informed of their sister's violation of their prohibitions to her
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remarriage,

Ferdinand Rubarbe, oh, ¢or pubarbve

To pu¥ge this choller--here's the cursed day
To prompt ny memory, snd here it shall sticke
7111 of her bleeding heart, I mske a sponge
To wipe it out,
Cardinal Why doe yon make yourself
So wild a tempest?
L AN N N BN JEE TR N JEE TN B 2NN BEE NN JNE S BN K BER BEE SN
How idly shewes this ragel --which carries you,
As men convayed by witches, through the ayre
On viclent whirle-windes-~this intemperate noyce
Fitly resembles deafe-mens shrill discourse,
Who talis aloud, thinking all other men
To have their imperfection. ‘
Ferdinand Have not you,
My pa ,
card:i.ml Yesw~] can be angry
Without This ruptures-there is not in nature
& thing, that mekes men so deform'd so beastly
As doth intemperate angers chide yourselfew-
You have divers men, who never yet exprest
Their strong desire of rest, but by unrest,
By vexing of themselves: Come put your selfe
In tune.
Ferdinand So=-I will only study to seeme
The thing I am not: I could kill her now, ‘
In you, or in my selfe, for I do thinke .
It is some sinne in us, Heaven doth revenge
By hers
Cardinal Are you starke mad? (D.M. II.v. 20-263 65+87.)

L]

Here, the Cardinal is not the melencholy man, but the defender of reason and
will., He seems to argue that Ferdinand is capable of self control, while Fere
dinand denies this assumption with the words, "I will only study to seeme the
tningwx am not,.”

Another application of the determinism of humoral psychology is possible
from the attitude some of the characters voice about the nsture of women.
|8 Je Co Orierson has noted with regard to some of Shakespearet!s heroines that
"they appesr as oreatures of pure instinet who shun what is degrading, not be~




L1
cause it is wrong, but because it i1s alien to their nature and undergo sseri-
fice, not from principle but from physio-psychological musitmﬂ Something

of the same mey be argued for The Duchess of Malfi. Her brother, the Cardinzl,
obgerves:
Cardinel OCurs'd creaturs

nature, to place woman's heart
8o fam upon the left side!

Berdinand Foolish men,

That ere trust their honour in a Barke

Madé of so slight, weak bullerushe, as is woman

Apt every minnit to sinke itl (D.M. IT.vi, h34:9.)
end Cariolia, her servant, remarkss

Whether the spirit of greatnes, or of woman

Raigne most in her, I know not, but it shewes

A fearefull madnes, I owe her much of pitty. (D.Ms I.i. 576578.)

In answer to the deterministic arguments that the linel which have been
quoted seem to imply, it may be briefly interjected here that sside from being
scanty they are far fronm éomlu:ive‘ As has been observed in treating m
White Devil, we cannot be sure that Webster intends these remarks to be his
observations upon life and nature. They sre spoken chiefly by the ‘v‘illaim
of the pieces It seems more likely that, in the light of the free will argu=
ments,; they but smplify the character of villainy.

"In The bueheu of Malfi there is a show of interest in astrology, which

did not appeer in The White Devil.®™ Sinoe it has always had direct’ relation

to fate and freedom, astrology might prove a fatalistic trump in the present

study.
The most extended use of astrology in the plsy is Antonio's casting of &

38, J. C. Grievson, Cross-Currents in English Litersture of the Seventeent}
Century (London, 1929), p. 117, 1




L2
horoscope for his first born. Upon meeting Bosola in the garden, Antonioc,

horoacope in hand, pretends thes pap-r contains the stars' formuls for the dis«
covery of the jewels the Duchess has lost. Ominousiy his nose begine to bleed
at this falsification and Antonio ieaves in confusion, Besola picks up the
horoscope and reads:

The Lord of the first house, being combust in the

ascendent, signifies short lifes and Mars being in & human signe,

Joyntd to t.hu teile of the dragon, in the eighth house, doth threaten,
2 violent d’&th] Caetersa non scrutantur. (D.N. IT.iii. 77““800)

The argument for fatalism here falls quite short. For this child is the only
one of the Duchesa's family who does not die in the course of the play by vice
lence or natural causes. .

The stars appeer again when the Duchess in her desolation cries:

’

Duchess I could curse the Starres,
8 O fearefulll
Tuehess And those three smyling seasons of the yeere
Into & Xussian winter: nay the world ,
Into ite first Chaos. o
Bosolas look you the Starres still shine: !
8 Oh,butywmstrm, nweursohathamat
way 0 goel (D.M. IV.i. 115-122,)
Here Bosola seams to argue that the stars do affeet human destiny, and the
Dushess seems to retort that life is the more cruel because such distant power
does affect our lives. But again the argument is not very comclusive,
The final astrological reference comes from Bosols, who seems to have been
converted to astrology simnce Act Fours
Bosola We are meerely the starres tonmn-ba'llu (strooke, and
Which way please them) (D.M., V.iv. 63-6L.)
Here, in the ¢losing moments of the play, is a rather strong srgument for

fatalism. Yet, a few minutes later, the same Bosola advises those who attend
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his dying breath:

Bosols let worthy minds nere stagger in distrust
To sulTer death, or shame for what is just. (D.N. V.v, 127-128.)

which in context argues for the possibdility of the just man to save himself
from ignominious fate, How reconsile the sentiments of Bosola? The sequel
geems to leave room for arguing medieval tragic view, namely that the just
man can be independent of Fate, whils the simner puts himself under Pate's
power,

There is additional confusion in The Duchess of Malfi over the worth of

superstition, Delio, who plays a ehor%m role throughout the play, offers an
aexcellent bit of advice to the superstitious Antonio early in the play:
Delio Tis but the shadow of your fears, no more:

How superstitiously we mind our evilsl ‘

The throwing downe salt, or crossing of a Harej .

