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ABSTRACT ‘ :
h

This thesis examines The Divils.Charter in two ways.

It discusses the play in the context of the evolutlon of

51xteenth century Englzsh drama.- It also attempts a close

-~

uation of Barnes' dramatic abilities and the general

me rijts of the play.

habter I discuséeé the evolution of the History play
from the earlier Mirable and Morality play traditions. It
-demonstrates that the Hlstory play was dldgctlc in inten--
tlon and, WLth the advent of the Reformatlon. came to be

used as a vehicle for anti-Catholic propéganda. The Divils‘

L . -

Charter is examined in the light of this evolution, and

it is demonstrated that Barnes was writing in a well

. _ { ©, .
established tradition of anti-Catholic didactic drama,

Chapter II examines the Source of the play, Geoffrey .
. - . ) ’
Fenton's Historie of Guicciardin. It examines the adverse

impression of the Borgias given by this work and demonstrates

that Barnes, not having to create original material, merely
. % ’ -

sqt about to re-interpret didactically a well known set of

k
historical facts. '

)

. / ' ‘
Chapter III examines the mann%f'fn which Barnes set

~“V . ‘

about re-interpreting portions offthe Historie, and

ii



N

iii

discusses the varying degrees of success with this‘endeavour.c?
’) | Chaptere IV and V exumine Barnes! o;n original con-~
tributiensdto the play.’ Chapter IV dlscusses the character

of Lutretla Borgia whlch Barnes did not derive from the
Historie, Chapter V discusses the accomplices Frescobaldi,
Baglioni, Rotsi and Bernafdo and the general tradltlon

of the VLllalnous _accomplice on the Elizabethan stage.

Chaptex VI deals with the influence of Seneca and

) )
Machidvelli on The Divils Charter in particular, and on

Elizabethan drama in general. It discusses Alexander VI
2% a descendant of the Senecan tyrant and the "Machiavell- >
1an" villain. T
- ) ..
Chaptér VII discusses the use of magic in the play.

Magie is used for apectacularly visual effects, it is also -

-used to emphasize the theme of damnation and the dangers

of a pact thh the Devil
\‘ The basic premise of this’ thesis is that the play is

not & dramatlc whole'hut a serxes of 1nd1v1dua1 scenes,

each designed to impart its own moral’ lesson. Consequently,

'some scenes are successful, but others fai]. This lack of

xunity within the play leads to a marked fluctuatlon in its

quality, but the continual aim of the work is to attack
the depravity of the Catholic Church in particglar, and /Fh\\\

to demonstrate in general the Punishment of sin, \‘K/
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INTRODUCTION
r

There exist only three editions of The Divils Charter.
[ ]

The first wag, produced in 1904, by R. B McKerrow It was

1 - '
Englischen Dramas. This edition has good notes and an
excellent introduction dealing with the Sources of the play.

The second edition Qas"produced in 1913, by John S.Parmer.
> _ )
It is a facsinile reproduction of oif particular copy of

£

\
the play, and is devoid of noteS‘Gf 1ntroductlon.2 The

third, mos; recent edition, is by J.C.Pogue. 3 Th;s is by

far the superior text, heing A collation of eleven separate
copies, with good notes and introduction. Thisg edition is

a doctoral dissertation for thé Univergity_of Missouri,
submitted in 1964. Since this edition is not published, ~
ahd therefore unavailable to the general reader, I have

used the better of the printed editions,, that by R.B. HcKerrow

P
Only two studies of the author, Barnabe Barnes, have

been written. The standard biographical essay is "Barnabe
1

. 1 Series 1, vol. VI (Louvain,1904; rpt. Vaduz.lQGg).r
Footnoted hereafter as "McKerrow," :

2 The Tudor Facsimile Texts, ﬁo.lZl. (London,l§13:
Tpt. New York, 1970).

\‘»@

3 "The Devil's Charter. A Critical Edition," PhD diss.,
UaneISltY of Mlssourl, ;964

v
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.

Barnes® by Mark Eccles.4' His essay is frequently cited in

i

this thesis. The reader is also Teferred to a 31m11arly

titled essay by Hadelelne Hope Dodds. > This is an inferior

'atudy uhich adds nothing to the 1nformatlon Bupplled by

Mark Eccles, and I have not made use of it.

Critical . commentary on *the- play is v1rtually nén— .

_ L

existent. Where appropriate I have cited certain reference34-

to The Divils Charter vhich appear in various general studlea,

That there has been no prev;ous in-depth crit1c1sm of the

A\ g

. play is not'aurprising.. 1pe editions of both Farmer and

McKerrow were, before their reprzntlng, v1rtua11y unobtain-

able, 1In addition. Barnes is an obscure figure, and The
( *»

.-Divila Charter ia the only play attributed to him. The

Play does merit attention, however, for hlstorical and

literary reasons.
o
X | |
£Y

" XXIV (1946), PP. 1-59,

. 4 In Thomas Lodqe and Other Elizabethans,ed. Charles
J.Sisson (Cambridge, 1933; rpt. New York, 1966),pp.167-241.
Pootnoted hereafter as "Eccles.”

S “Barnabe Barnes,' in Archaeologia Aeliana, 4th, Series

iy I

\
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CHAPTER I

THE DIVILS CHARTER: A QUESTION OF GENRE

i

. =
Before lnltlatlng d critical dlscussxon of The DLVLIS\

judge the Play. It is also essential to appreciate the
motlves underlying the writing of the work. Barnes yés a

Protestant’, the sd% of a bishop. He wrote the play specif-

ically for James I, a Protestant monarch, His source was

» AN accurate

hlstorlcal account of xhe Peried during which the Borglas
Kl

flourished, Howevef, 51nce the play was wrltten from "an

hlstorlcal fact.

The Divils Charter isg Primdtily a piece of anti- Cath—
i

olic propaganda, depxctlng the depravity of the Borgla famlly.
The play attacks the Catholic Church, but also dldaCthally
demonstrates the punlshment of sin in general Thls chapter .