Bleeding at nose, the stumbling of a horse:

Or singing of a Criket, are of poure

To daunt a whole man in us: Sir fare you well: (D.M. II.ii. 79-8k.)
Shortly after this advica; Antoniot’s nose does begin to bleed and, as has been
mentioned, it is the cause of Bosola's coming into possesion of the horoscope
and the knowledge that the Duchess has a son. Antonio himself is inclined to
regard the nosebleed as mere chance (D.M. II.iii, 58-60). Regardless of his
common réense -approach, it does presage evil.

Superstition comes into play again when Cariola objects to the Duchessa's
proposed journey to Loreto which, under the guise of a pilgrimsge, is reslly
an sttempt to elude the wrath of the Aragonian brethren:

Cariola In my opinion ,

She were Detter to progresse to the bathes at Leuca

Or go visit the Spew

In Germeny, for (if you beleeve me)

I do not like this jesting with religion,
This faigned pilgrimage.
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Duchess Thou art a superstitious foole,
Prepere us instently for our depature. (D.M. III.11, 361-368.)

Again the superstitious soul proves prophetic. The pllgrimage, or pseudo-
pilgrimege, turns out to be the occasion of the Duchess 's undoing.

These ihaat.amu of superstition and the prophetic charscter of the super~ |
stitious personsges seem but wesk arguments for fatalism. Rather, especially
with respect to the pilgrimage incident, they seem to grgue for the dramatiec
"ouilt® of the principals who in these instances hasten once more toward their
destruction, disregsrding the solicitous advice of friends for the counsel of
traitérs. The Duchess’s dismissel of Cariola's fears is an example of the
| Mw blinding pride, which will be further 't'reat.ed in the discussion of
the fm will arguments, |

fhe final evidence of fatalism comes from stoic philosophy displayed in
this play ss in The White Devil, The Duchess 3_1_ Malfi, however, becsuse its

principal characters are less vipient, less greatures of hot passion, does not
provide the same calibre of death soliloquies nor the seme depths of despair,

The first fatalistic hint comes from Perdinand, He hes discovered his
sister speeking to herself of Antonio and ’t,heir love, He flies ’mo & raget

Ferdinand Oh most imperfeet light of mmaine reason,

That mak’st us so unhappy, to foresee

What we can least prevent: (D.M. III.ii. 90-92.)
It uybo argued that Ferdinand has certainly endeavored to prevent this turn
of mnta, and that it is not really fate but the free will of the Duchess
which hes caused the undoing af his desives. Still, there is 2 note of fruse
tratioﬁ, of despair, in these lines which might argue for a fatalistic intere

pretation.
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It is Antonio whose last moments are the source of comments which seem to
argue that fate cannot be escaped. He and Delio approach the palaéa of t.hc
Aregonian brethren unaware that since Antonio's separation from the Duchess
during their flight she has been captured end killed. Antonio c;mtemplates.
a reconciliation with the Cardinel and Ferdinand. As they pause on the palace
grounds Antonio engages in colloquy with an echo which proceeds from the grave

of his murdered wife:

Antonio . . « « » « But 211 things have their end:

Churches snd Citties (which have disesses like to men)
Must have like death that we have,

Eecho Like death that we have,

Pello Now the Eccho hath caught your

Infonio It groan'd (me thought) and gave
A very deadly Accent?

Eecho Deadly Accent,

® % % 8 ¢ B & S 5 & & % & & B & & 9 4 & 9 ’

Delio Come lets walke farther from't:

I would not have you go to th' Cardinalls to-nights

Doe not.
Eecho Doe not., J
Tello Be mindfull of thy safety,
Eocho Be mindfull of thy safety. :
Tntonio Necessity compels me: ‘

Make seruteny throughout the passages

Of your owne lifej you'll find it impossible

To flye your fate.
Eegcho 0 flye your fate.
Pello Hark the dead stones seem to have pitty on you

And glve you good counsell.
Antonio Eecho, I will not talk with theej

For thou art a dead Thing.
* B % 8 % & & & 5 e & 9 2 2 @& " & & s ®x 9
Antonio Come: I'11 be out of this Aguej

For thus, 1s not indeed to live:

It is a mockery, and abuse of lif@w--

I will not henceforth save my selfe by halves.

Iﬂoﬂ" 811. or ﬂOthingc
s & & & * 5 & 5 & " 5 & & & & & & & "
Antonio How ever, fare you well:

Though 1n our miseries, Fortune have & part,

Iet. s in our noble suffrings she hath none-—

ntemgt. of paine, that we may call our owne. (D.M. V.iii, 19-25; 39=503
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Here Antonio argues against prudence on the score that death is inevitable:
some necdssity compels him to seek an open meeting with the enemy, and the
only way to flee Fortune!s heavy hand is to embrasce the issue and not flee
from it. Later, after Bosols has mistaken him for the Cardinal and stabbed
him in the dark, the dying Antonic adds the further stoic salute to deaths

e o« o s s & » » oIn 2all cwr Quest of Greatnes

(Like wanton Boyes, whose pastime is their care)

We follow after bubbles, blowne in the ayre.

Pleasvre of life, what 13%t? onely the good hours

0f an Agus: meerely a preparative to rest,

To endure vexation: I doe not aske

The process of my death: : onely commend me

To Delfo. (DM, V.ive 77-82.) ,,
Yoty even in these stoic statements, there is some hint of self-recrimie
tion, evidence that not merely fate but Antonio has been at fault, He spesks
of his great weaknessj temporising: He blames himself when he remarks, "I
will not henceforth save my selfe by halves.® With the words, "In all our
Quest of Oreatness . . « ," he hints at guilt, his ambition to raian himself
by marrisge to & Mghar station in 1ife. The remsrk, however, trhmh cancels
much of the fatauam of previous statements made by Antonio is his dying senw
tence, "And let my Sonne, flie the Courts of Princes." It has been zaid sbove
that the central theme of both plays concerns the value of a courtly life,
Antonio's last gasp seems to argue that the evil of courtly society, which re-
sults from men's free will but which man is free to avoid, has been the cause
of his tragedy. It is a father's dying legacy to his son, this order to flee
the court, Antonio does not say, "let My Sonne, resigne himself to Fate.”

Bosols offers the last fatalistic argument in the drams when his turn

comes to meet deatht
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Bosola It may be paine: but no harme to me to dis,

In 80 good & querrell: Oh this gloomy world,

In what a shadow, or deepe pit of darknesse,

Doth (womanish and fesreful) mankind live. (D.M. V.v. 123.126.)
Unlike his counterpart, Flamineo, Besola's dying words express little of self-
pity in spite of the fact that he hes been dealt with far more unjustly. His
repentance wes more sincere than Flamineo's, and his death more brave,

So much for the fatalistic elements in The Duchess of Malfi, As with

their counterparts of The White Devil, the fatalistic arguments in the present

play are far from conclusive. They are sufficient to raise the problem of fate|
and free will, but no more. Briefly summsrised they are ss follows: the argue
nment from biological determinism whiech rises fro:;z'melancholy, and distrust of
feminine nsture expressed by some charactersj the astrological srgument, which
sees in the references to the stars an sttempt to put mants destiny in the
heavensj and superstition, which also offers an explanstion for events apart
from man's free will., Stoic philosophy with ite inherent fatalism is aflso in
evidence in the play. .o

The arguments on the side of free will as the source of the tra‘gie down=~
fall sre much the same as those found in The White Devil. We find the Machiae-

vellian villains once more, with their deliberate and elaborate schemes, end
the self-gccusetions and condemnstions which give rise to 2 knowledge of guilt
on the part of the characters. Their guilt in turn argues for 2 tragic fault,
g free will source for the tragic downfall. |

The villains of the present play are much more complex than those of The
White Devil. For the purpose of this thesis, their complexity, including as
it does the conscience problems of Ferdinand, his brother the Cardinsl and

their creature Bosola, is an advantage. The conclusion is forced upon us by
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the insanity of Ferdinand and by the repentance of Bosola that free will has
been operative. ' | |
Yerdinand expresses quite cleaerly the Machiavellian defense of free will
when Bosols attempts to excuse the Duchess' remarrisge by the suggestion she
was bewitcheds .
Ferdinand Away, these are mere gulleries, horred things
Invented by some cheating mounte=pareks
To sbuse ust Do you thinke thet hearbes, or charmes

Can force the will? Some trialls have been made
In this foolish practice; but the ingredients

Were lenstive poysons, such as are of force to

To make the patient madj and straight the witch

Sweares (by equivosation) they are in love.

The witch-oraft lies in her rancke-blood. {DsMo III.1i. 82-50.)
The .mgnious s if overly horrible, devices with which Ferdinand seeks to drive
his sister med (D.M. IV.i.) are further proof, coupled with his remarks, that
a strong will is st work. His displeasure with the indirect torture (Nhwough
Bosola) of his sister is made msnifest by his remark, "I will no longer study
in the book / Of another's heart” (DM, IV.is 19-20), He mst to the torture
himgelf} 8Still feeling thet he has cause for revenge he justif:i.u 40 come exe
tent what would otherwise seem & madment's torments., He tells his sister, she
suffers at his hands because "I account it the honorablist revenge / Where I
mey kill, to pardon® (D.M. V.i. 39--h0); That his pardon is worse than death
reflects the lﬁbtluty of his oruelty, and the strength of his willj; for, as
the dislogus proceeds, it becomes obvious that only tremendous will could over
come the emotions of pity that his sister's situation calls forth, Pity comes,
buttool&h, with the memorsble line uttered by Ferdinand as he views his sis~
ter's lifeless form, "Cover her face: Mine eyes daszells she ditd yong"