-

discusses The Divils Charter as an example of dldactlc

historical drama 'a genre which evolved during the Sixteenth

I ' -

e

Charter, it is necessary to establlsh criteria by which to -



£

Century. _ ’ o . .o

The Divils Charter must be viewed as a series of ind-

ividual scenes, each designed to illustrate & particular.

. ]
moral lesson. This eplsodlc structure was derlved from the
‘-medleval Miracle play, which Irving Ribner characterlzed as
‘ Y ~ o
"virtually plotless in its simple . presentatlon of 1nc1dents,

of

with "little attempt to relate one incident to the next."I’

Ribnet-maintains that the Morality play was also a formative

o

influence, and that /—\ N

The hiStory play in its nlghest form emerged N
from the mordlity ....The morality play structure

) was a perfect vehicle for cxecuting the true

Y historical function, for the morality was did-

actic and symbolic.‘designed to communicate idea
rather than fact . .

In The Divils Chanter, to apply Ribner's argument, both
Miracle and Morality influences are present. The structure
of the blay stems from ¥he Miracle, but the intention and

b

overall effect derive from the Morality.

History plays naturally tended to'present biased inter-

pPretations of events. The Engllsh playwrlght was bound to
- L3

_avoid materlal which adversely depicted England and ltB

¢

*

‘monarchy. With the advent of the Reformation the Horalxty

I The English History Play in the Age of Shdkespeare
(Princeton .1957),p.30.

2 Ibid.,p.31. ’ . ’



-

play provxded an ldeal wea; an wlth which ito promulgate the

-
Al - -

Protestant cause. Jesse W. Barr;s, in his book- John Bale, .
‘makes the point that ' ‘ )

. _ . A

It is only natural “Bhat’ such ‘an, effectlve agency
of propagandajas the staye should be adapted to
practical use by the party of the New Learnlng.
Bale happened to be the&man who IEd the way in

the wqu of‘flttlng the old drama to new ends

L

Balt was wrltlng in the flrst half of the sxxteenth century.

L

Harrls poxnts out that in the play, 1ng John (1538) Bale (///
“introduced- hlstorlcal subject matter and hlstorlcal person- .
: N ' -
( ages into the morallty ‘framework "4 Bale a Protestant

r
'

bishop‘ became the flrst known playwrlght of the Protestant

- = ~ ) o . L

‘pause, utlllzlng the old Morallty play,etructure.for pol—

1t1cally didactic ends, and replacxng the abstract Vlce ‘'with

figures emblematrc of Cathollc doctrlne.;‘ - - /

.\ =
/

. ; .' Barnes, as the son of a Protestant blshop.‘may be
viewed as writing in an already esEabllshed tradltlon of
~ . .

antL-Cathollc drama. Certainly Barnes was famlllar WLth the }
U

writings of JGhn Bale-5 indeged, Barnes attack on the Cath--

~ r e
-

olic Church is extremely remlnlscent of the earller Bale

‘propaganda. In Bale s King John, the English monarch speaksgy

-

. a
o

3 (Urbana, 1940), p.99. . | . . -

‘4 1bid., p. 130.

v

- 5 See Chap%e;}(y. - SR T o



" Of bloody Babylon, thc ground and mother of
whoredom--
The Romish Church I ‘mean-- nore vile than
ever was Sodom; .
and, to say the truth, a meet spouse for the
fiend. e S

Barnes' Prologue to The DlVllS Charter whlch bids the audlence-

- !

Behold the Strumpet of Proud Babxlon,

Her cup.with. fornication foaming full

Of Gods high wrath and vengeance .for that euill,
Which was 1mposd vpon her by the Diuill,

(Prologue 7-10)

is strikingly similar in torne and sentiment.,

Bale readlly associated Catholicism with the vice of -

sodomy. In his play, Three Laws, the Vice Sopomlsmus relates
hls conguests in -the world. He descr;bes how:
'In Rome to me they fall S . “
Both bishoep and cardlnal,
Monk, friar, prleSt, and all

Thls seems to ‘have been a stock accusation agalnst the

Catholic clergy,'Sane-ln The Divils Charter, Alexander is

’ \ '\

: ' 4
accused of sodomy. [The charges in Barnes' play, if not derlved

dlrectly from Bale, it least ‘stand in the tradlt;on of anti-

[

Catholic drama which evolved durlng the sixteenth century.

-

. Rainer Plneas, in hxs artlcle "The Engllsh Morallty

2 . .

. 6 The Dramatic Writings of John Bale, ed, John S. Farmer
(London- Early English Drama Soclety, 1907 rpt New York
1966) , P.190. _ . .

Vo : 1.: .."'-' T

-

7 Ibid., p. 23.
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Play as a Weapon of Religious Controversy," demonstrates how

readily the Morality play was adapted as a vehicag'for
. | —

Protestant propagan@a. He points out that:

The evilness of the Vlce was an established

tradition; the audience was trained to mistrust ,

and condemn anyone playing that role. And so

there remained only one task: to demonstrate that

the Vice.was a Catholic and then to illustrate

the evil nature of Catholicism by having its

proponent, the Vice, play the evil part convention

had already established for him in the old mor-
“ality. g

All that was required was a change of emphasis. As Pineas

péints.out. "where the old play warned its audlence against

errors of conduct, the new-play, for.the most part, warned’

E-

its audiénce: agalnst errors of theology+-namely, Catggllc—
ism. ng . "':l . .

This technique is admirably demonstrajed by Barnes'
s

depiction of Pope Alexander. As head &f the Catholic Church

.the Pope is an abstyaction of the faults of the Catholic

religion, Hig vicious and dissipated life brihgs disrepute
not only on hfmself. but also on. the-Catholic Church.
. The Morallty play slowly evolved into the fully dev-

eloped Ellzabethqnptragedy. As part of thls evolution the

8 Studies in English Literature, 1500-1500,II {Spring,
962) 2 p.169.

9 Ibid., p.l65.



) _ 6
Vice developed gradually teo become the villain-hero or
tyrant of late sxxteepth and early seventeenth\century
tragedy, ;Dav1d Boughner makes the 1nterest1ng point t%at_
the Morality figure of Herod was part of this evolution. ‘
He states that "Herod...came down into the Renaiesance-a
' serlous éersonage, arrogant, threatenlng, bloodthlrsty,
and v1019nt-~the native forerunner, not of the foolish
boaster, but of the Seneean villain, +10 Alexander. as a

corript ruler set a against the teachings of God, stems

'partly from the Herod of medieval drama.