(De¥e IV.4d, 261).
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After Ferdinand leaves the forefront of villainy, the Cardinal takas over,
His ie the plot for Antonio's destrustion., His cunning is more deliberate and
keen than was his brother's (D.M. V.ii, 130-150). His handling of the death
and secret burisl of his mistress Julia also bears weighty evidence of his
deliberate and wilful malice (DM, V,ii. 270-370), &8s does his contriving of
the murder of Perdinand. It is this last, this fratricide, which brings the
first words of remorse to the Cardinslt's lips:

Cardinel « + ¢« s ¢ « » Oy my Conscience!l

¢ ﬂuﬁ!ﬁ"’"’“’hov: but the Divell takes sway my heart

For hnving any confidence in prayer. (D.M. V.iv. 30-32.)
But he swiftly reverts to his Machiavellian type:

About this houre, I appointed Bosola

To fetch the body: when he hath serv'd ny turnn

lk dies. (D#nv Velv, 33‘360)

Bosola, the last and most complex of the Machfavellians in the play offers
more sontrast than the pity of Perdinend or the conscience pangs of the Cardi-
, nal, Howsver much he may lack probability as a character, Bosols dpua?nrfbr 8
fine example of the Machiavellian-maleontent combination. Antonio inmtroduces
us to him with the observation that he is more Machiavell than malcontent:

s« » s &« » sHere gomes Bosola

The one I? Eaurt~aalls yet I observe his rayling

Is not for simple love of Piety:

Indeede he rayles at those things which he wants,

Would be as leacherous, covetous, or proud,

Bloody or envious, &s any man

If he had meanes to be so: Heret!s the Cardinsll, (p_t!» I.4. 23‘290)

We are informed by Delio that Bosola hes been convicted of murder. His willing$
ness that trade, in spite of the fact that he had been sent to the gelleys for
& previous orime, is borne out by the alacrity with which he accepts his new

position in the Duchess's household, To Ferdinsnd who has duped hia sister intd




50
teking him on, Bosols cynically retorts:

Bosola What follows? Never rasined such showres ss these
Without thunderbolta i'the taile of themj whose throat must I cut?

Ferdinand Your inelination to shed blood rides post
Before my occesion to use you, I give you that to live
I' th Court, herej and observe the Duchesse,
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Bosols - Take your Devils ~
Which Well calls Angelss these cursed gifts would make
You s corrupter and me an impudent traitor,
And I should take these, they'd take me to Holl.

Perdinand, 8ir, I'1l take nothing from you, that I have givens
There 18 & pilace, that I procurid for you
This morning: (the Provisor-ship n'th' horse )=
Have you heard on't?

Bosola Noe.

m::d Tis yours, is't not worth thankes?

. would have you curse yourselfe now, that your bounty

(Whieh E'o's men truly noble) ere should make
Me a villaine: oh, that to avoid ingratitude
For the good deed you have done me, I must doe
A1l the 411 man can invent: Thus the Divell
Candies oter: and what Heaven termes vile, !
That names he complementall.

Perdinand Be your selfe:
Ksape your 014 gerbe of melsncholy: ‘'twill expresse
You envy those that stand above your reach, \
Yet strive not to come neere them. (D.M. I.i. 265-269; 285-305.)

Bosola's slight case of soruples seems &ll too easily overcome by tHe anncunce~
ment that he has been given the Provisorship of Horse. Be that as it may, thes
speech does express a recognition of the bribe as s temptation, of the intrigue
as evil, and of moral values in general.

Bosole again offers evidence of his knowledge of moral values and of the
courtts denisl of tm‘as he lectures Castruchio on the virtues of s courtier
(DsMe II.1is 1~23)s Throughout the same scenes he continues in the role of
melancholy admonitor, first towerd the old lady, with a discourse upon the
transient nature of beauty, and then, in a oynicsl attack upon wisdom, in the
presence of Antonio and Delios
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Bosola Oh, Sir, the opinion of wisedome is a foule tetor that. rons
all over & mans bodys if simplicity direct us have no evill,
it direets us to be happy being: For the subtlest folly
procesdes from the subtlest wisdomet let me be simply honest.
' (Qvgt IIcia al"ahl)
In spite of his Imowledge of the folly of evil, Bosola continues on toward the
Duchess's and his own deatmtiom-mt however without ‘axpmssing his own cone
viction of the evil and guilt of the Machiavellians
Bosola A Pollitian is the divells gquilted anvil,
He feshions all sinnes on him, and the blowes
Are never heerd, (D.M. III.ii. 371<373.)
The evidence, then, for clear knowledge of evil on the part of the Machi=

avellians in The Duchess of Malfi is abundant. They recognise their designs

to be evil, and freely undertake them. Their destruction is more than merited.
The complex character of Bosola gives rise at times to ‘f.he impreasion that he
is torn between good and evil, and that he pursues his evil course somewhat
blindly. We are, nevertheless, presented with the temptation, rejecti:en, and
acceptance of Ferdinand's offer in Act I, scene 2, ss evidence of freay decision
The charaster who is most akin to the ancient chorus in The DuBhess of
Malfi is Dello, friend of Anmtonio and rival of the Cardinal for the love of
Julia. He represents the sudience, inquiring of Antonio in the opening scens
of the play the nature snd degree of the prinoipals. After Antonio hes egreed
to secret marrisge with the Duchess, he echoes the hopes of the audience by ade
vising Antonio, first as to methods of concealment, and later by trying to pre-
vent him from an open meeting with the Aragonian brethren. Throughout there iz
a note of desperaticn in his advice, much like the fear the audience feels, as
if he were certain that this can come to no goed end, because the laws of the
court have been violated. His most significant lines for the question at hand
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ares

Delio They passe through whirleepooles, and deepe woes doe shun
Who the event weigh, ere the acticnts done. (DM, IX.iv, 107-108.)

Iater he speaks even more clearly:
Delio + + + « « I have ever thought

Nature doth nothing mo great, for great men,

As vhen she's pleas'd to make them Lords of truth:

"Integrity of life, is fames best friend,

Which nobly (beyend Death) shall erowne the end.® (D.M. V.v. 142-146.)
The first quotation sums up, very well indeed, the tragiec guilt of Antonio and
the Duchess, Their love is not lust, but it is illetimed and illebegotten.
They have not weighed the consequences of their violation of the Cardinsl's
and Ferdinand's injunctions upon the Duchess not to remarry. Their seeond
fault is summed up in the second quote, the closing words of the plays They
have not been Lords of Truth, but have rather tried to deceive and conceal
their unions When Antonlo finally decides to come out in the open, it is too
late. ’,

Ceriola, the Duchess's meideinwwaiting, slso serves as s chorus for her

L ]
nistress! sotions, She too sums up the confliet of drama, the struggle bew
tween true love and loyalty to the demands of rank.
Cariols Wwhether the spirit of greatnes, or of woman

Raigne most in her, I lknow not, but it shewves

A fearful mednes. I owe her muoh of pitty. (D.M. I.i. 576-578,)
American eritics have perhaps more ditfiault& understanding this basic conflict
of the play, the confliot between love and duty. It has been rendered more
meaningful, however, in resent years when events in the life of an English
princess, much publicised in the world preas, have reminded us that such a

gonflict can, and still does, exist in our highly democratic society. Cariola
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foouses attention upon this aspect of the Duchess' guilt. Cariols, too, _veicu‘
the sentiments of the audience as she reminds the Duchess' murderers that their
crime is one that will merit demnation. (D.M. IV.ii, 248-270,) Hussy that she|
is, she nevertheless displays the most keen perception of socisl and moral
codes exhibited 1n the play.

Scene four of the third Act is also devoted to commentary upon the tregie
sction, It takes place at lLoreto and the only speskers are pllgrims who marvel]
and gossip at the events taking place. The questlion of the Duchess's guilt is
the prime eonsideration, ‘

Pirst Here's a strange turn of state-who would have thought|

80 great a s would have matched her selfe

Unto so mesne a person? yet the Cardinall ,

Beares himselfe much too eruell, (D.M. III.iv. 25-28.)

There is here reiteration of the idea that the Duchess was deserting duty
through her union with Antonioc. The "yet® of line 27 is significant insofer
as it implies she is deserving of punishment, even if the present ptmis'hment
1s too erusl. o

The &a:u for the guilt of the Duchess is lsid in Act I, scens 1, when
Ferdinand and the Cardinal forbid her to remarry. The motivation for this ine
Junetion is, and remeins, rather obscure throughout the play. There is, how-
ever, mo ack of firmness or of threats in the presentation of the Arsgonian
brothers! command, The Duchess is made well awere of the fact that she will
have to pay dearly if she disobeys them. OSome mention is made, by way of motie
vation, nrmteétmtshe is a widow, has known man and therefore must obe
serve a chaste widowhood. There is some confusion here asince the Cardinsl

seems to imply the possibility of an eventual remerrisge after a suitable
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mourning, wheress Ferdinand seems to reject the idea of urriage entirely
(!._12. I.4. 320-380) .b At any rate, they leave the Duchess with this cheery

reninders
Ferdinand You are my sister,
This Was my Fathers poyniard: doe you see,
I111'd be loth to see't looke rusty, 'cause 'twas his. (D.M. I.i. 369-371
After her hrothers depart, the Duchess makes it clear that she will not be
deterred from her aim of having Antonios
Duchess Shall this move me? if all my royall kindred
Lay in my wey into this marriage: : -
I111'd meke them my low foote-steps: (D.M. I.i. 382-384.)
That she is sware of the consequences is equally obvious from her appeal to
Ceriolas
Duchess Wish me good speed
Por I am golng into a wildernesse, ’
Where I shall find nor path, nor friendly clewe
To be my guide-— (D.M. I.i. LO3-4406.)
Both these statements argue conclusively against the opinion that the Duchess
18 led dlindly, or is unaware of the rashness of her act, )
. L ]
She proceeds to woo the reluctant Antonio with a force and vigor which,
in spite of the general mildness of her character, are reminiscent of her
counterpart, Vittoria. "The more we consider the Duchess, the more hints of

guilt seem to appesr. There is even & strange purallel between the wooing

The Jacobean audience no doubt was more in sympathy with the idea of a
permanent widowhood. As late as 1703, the widow was exhorted by Puritan
divines to remain s mourner. Cf. Jeremy Taylor, The Rule and Exercises of
Holy mnﬁ, 19th ed. (London, 1703), p. 7i. The soclal code of the Puritans
was beg ng to be felt in Webster's day, and some see in this demand of the
Arsgonien brethren an attempt on Webster's part to align Puritan morality with
Machiavellain strategy. See Una-Ellis-Fermor, The Jacobean Drama (London,
19-53); ps 29.
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scens . . . and the scene in V,2, where Julia, the rank whore, procleims her
passion for Bosols . . .t 4in both cases, a woman's triumph leading to her
deatruction, It is difficult to resist the idea that Julia is meant to provide
a2 comment on the behaviour of the Duchess: they are sisters, Webster hints,
in their passions and in their consequent actions."s

The guilt and free sction of Antonio is established in the same scene
when, while resisting the obvious intentions of the Duchess, he gives an elo-
quent discourse on ambitions

Antonio Ambition (Madam) is & great mans madnes, .