In his ‘work From *Mankind® Lo Marlowe, Davig Bevington .
also discusses the evolutlon from Morality play to Ellzabethan

tragedy. He malntalns that for the procees to succeed

* [ N

spec1f1cally identifiable characters had to emerge, and that

-

as a result "the popular theater had to adjust its worlg of
moral and soc1al abstractlons to include Bpeciflc hlstorlcal

Pérsonalities and legendary herces =11l

Bernard Spivack, in his book Shakespeare and the All-

-

€gqo I of Ev1l discusses thisg evolutlon of the Horality Vice,

!

“He points out that the Elxzabethan dramatlst often

X0 The Braggart An Renaissance Comedy.(uinheapolis, \
1953), p.140. -

v

11 (Cambridge, Hassachusetts,1962),p.169.

o



. «.adapted chronicle, biOgraphy, ready~made.story,

OF Pre-existing play to his Own purpose, (and] the

role of the Vice is sheathed within the career 1

and character of 3 Person already formulated

by history, legend, or art_ 12.
Spivack accurately pPinpoints the weakness of thig hybrig
character. The resulting amalgamation wavers bé@ween
abstract Vice angd human villain without satisfactorily
fulfilling either role. Spivack explaing tﬁat the resulting

characterization fails because, !

From one moment to the next, ang even from one

word .to the next, these two interwoven aspects

of the single figure change him from .an imita-

tion of human life into an allegorical Pageant,

and back again,
Madcleiqg Doran echoesgs this criticigm. Speaking of the
drama of the period 1560-70, she states that *story and
allegory run along side by sidc, sometimes without essential
connection” and that ag A result "there ig likely to be a
e : ' - 4
hesitation of emphagis between story and moral."l

The criticisms of Spivack and Doran Summarize one of

the main flaws of The Divilsg Charter. The characterization

of Alexander wavers between abstract Vice and convincing

>~

human villain, Such lines as:
—_——

12 (New York,1958), p.338.

13 1bid., p.3sg.

14'Endeavors_g§ Art (Madison, 1964), PP.101-102.

‘\




A

Nay such prophane and wonstrous Sodomie,
Such obscure Incest and Adultery,

Such odious Auarice and perfidie,

Such vinolence and brutish gluttony,

So barren of sincere integritie.

(I.1i.159-63)

tend to emphasize the Vice origins of Alexander as the

rersonification of sin. However, his obvious concern for

his soné, his passion for Astor Manfredi, and his anguished

<

. .
reaction to the deaths of Candia and Gismond Viselli give

him.a contrasting human quality. Practically all the other
characters in the play can be subject to the same criticism.

They are more representative of moral qualities than fully

_ >
developed individuals. The tragic potential of the play is

totally subjected to the dramatist's didactic intention.

L

Although the villain-hero was a relatively recent

development on the stage, he was treated in the old medieval

~'didactic manner. -W,A.Armstrong adﬁirahly'sums up the result;

The terrible fate of tyrants is a pre-eminent
example of the computative justice which so

many Protestant moralists of the Renaissance
believed to operate in human affairs....To these
moralists, poetic justice was not a matter of
chance but the inevitable and consistent result

of - the operatlon of God's will upon the terrestial
P stuff of existence. , '

Armstrong also illustrates the manner in which the hsurping

: 15 “The Elizabethan Conception of the Tyrant," Review
©of English Studies, XXII (July, 1946), 175-6.




. * . - *
, iscent of Herod as the corrupt anq\irrellgious ruler. He is

- presents structural problems when one attempts to view the Play

tyrant became assoclated with the Devil:

Lucifer was the first great example of aspiring

. pride,...correspondingly, the Elizabethans' .
condemnation of the tyrant is colouréd by the )
religious revulsion with which they éontemplated .
the enormities of Anti-Christ 16 ’

These two aspects of the stage tyrant are reflected in the

" depiction of Pope Alexander. He is a Vice figure remin-

also the usurping. tyrant, having bribed his way to the Papacy.

The association of Alexander with the Devil is an obvious
aspect of hgk character, He isg frequently referred to in

the play as "Anti-Christ." G

The episodic and didactic nature of homiletic drama

\
as a whole. Willard Parnham pointa out that
_ you _ ‘

Even when there is some disposition to moralize

the fall of ambition as a well-deserved retrib-
ution, there is nothing but the most rudimentary
dramatic process of linking character and_event.l-7 g

Nor does homiletic tragedy necessarily entail the triumph of

virtue. Johannes Bastiaenen, while admitting the didactic "

function of Elizabethan tragedy, points out that thig

«+.does not imply that virtue always meets with
its due reward, and crime with its proper punishment,

v

L

5

16 Armstrong,p.lBO,_

. 17 The Modieval Heritage of English Tragedy (Oxforaq,
1956) ,p.390. ’
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i

There is, iﬁ:ﬁragedy, hardly any strict moral
justice for the virtuous. Destiny~ruthlessly
pPlays its part and sweeps the good and the bad
alike irresistibly before it, But there is, on
the whole, fit retribution for the'criminal.l8