That Ta not kept in chains, and close-penteroomes,

But in faire lightsome lodgings, and is girt

With the wild noyce of pratling visitants,

Which makes it lunatique beyond all curew

Conceive not I am so stupid, but I ayme

Whereto your favours tend: But he's a foole

That (being aw-cold) would thrust his hands 1'th! fire

To warme them. (D.M. I.i. L83-491.)
Here the crucial point of the drama is emphasized for the first time, and by
Antonio. He is aware that, for one of his rank, happiness with the, Duchess is
impossible. Yet he yields to this "lunaey."” 1

Antonio gives further evidence of a gullty conscience as he aids in cone-
cealing the birth of their first childs

The Great are like the Besej nay they are the same,
When they seeke shamefull waies, to avoid shame. (D.M. IIL.iii. 68-69,)

After the climx in the dramestic ections, the scene at Loreto, the domxfaﬁ
of the Duchess and Antonio become inoreasingly apperent. The Duchess at first
rebels at the thought of the injustice of the persecution. Antonio is less

conscious of injustice. His conscience troubles him and he sees in: their

Smhp Pe 75
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suffering "Heaven's hand.® While chafing at the severity of the brotherq'
retribution, he gives evidence of the fact that he feels there has been some
fault on his part: "Heaven fashioned us of nothing: and we strive//to bring
our selves to nothing® (D.M. III. v. 97=98). Certainly the strivings of An-
tonlo and his Duchess have all conspired to bring them to nothing.

Further evidence of guilt is the Duchess's request for psrdon of PFerdi-
nand (DJM. IV.i. 36). This, however, is quickly changed to curses when she
realises that he has not come to make peace but to torment her. Her torture
and death serve to blind the audience th to the fact of her dramatic
guilt, for the punishment far outweighs the crime. Bosola, however, reminds
us that she is worthy of some punishment and penance as he pleads with Ferdie-
nand to mitigate the severity of his wrath:

Bosola Faith, and here:
And go no farther in your cruelty--

Send her & penetentiell garment, to put on,
Next to her delicate skinne, and furnish her

With beades and prayer bookes. . e
Ferdinand Damne her, that body of hers,

While that my blood ran pure in't, was worth more *

Than that which thou would comfort, (cell'd a soule). (D.M. IV.i. 11~

h9.)
The last scene of the play is filled with sentiments of guilt and remorse

of conscience, The Cardinall moans, "How tedious is a guilty consclencel"
(D.M. Vov. L4). Bosola acouses the Cerdinal of upsetting the balance of justice
in murdering his sister, a balance that cen only be righted by his murder

(DeMo Vov. 50-55)s Ferdinand regains his sanity to point the accusing finger
at all the characters of the play: '

| Ferdinand My sister, ohl my sister, there!s the cause ont't.

Whether we fall by ambition, blood or lust,
Like Dismonds, we are cut with our own dust. (D.M. V.V. 90-92.)
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Antonio's ambition, the bloody anger of the Aragonian brethren, and the desire
of the Duchess have indeed combined to produce tragedy.
80 ends the tragedy at Malfi., The arguments for free will ss the cause
of the tragic action and downfall in The Duchess of Malfi can be briefly summa

rizsed. First, the characters deliberate before undertaking the actions that
bring sbout the tragedy; secondly, the chorus-like condemnations of less in-
volved characters, and the general atmosphere of gixilt s both socisl and moral,
create in the reader or viewer, a basis for moral judgment. Indeed, only the
children of the Duchess and her Antonioc seem completely free of guilt and une-
worthy of reprehension. Perhaps no better conclusion cen be penned to the
study of the play than Dello’s:

They passe through whirle-pooles and deep woea do shun,
Who the event weigh, ere the action's done. (D.M. V.V. 142-1L6,)




CHAPIER V
GONCLUSION: WEBSTFR'S TRAGIC WORLD

Webzter's two great tragedies have been considered separately. It may
prove of some use towar: capturing the "common denominator" of Websterts
tragie art to compare and contrast them by way of conolusion,

0Of contrasts, the most striking is the difference in the two plays that
results from having morally culpable protagonists in The White Devil, and rele-

tively imnocent, but socially culpsble protagonista in The Duchess of Malfi.

Yet, in spite of this fact, dramstically speaking the Duchess seems more guilty
than Vittoria, For Vittoris is tempted by a powerful Duke, the Duchess by her
ministern Vittoriz is gulling a relatively simple husband, who almost begs to

be cuckolded, while the Dushess is rash enough to attempt to deceive ha; powers
ful and violent brothers. This results in the strange parsdox of thd less
guilty Duchess seeming the more guilty, oépecially when one eompares’thc weake
kneed Antonio to the passionate Duke, Brachiano.

Despite similarities of type, Bosole is much more than a "repentent
Flamineo,” He sees, as Flamineo does not see, the beauty of goodness. He
hears, much more than Flamineo, the volce of conscience.

Both plays follow a pattern of freedom and deliberation and cerefully
laid threets before the tragic action, before Vittoria‘and Brachiano plan the
dusl murders of their spouses, and before the Duchess rushes into merriage with

58
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Antonio, After the tragic deeision has been made, much as in the mdieﬂl
tragic view, the freedom of the principels seems limited by the chain of events
set into motion by their decisions. In other words, there is no turning back,
From the time of their decision, then, they may be said to be under ths eontrol
of a self-inflicted fate.

Another point, already well labored in discussing the individual plays, is
that the courtly life takes on much of the blame for the tragic situation,
"Fly the Courts of Princes,” is the oft heard rgfrain. It is as if these peo~
pley were they born to aome other station, .might have led happy peaceful lives.
This is indeed a note of fatalism. But again it is counteracted by the idea
that these peopls create and reecreate the situations which make the life of
the court what it is. They plot the murders, they foste:f the ambitions, lusts,
and jealousies, and hence are guilty of their crimes. While Webster's moral
may bes Thank God you are not a Princel, he does not seem to argue that the
Princes are incapsble of acting otherwise. Rather, as with most trggedj, his
tragic art seems to draw upon the bow of e¢ircumstance, i.e. Courtly 1ife pro-
vides the opportunities for a men's weakness to become manifest. Courtly life
offers the temptations which weak humen nature finds so hard to resist. Web~
ster chooses the Court as the arena of the passions because it is there they
find outlet on a grand scale.

faking the history of the period into account, id is not difficult to see
why Webster did so. The unrest of the early years of James I's reign, the dis-
illusion with the monarchy, all contributed to a dim view of the court. His
attack was not sc much upon human nature as upon the world that Webster saw
about him, His plays, through their criticism, point the way to a better life,
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if somewhat vaguely. As Oosse points out, there are always those characters
in his plays who learn from the tragedy to fly the Court: Giovanni in The
¥hite Devil and Delio in The Duchess of Mglfi.l This is what Stoll argues for

in saying that "the greatest contribution of Webster to characterisation is a
stern, true, moral sense.,? FPor, if it be moral, stern, and true, to point out
that one's world has gone awry, Webster was indeed a moralist.

One eritic seems close to the truth in aasying that Webster though enam-
oured of his villains for their "largeness of character,” still points the way
to our sondemnation of them,3 Especially in The Duchess of Malfi does he seem

to sigh for a world of justice. Melancholy for him is usually "out of season,®
as though the malcontents have had their day and have been proved untrustworthy
guides to the future. ,

Webster is not, however, as Lord Ceclil would have him,a Calvinist on &
rlnpa'gu’* To point to him as the predecessor of Milton, or the apostle of
original sin; is to overlook the "mists," with which his characters m plaguedy
or to forget that while "they look up to heaven they confound mowledge with
knowledge," Moral, Webster may be, but he is certainly not am apostle.

Out of the darkness of his age and his plays, Webster slowly emerges, a
soul troubled and uncertain, believing that man is capable of building a better

world, but feeling that perhaps the only sure solution is ¥integrity of life,”

1gdmund Gosse, 17th Century Studies (New York, 1897), ps 50.
25, E. Stoll, Jobn Webster (New York, 1905), p. 128.
3tna Ellis-Fermor, The Jaccbean Drame (London, 1953), p. 172.

Upavid Cecil, Poets and Story-Tellers (New York, 1549), p. 35.
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being true to onet's nature and dying in the cause of justice, . _

Clifford lLeech has suggested that the Jacobean tragic spirit grew out of
the chaos of the peried:

Standing between a belief in nstural order and a growing perception of
chaos, between the Renaissance enthusaiaesm for living and an ever-darke
disillusion, between the twin poles of Fate and Chance, of predestination
and free will, they went through mental experiences of a peculiar intensity,
knew the darkmess and the terror all the more keenly for the light that
still remained in & diminishing fragment of the heavens. And because theil
feelings were so deeply stirred by the eontradiatigns of their experience,
they were led to the writing of tragic literature.

In genersl, it may be argued that Webster's plays are basically an echo
of the old order, medieval philosophy and free will. They reflect, however,
the problems that bothered the Renaissance mind. Just as Webster and his con=
temporaries had been formed spiritually by the old philosophy and were now ex-
periencing some spiritual confusion over the increase of seeming arguments for
fatalism, so his characters reflect that confusion. Basically men of free willy
masters of their fate, they yet face a world thet they cannot fully comprehend.

-

To come back to it again, "they confuse knowledge with knowledge." ;The common

denominator, so to speak, the key to Webster's characters is this: His chare
acters are free men in a frightening new world,

Travis Bogard has developed et length the differences between the Shakew
spearean and Websterian tragic viewa.é The basic difference is that, while
Shakespeare remains clearly within tha framework of medieval Christianity and
theology--guilt and punishment--Webster offers tragedy based upon an interweave
ing of guilts, grester and less. While Shakespeare concentrates upon an indie

5clifford Leech, John Webster (London, 1953), pe Ll

brravis Bogard, The Tragic Satire of John Webster (Los Angeles, 1955),
e e
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vidual, Webster portrays & society riddled by evil.