This is precisé%g the structure of The Divils Charter,

The *good" characters are Gismondg Viselli, the Manfredi

"~

’ [
brothers, ang Candia Borgia, who are all killed. One must
-assume that their reward is in heaven, 1In the play they
exist only to provide a contrast with the villains and to

i1llustrate the virtuous manner of living,

‘D.J.Palmer admirabiy Summarizes the moral intention of

Elizabethan tragedies, which he claims attempt

--.to illustrate several lessons at once, by
incorporating withif their actions a whole
series of tragic Catastrophes, each with its
Oown significance. From this point of view,
therefore, the most appropriate kind of tragic

as many other characters as possible, so prov-
iding opportunities for emphasising a maxcirmm
number of moral lessons. The bettq; Playwrightg,
of course, managed to reconcile this taste for
multiplicity with dramatic unity, but it dig
‘frequently produce inconsistent characterisation
of the hero, and it certainly complicated the
treatment of good and evil, since one man's

crime was often another's just desert,19

————

18 The Moral Tone of Jacobean ang Caroline Drama (1930,
ho place of publication given; rpt. New York, 1966) ,p.158.,

" 19 "E¥izabethan Tragic Heroes," in Elizabethan Theatre,
ed, Joln Brown and Bernard Harris, Stratford-Upon—Avon
Studies, IX (London, 1966} ,p.11. '

o



=

S crime is often the unwitting punishment of .another

villainy. Each death is designed to illustrate a - moral.

11

Alexander’ diesg through ambition, Lucretia through 1q?t and

pride, the accomplices through avarice. Each death ig in- -

effect a moral exemplum on the reward of sin,

stateg thét:

Our emotions in recalling tie pPlay, or even when

reading it, are singularly u tragic; - the absence

of causal sequerice beiween‘ac‘ibns is fatal.,., :

A-sense of the inevitablenesgsg \

S0 essential to tragedy, ig wagting.ZO_
\ .

' . \ . -
Boyer ig correct when he stresges the ‘absence of unity
s

-

. A
£ the catastrophe,

between Scenes, However, his consequenf/E;IEitism of the

Play as lacking a sense of inevitabili is based on

inappropriate criteria, It was'ﬂpt Barnes' fhtégtion to

: !
role as chorus 'for the

Divilg Charter when,

20 (New wak,1964).p.186.

Guicciardine ih'hiq

A
Play sums Up the moral aimg of The



2

The Divils Charter nqﬁ as a dramatic whole, but as a‘series
of individual scenes, each‘designed to illustrate\a'partic—'
ular moral lesson.

That Barnes chose to use Guicciaédine as the chorus of
the play is in itself a good indication of his didactic

intention. As Muriel Bradbrook points out in her book The
' £

Growth and Structure of Elizabethan Comedy:

When a popular drama is introduced by some an-
cient authority as Presenter--Gower in Pericles.,
Skelton in Munday's Downfall and Death of Robert
Earl of Huntingdon and Higden in The Mayor of
Lueenborough~ - this indicates that history is
being used as a series of examples for the present
age.,y : .

Barnes, as we . have seen, was writing in a tradition of

homiletic tragedy and anti—Catholicpropaganaa. He was not

o My
2 great dramatist and The Divils Charter is not great tragedy.

Whether it was a success is impoSsible to ascertain. Barnes

Py

’

did, however, have the overwhelming advantage of preaching

to the convefﬁed. The play was performed befbre James I, and

"

its anti-Catholic tone was evidently condoned, or the play

B .

would not have been produced. -

-

One last point feﬁains to be established regarding the
play: the reason for its production, Obviously something

had otcurred to produce an anti-Catholic climate at court

B &

21 (London,1963) ,p.124.
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and The Divils Charter was written-to pander to this climate,

Alfred Harbage's Annals of English Drama listg another

‘ _ .
virulently anti-Catholic work, Dekker's Whore of Babylon,

as having been produced in the\précéding year; 1606.22

Probably this was in Teésponse to the wave Jf anti-Catholic

: N
feeling following the discovery of the "G npowder Plet,"

-~

However, The Divils Charter comes some two years after

*n

this discovery. Perhaps the answer lies in the fact that

the play was written for the entertainment of James I,

In his book The Political Works of James I , Charles '

McIlwain points out that:

Probably three-fourths of the systematic pol-
‘itical writings of James I consist of a defense
of the one administrative measure of his which
really went beyond the methods and purposes of
Elizabeth's ministers -in dealing with thig - h
) Catholic problem, the Oath of Allegiaqce. 23 '

)
This_theéis is not concerned with the polifice; writings

of James I. Suffice it to say that the Oath of Allegiance’
was dear toﬁJames' heart. It must thefefore have come as a
blow both to his pride and to hig status at court,when, on:

September 22, 1606, Pope Paul V ordered English Catholics

*under no circumstances to take the ocath cum multa contineat,

22 (London, 1964} ,p.90,

23 (New York, 1965} ,p.xlix.
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gquae fidei, & saluti aperte adversantur, "24

The Divils Charter wag produced some five monthsg later,

‘There are no known details of its composition, but if the
'play were commissioned as ga result of anti-Catholic feeling‘
at court, fo&lowing this Catholic stratagem, five months'

would not be an unreasonable period for its writing, rehear-

- -
sal, andg production. ‘

However, this is speculation. ‘The Play exists in its.
Qwﬁ right and merits attention as such. 1t stands in the
mainstream of several Engli;h dramatic traditioms. What'
must be borne in mlnd at all times is that the play is a
series of mora} exempla rather than a dramatic whole. ;t
was wrltten by a man who was well educated ang whose famlly

held high Protestunt eccle31astic offices. It is not a great,

play, byt in Many ways it is typical .of the drama and thought

of its aqge.

L

24 McIlwain,p,lix. : .S

P
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-  CHAPTER II.

GEOFFREY FENTON'S HISTORIE OF GUICCIARDIN: THE TENOR OF THE

SOURCE FOR THE DIVILS CHARTER

When Barnes came Lo write The Divilsg Charter he took

work came to be translated - into English, and the impression
i

~ of the Borg;a family-derived from that translation.
| The first slxteen bocks of Gu1cc1ard1ne s work, La
.Lﬂlstorla di Italia, were published in Flof@hée in 1561,
N twehtyfone years after his death. an addltlonal four books
were subsequently published at Venice in 1564. Using one
of these Italian editions, Jerome Chomedy translated tge

. \
work into French in 1568, with the title Historie des querres

d'Italie. This work wéé reprinted in 1568, “Geoffrey Penton,
usihg.one of Egesg French translations, {gndered the work into
Englisl: in 1579.—_His translation, 2§g Historie of Guicciar-
din, was the first vernacular text of Guicciardine's work-

available in England. Fenton's translation was reprinted

with additions in 1599 and l61s.
| e
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There is ample evidence that Berhes used Fenton's
translation. 1In his introduction to the play, R.B.McKerrow
states that the use of Gd}cciardine ae a chorus is a good
indication of the eource. He maintains that "It is natural

- ‘ , . o
to suppose that Barnes would make use of the English tran-
siation rather than the Italian original, and this seems to
have been the case. "l fle substantiates this assertlon by
poieting to Barnes' use of place names which occur only in
Fenton's translation, and not in the Itallan orlglnal.

In addition there lsﬁhmple ev;dence ‘within The Divils

Charten\\of Barnes' use of Fenton's work. The whole of - R

Act II, Scene i, is taken more or less verbatim from the

Historie, both 1n the depiction of the SCeﬁe and in the terms

,1‘ .

of the agreement reached -between Alexander VI and Klng %;f
Charles of France. Other sce;es; as will be disceéaed iater
are dramatic re—interprEtatiens of events described in the.
'Hietorie:

It is not the intention of this thesis to investigate
the accuracy of Fenton's translation. It is useful, however,
to examine the descrxptlon of the Borgraa and Alexander
given in the Historie. X . . .

Guicciardine's work covers a period of forty yYears of

|

1 McKerrow, P.vi.
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Italian politics.“ The Boréias appear; enact their par%g.
and disappear, as participants 1n the general ebb and flow
of famlly and polltlcal factions. Alexander and hisg Eamily
are enveloped by 'an aura of evil TM}S, however. is derlved

!
more from the moral, commentarles on their actlons. than from

any partlcularly blaSEd narratlon of historical fact. As

©

Irving Ribner points Out in his book The ‘English History

Play in the Age of Shakespeare, the Elizabethans inherited

the medieval attitude to histpry which‘"treated history as
‘above all the illustration of the working out of God's

judgement on human affairsg. "2 This outlook saw in history

"an 1ntelllglble and ratlonal pattern which was inevitably

good and which always afflrmed the justice bf God »3. The
actions of the- Borgzas are the sub]ect of many adverse moral
comments in the Hlstorle whlch is much concerned with the.
dlsparlty between the theoretlcally ideal moral example )
required of a Pope and the actnal immoral ‘and d1331pated llfe e
of Alexander VI As- Rndolf Gottfrxed poxnts out “The skep—

tlcal 1ntelllgence of Gu1cc1ard1n1 descrlbes the avarice of

the Roman - clergy; it is Fenton,the moralist, whohcohpares.

‘2 Ribner, p.22. | - -

3 Ibid.
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their avarice o the ideal it violates."

The Historie is much conéerned with thé naéﬁre’of‘:-” T“
amb;tioﬂ. it is characéerized as a co:rupting force #hich.f
"ébuseth thimaginations‘of men, that.it makes theﬁ‘seeme
able to hold those tﬁings which they can noéagripe, & ;aiseth_
their mynds té conéiéue matters aboue their éoﬁér or possib{
;litie."s Thehfall of princes is seen as thé‘just reward
for unbridled'avarice. After an ac;uraée historical narrf

. ‘ : , . : I
ation of events there is often a moral commentary interpreting

. &
them as the just punishment of earlier evil deeds.

'Thg'first mention of*Alexander comes near the Eeginning
-of the Hiétorief Tt is a good exa@ple_of tﬁe.blend of
faétual historical narrative, discussion 6f“ﬁctive, and
'moraljtpmmenfaryfAtypical of the wofﬁ. The subject is the
elegtioﬁ of Alexander to the_Papécy. It is stated that he:

- <<bought by the consent & knowledge. of euery- ’
ohe,'partly for lmoney, and -partly with promises '
-of offices and great dignities, many voyces of
the Cardinals, who reiecting thinstruction of the
Gospell, were not ashamed to passe to him by
sale, an authoritie and power to make marchandize
of t?gfﬁblyftgeasors, & that with the name of

(24
B

| N
i

. 4 Geoffrey Fenton's 'Historie of Guicciardin,' Indiana:
. University_Publications; Humanities Series III (Urbana,1940),
\pqzl. - . ’

5 Geoffrey'Fenton,'Historie of Guicciardin (London,
1579), p.304. All subsequent quotations are from ‘this edition.

3
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- the celestiall authori_fy.6
Alexander himself is described as having

.. sutteltie, sharpenes, and expedicion of
witte most singular, a councell excellent, a
wonderfull efficacie in Perswasion, and in all-
great affayres a iudgement and care incredible.
But these vertues wgte maruelously defaced by
his vices, for,toucﬁIhg his manners and cuStomes,
they were very dishonest, in his administrations
he expressed litle sinceritie, in his countenance
no shame, in his wordes small trueth, in hig
hart litle' faith, and in his opinion lesse rel-

.+ - igion. Of the co traryl, all his actions were
defiled with an i lable couetousnes, an
immoderate ambicion, a barbarous crueltie, and
a burning desire to rayse and make greate (by
what meanes so euer) his children...and amongest

others, one, [cesare Borgia] no lesse detestable
then the father, to whose cursed councells he
became a wicked instrument. 7

L)

Important here is the balanced treatment of Alexander's
abilities. He is described as a man of great ability, led

astray by his vices. Although Alexander gained the Papacy

- by bribery, this action is treated more as an indication of

the overall corruption of the college of Cardinals than as

" an instance of transcending corruption on the part of

Alexander. The manner ofbhis election is as much a judgement
on the Papacy in general as on Alexander in particular.
The passage.does, however, rove like a sermon to a