The source of Webster's power lies iix his scope, the magnitude with which
he views the tragic scens., Whereas we come from Shakespesre impressed by the
rise and fall of an individusl, we return from Webster's world marvelling st
the upheavel of whole dynasties. Shskespeare takes us within men and examines
the cause of tragedy, Webster is content to display the effects. This is what
makes the determining of Webster's philosophy of fate and free will more dif-
ficult,

S8ince Webster is concerned with the effects of tragedy, it will not be
out of plece to make some mention of the success of his effort. Aristotle
described the tragic effect as & purging of the emotions through pity and feser.
Butcher in his commentary expands this to include the idea of awe, "awe at the
greztness of the issues thus unfolded, and with the moral inevitsbleness of
the result. In this sense of awe, the emotions of pity and fear are blended.® T
An equilibrium is set up of forces which repel end attract, so that while, on
the one hend, we would turn away in fear, on the cther we remain atdentive,
unable to divert our glance from the portrayal of the nobility of human nature
under stress.

Although both types of tragedy-~that based on fatalism and that baesed on
free will=-achieve this effect of awe to some extent there is some difference
in the degree of pity and fear produced by esch of the two types. Free will

tragedy draws more upon fear, for we can make the same fatal choicej fatalistic|

7S. H. Butcher, Aristotle's Theory of Poetry and Fine Art, Lth ed. (New
York, 1951), p. 263.
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tragedy engenders more of pity. Here is further proof that Webster's tragedies
have more of free will and less of fatslism., For, granted the violent and
oft=times improbable world which Webster creates, we can see in Brachiano and
Vittoria, in Antonio and his Duchess, echoes of all the men and women past and
present, and of ourselves, While there is pity, especially for the Duchess,
in the two dremas, the magnificence of his people as they meet their destructiop
1ifts them beyond pity and onto the higher plain of awe. We are led to con-
clude as we watch these strong characters at the moment of death, that they
could never have been led completely without their own permission to the brink
of chaos,

Witness The White Devll., Awe grips us throughout the series of crises

into which Vittoria is thrown: her trisl, the lovers! quarrel with Brachiano,
her death. The culmination of this impression of her strength and greatness
comes with her defiance at death:
lodovico Thou dost tremble,
or' 0 thou art deceived, I am too true a women.

Concell can never kill me:t ile tell thee what *

I will not in my death shed cne base teare,

Or if looke pale, for want of blood not fesre. (K.Q. Vevie 223-227,)

It is difficult to pity someone who shows such strength.

The Duchess, too, offers occasion for awe at the moment of her death. In
spite of the horrors of her imprisonment, all calculeted to bresk her spirit,
she cries out in triumph: "I am Duchesse of Malfy still’(D.M. IV.11.132)., Hen
death is equally composed and courageous.

Webster'!s ability to 1ift his drama out of the mere melodramstic, his
feel for tragedy, is largely due to his poetic gifts, While this thesis has

expressly prescinded from the form of his tragic zrt and concerned itself with
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the matter of his philosophy, it would be well to bear in mind Lucas's warnings
"To criticise him without a taste for poetry is to be like a deaf man judging
Hagner."a

The power of Webater, then is 2 combination of his poetic gift and his
insight into the nobility and basic dignity of humsn nature. His drams is
Jeoncerned with the imperfect state of man, the problem of evil, end implicitly
with original sin. His men, brought low perhaps by the weight of too much ine
trigue and horror, are men nonetheless, True of hin is Moody Friort's comment
upon 811 the Jacobeans: "There is something bold and courageous sbout their
attempt to encompass the wide range between the aplendour and degradation of
human 1ife."? '

If Webster is vague in indicating en exit from the chaos of the world he
creates, he remsins %true to the humanistic conception of ‘showing the ability
and noﬁility of man in his divided world. The poet of those who recognisze in
themselves the sceds of evil, Webster offers a clesr view into humen psssion
and the catastrophes it can engender., Webster's world is not for th;é 1dealist,

The value of Webster's tragic view of life lies, then, in its s;opa and
magnificénce. Here men and women move, not minclingly with measured step, but
with majestic instancy. "Indeed Webster is a true tragic poets one who, face
ing the most dreadful and baffling facts of humen experience in all their une
mitigated horror, yet transmutes them by the depth and grandeur of his vision
into & thing of glory. This the rarest sort of poet and the graatest."lo

8. L. Lucas, The Complete Works of John Webster (London, 1928), p. 29.
“Moody E. Prior, The language of Tragedy, (New York, 1547), pp. 119-135.
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To summarise and bring to a close this thesis, the following conclusions
seem legitimate from our study of John Webster and his plays: first, while
his plays contain expressions of doubt in the ability of man to be master of
his destiny, the over-all irpression created by his dramas is that man, regard-
less of the darkness and confusion thet surround him, is free and capzble of &
greatness of soul that can be and often is heroicj sscond, that Webster's 'oragi#
view is of value to mankind precisely becsuse it shows the dauntless courage
and vitality of humsn nature even when beset by darkness and evil.
- "In the final analysis, Webster is like Shakespeare a master of pity and
terrorewin brief, a true tragedian."u

M yonn Gassner, Masters of the Drams (New York, 19L0), p. 260,

’
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