: ' ™ T
climactic declamation against the vices-of Alexander and

6 Fenton, p.4.
i

7 Ibid., p.5. " , | |
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Cesare Borgia. It is impossible to 'ignore the cumulative
s ) R
effect of such adjectives as “insatiable, " -"immoderate, "

“barbafous,' "detestable," "cursed," and “wicked." The

calumny heaped upon Alexander in his first appearance in

the Historie cannot but ' prejudice the .reader against him. 1

The description of father and son as “cursed councelsg*
and “wicked instrument® exemplifies the depiction of their

Telationship throughout the uo€k. It is evident that to

N T

anyone who had read the Historie, Barnes' portrayal of the

Borgias would not appear unusual or biased. Indeed, the

duplicity of the Borgias was so generally acknowledged that
r -

z
i1t was "a prouerbe ordinarie in Rome, that the Pope neuer

' .

id that which he saide, and the Duke seldome spake- that

. A I
which\hee ment."8 . .

h]

he most damning description of the Borgias is given
" in the n zzgtiéﬁ/sf the events surrounding the drath of the

Duke of Candia, Alexandgr‘s eldest son. It iz stated that

Alexander:

..:was nothing troubled with those thinges that
offended his honor, so that hig profits or pl-
easures were nothinge hindered: yet he coulde

not auoyde the secret iustice of God, expressed

in domesticall miseries, troubling his housge

with examples tragicall, and a whordom and
crueltie horrible aboue all the barbarous regions:

’
8 Fenton, p.305.

L4

A



for where he had determined from the beginning
of his election pontificall, to appropriat all
‘téporall greatnes to the Duke of Candia his
eldest sonne: the Cardinall of Valence (who
altogether estraunged from Priesthood, aspired
to thexercise of armes) hauing no patience to
suffer that place to be vsurped by his brother,
& enuying withall that he had better part then
he in the loue of Madonne Lucrecia their common
sister: inflamed with lust, and with ambicion
(misfhty ministers to all mischiefs) caused him
to be killed one night as he rode alone in the
Streetes of Rome, casting his bodye secretly

in the riuer of Tyber: The brute was {(if such

an enormitie be worthy to be beleued} that in
the loue of Mad. Lucrecia were concurrant, not
onely the two\brethren, but also the father,
‘who when he was chosen Pope, taking her from
her husband being inferior to her degree, he
maried her to Iohn Sforce, Lorde of Pesere: And
afterwards, not able to suffer her husband to

be his corriuall, he made dissolucion of the
mariage already censomated, hauing made proofe,
before Iudges & delegats of his owne creacion,
by witnesses subborned & afterwards confirmed
"by apostolicall sentence, that her husband was
imperfect in the operacion of nature, and vnable
to cohabitacion: The death of the Duke of Candia,
afflicted not a litle the Pope burning aboue all
other Popes in a vehement loue to his children.9

The Borgia family is depicted as indulging in the most

abominable self-gratification which inevitably leads to .
disaster. Cesare Borgia is guilty of-fratricide ;Ea‘igsest.
.The Pope dissolves his daughter's first marriage for figx

ancial gain, and the Second because it is an obstacle to

his own incestuous re}ationship with her. He uses his

influence to intimidate an already biased jury into

9 Fen;on,.p.l?S.

R
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annulling his daughter's marriage, and then confirms their

decision with his own Papal authority. No attempt is made

to insinuate that Lucretia is in any way opposed to the

. incestuous rg}ationships}a The behaviour of the family is

notivated not so much by grand financial or political
aspirations, a$ by base sensual self-gratification and
unbridled jealousy. The overall impression is one of
corporate depFavity_

Candia's death provides ample opportunity for moral-
izing. It is considered just punishment for Alexander's

wickedness and a manifestation of the "secret justice of

™~

Géd." Alexander's wicked exéﬁbie co;rﬁpta his children.
As a result, Alexander loses his elder son. Candia is
killed by his own krother, Cesare Borgia; who, with ruthless
logic,'applies the very ideas he has learnt from‘his father.
Alekander réaps the fruits of his own pernicious philosophy.

Alexander's own death is treated in theé same moralistic
vein. Hé dies accidentaiiy,‘having drunk some poisoned . |
wine prepared by Cesare for some Cardinals he had invited

{

to a banguet. The Historie containsg the follpwfng comment

on the incident:
Such is’ the suffrance of God, who in the exec~_¢f;>>

ution o £ his iudgementes, raiseth one murderer’
to kill an other, & breaketh the brandes of the

\¢
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fyre vpon the head of him that firgt kindled it.lo

The pogFic justice of Alexander's death is inescapable.

He suffers the same fate he has so often Yeserved for
others. The moral comment on Alexander's death is qu1ckly
followed by a stream of invective whi ch descrlbes him as

++.a Serpent, who with his 1mmoderate anbition
and poisoned infidelitie, together with all the
horrible examples of crueltie, luxurie, and mon-
struous couetousnes, selling without dlst;nctlon
both holie thinges and prophane thinges, had
infected the whole world 11

As a family,the Borgiaé are depicted as cold-blooded
avaricious murderers f;om whom no one is safe. Poison isg
thelr main weapon, useg indiscrimin;tcly against friend
and foe alike, for the basest of motives, The Histori;
asserts that Alexander and Cesare were accustomed

--+.t0 vse poison, not only to be reuenged of
' their enemies, or to bee assured of suspitions,

but also VPpon a wicked couetousnes to dispoile
rich men of their goods, whether they were Card-
inalles or Courtiers, although they had neuer
done them wrong....This maner of rage they would

¢ vVse also agaynst their greatest friendes and
familiars, and suche as had bene their most
faithfull Seruants....A recompense vnwoorthie
the merits of good men, and not disagreeable to
the disposition of such a father ang sonne.'12

[
£N

10 Fenton, p.308,

3

11 Ibid.

12 Ibid.
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The Borgias emerge from the Historie as a family completely
given over‘to sin.‘ Nowhere i; there a ;edeeming episode to
mitigate the adverse impression of their)behaviour.

While it is impossible toquantify the 5readth of
audience that the Historie reached, it must have been
fairly extensive. Barnes would not have used the figure
of Guicciardine as chorus if he were ‘an obscure character.
The very fact ?pat Fenton dedicateé/the Historie_ to
Elizabeth I indicates a conviction that the work would be
favoufably received. 1In the Dedication of the Historie,
Fenton claims'that Guicciardinq, by his “studie and iudgé—
ment" has “traced & made easie to the reader, the vv;y to
all those svvete and plentifﬁll‘fru£e§\vvhich vvith Payn-
fulnes are sought for in Histories of this nature. “13
| The “svvete and plentifull frutes” of history are the
innumerable warnings to man not to fall into the sinful
- errors of his predecessors. The Elizabeghans saw historical
events as manifestations of a highér divin; qrder which
dispensed good fortune or d&g@fall according to moral

worthiness. This didactic view of history was well expressed

by Thomas Blundeville in his treatise The true order and

N

Methode of wryting and reading Hystories (1574). He saw

\’:

12 Fenton, sig. VY,
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three reasons for the study of history:

First that we may learne thereby to acknowledge
the prouidence of God, whereby all thinga are.
governed and directed, Secondly, that by the
examples of the wise, we maye learne wisedome
wysely to behaue our selues in all our actions,
as well}l prxuate as publique, both in time'of
Peace and warre, '

Thirdly, that we maye be stirred by example
of the good to Egollowe the good, and by the
example of euill to flee the euill,

!

Thomas Blundeville's view of hiétory exemplifies the didac-
tic attltude which underlies the depxctlon of events in

The D1V1lS Charter.

Those who had read Fenton's Historie, or were indirec-

tly acquainted with its content, must have sat down to watch

The Divils Charter with obvxous preconceptlons as to the.
charécter of Alexander and the Borgia family, 'Eéfhes was,

- therefore, not faced with the task of presenting an imagin-
ative dramatic interpretation of events. He had the advan-
tage of working wifh materials that were to some extent
common knowledge among his audience. Barnes merely set

out didactically to interpret events with Whlch the audlence

was readily’ acqualnted The following chapter examines the

\

method in which Barnes chose to re~interpret Fenton's Historie,

14 EQ. Hugh Dick, The Huntington Libraiy anrterlx,
III (January, 1940), 165
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CHAPTER III °

N

BARNES' ALTERATION OF EVENTS DESCRIBED IN THE HISTORIE OF

GUICCIARDIN FOR THE ACHIEVEMENTKOF DRAMATIC, DIDACPIC, AND

PROPAGANDISTIC EFFECT

That Barnes chose to re-interpret his'source material
¢

is not unusual. Aasg Iixrving Ribner points out, . for the

-

Elizabethans -
The purpose of a history...was not to Present
truth about the bast for its own sake; it was
to use the past for didactic Purposes, and
writers of history, both non~dramatic and
dramatic, altered their material freely in
order better to achieve their cllidactic‘aims.l

. This chapter examines some incidents in The Divils Charter

which Barnes derived from the Historie, and discusses the
/

manner in which he re-interpreted them to obtain a didactic

and anti-Catholic cffect,

Act IX,Scene ii: Alexander VI and King Charles of France,

. . T
This scene is taken more or less verbatim from the

Historie but is altered to heighten the element of confron-

- /

tation. Charles of France is depicted as a saviour Chrisgtian
—_—

1 The English Hiétory Play in the-Age of Shakes eare,p.10.
A€ Lnc Y in fAge ot P .
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King delivering RSme from the hands of the Antichrist
Alexander. Tﬁe virtuous' cardinals in the French faction,
Saint Peter ad vincula and A;canio, Press for the evictiog
of the corrupt Alexander from the Papacy. They are‘not
fully developed cha?écters, and are used ﬁérely as mouth-
pleces for the introduction of anti-Catholic Propaganda -
‘on the stage. The mutual accusations of the opposing
factions are designed by Barnes to illustrate the mogal
integrity of the French,fgction, and the hypocrisy and
duplicity of the Borgias, : i
Fenton describes how the cardinals in the French party

began to

-+-Solicite the king with vehement instance, that
taking from the sea a Pope ful of vices, and
abhominable to all the world, he would create and
Set vp an other: they told him it would be no
less vertuous in him to deliuer the church of God
from the tyrannie of A wicked Pope, then it was
great glorie to Pepin & Charlemain hig Predecess-
ors, to take the Popes of holy life out of the

Alexander is described as “naturally full of fraude, insat-
Fd

iable in ambicion, shameles in all his doings, and

o

eéxtremely hating of the french,*3

2 Fenton, pP.63,

3 Ibid,
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Barnes reproduces this éassage almost exactly, Cardinal

Ascanio advises Charles to

«~-.pull downe this Antichrist; e ) -
Aduance sone worthy father in his pPlace,

Your ‘fame shall liuve with all posterities

VVho from a wicked Bishops tiranny”i;.
Infranchised the Church of God misguided;

Euen as (in this worlds worthy memories)

The names of Pepin and King Charlemaine

Your pPredecessors, were eternized :

For helping good ‘Popes, Sajnts of Holy life,

Out of vngodly bersecutions.

(I1.i.1028-37)

Lodwick Sforza adds his own opinion of Alexander as
. P .
" A Pope by nature full of fraud, and pride;
Ambitious, auaritious, shameles, diuilish,
And that and which your experience testifieg)
Ohgvthat with mortall malice hates the French:
By 'whome this 'reconcilation made '
Was more in feare, and by hard necessity
Then faithfull inclination, or good will..
(II.i.1038—45)

. In the Historie Charles is described asg engaging in
@ war of nerves with Alexander. On his orders:

---thartilleries were drawne twise from the
pallaice of S.Marke where the king was lod-
ged, to be planted before the castell: But
the King bearing no inclinacion to offend

the Pope...they fell to accord.y )

£

TRe Historie specifically makes the point that Charles was

anxiBQEHth to offer physical violence to the Pope. Barnes
- 4 . .

turns the confrontation into an actual-siege. The stage
——— e '

4 Fenton, p.63.
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e

directions call for 'ordlntnce goe 1ng of (aftermé_llttle

skirmish within)*~ (1002). Obviously the dramatlc potential

of a sxege was 00 good to pass over merely for the sake

1

of historical accuracy.

It is an effective re-interpretation by Barnes. a

-

political confrontation in the Historie assuges the appear—'

ance of a small crusade in The Divils Charter. The audience
obvigusly had no sympathy for Alexander. Barnes was there-

fore in no danger of offering offence by’ having the sacro«

Sanct personage of the Pope bombarded by Charles* cannon

-

The incident combines good spectacular effect on stage with

~

the effectlve pPropagandistic deplCtlon of an attack on the

Papacy._
Barnes introduces a completely orlglnal plece of action
toward the end of the scene. At’ the end _of the bombardment_

Alexandef re—enters upon the battlements. He rebukes the

- N ;

- French cardinals saylng,‘Come take Saint Petersg Chalre

proud heretxks :/ Here take th1$ trlple Crowne {1067-8) .

He then throws down the. papal keys. symbol

stage in this manner. The wirtuous Charles is seen to

triumph over the wicked Alexander., The magnanimous ‘Charles

his authority. -



;j{he overall unlty of the play. _Barnesﬁhas-Sticking too

o . g | | 30
\l - . - o . .
returns the keys to Alexanccr and the stage ig’ cleared
ﬁ“ﬁ Barnes basxcally re—lnterpreted the 1nc1dent in two
. \1 ; '
waystj Ey havrng Charles open flre on Alexander, Barnes was
o . - 2

0bv1ously panderlng to the- antl—Catthlc prejudlce of the

audience. By havrng Alexander surrender the keys, ‘Barnes - .-

- was undermlnlng Papal authority in the eyes .of the English

-
S

-+

- N ———/ "
audience. It cannot be denied that the scene adds lltgfe;tc =

closely to the Historie, and the: whdle scene could be omitted

L y e
without detrlmental effect The nature of the scene ill-.

ustrates the eplsodlc structure of the play, whererone-

K]
e

scene is not necessarlly tallored to complement another.z : -~
Act IV, Scene iv: The Siege of"Katherina.Sgoréa

] L . -

7{‘

R . . PN e
A .

S

Thls scene 'is derlved from a short descrlptlon 1n the
Pt : _
Hlstorle where Katherlna is descrxbed as pOSSGSSlng “a“' L

’

e ’ :
vallour aboue the propertle of. that sex, and a resolucion -

@
1

more resembllng a man then a woman.“s It is mentioned ,that

Cesare- Borgla “after he had assaled 1n valne to dlSpOSe her

to velde, began to batter the wall of the Cltadell with a

great furie of artillerie. “6 The Hlstofle goes on to

5 Fentdn,lp;237.‘” _ A ) TR

6 Ibid. - E -, '. K ;-_'...‘ "-‘_,_.;
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-Earnes‘imbues her with vlrtue_ln addltlon'to valour.

recount the 51ege and capture of Katherlna. rhe eplsode

"13 in no way dlstlnctlve in the Hlstorle and 13 chronlc;ed

merely as another lnstance of the Borgla s campalgn for

jtemporal aggrandlsement

’

Barnes,-however, changes'the ‘whole tenor of the epis-
. !

odé;\-Thematicallh he uses the scene to depict virtue

N

".temperlng the excess of vxce by good example Katherina

supplles a contrast wlth Lucretla Borgla.. They represent

o1

the antlthetlcal qualltles of good and ev11 ' The eplsode

- ’

is also a thematlc contrast wlth the SLEge of the Pope.
~.Whereas the Borglas meet the threat- of sxege w;th equlv—'

'ocatlon and dupllClcy. Katherlna 3peaks out w1th the volice

' .

of honest vxrtue, defylng the ev11 asp;ratlons of Cesare

-
\

‘Barnes'introduces original.material by ‘having her sons

) cathred'bymcesare. Katherlna remaxns unmoved when Cesare

: produces her sons as hls master stroke, and threatens their

lives. _Instead she points out the correct moral code of
- )

" pehaviour,urebuklng Cesare Ulth the reply;

Traytour to Sod and man" had st thoﬁ beene Caesar,
d Ins;stlng on high tearmes of worth ‘and honor
* "+ Thou woul'st consider that. their bloud is Noble,
' Thou wouldst .consider that they be but children,
' "Thou wouldst consider that thou art .4 warrier
And that such noble bloud spilt wlth dishonor
And train: d 1n with insideous trechery,
By God ror man in heauen nor earth. below A
"Can be forgotten or. abollshed o
| _ ,;5“ © (2281-89)



‘Having - asserted the 1mmora11ty of Cesare ‘S behavzour, she

then instructs her sons ln the broper. manner by whlch to-
combine virtue with valour._ She exhorts them to:

*Know what it is die with liberty,
And liue with ignomineous seruitude, .
TI1f You your liues buy with the losse of states
It were of all extreameties the vilest

. But in extreamety to die resolu'd '’
Preserulng state and reputatlon

(2308-13)
Cesare responds to thls turgld advice w1th the exclamatlon.
0

"Oh brauvely spoken warlike Amazon"(2326J. Her moralizing 9/ ,

has the de51red effect as one son exhorts the other, "Come

.brother let vs brauvely dye togetﬁer“(2347). Frustrated

e
in his attempt to bPersuade Katherina to surrender peace-

fully, Cesare gives orders for the execution of her s0ns,
and they are - taken off stage
There then follows the action of the siege which?
o

judglng by the 1ength and detail of the stage dxrectlons,

is meant to be a stage spectacular. Katherlna is captured

-

.
Jbut remains deflant. RQEEEfng to surrender,-ahe asks to

be kiiled, but Cesare replies:

Come hlther Katherine wonder of thy sex,
The grace of all Italian woman—hood
Caesar shall neuer. Prooue dlshonourable,
Behold thy children liuing in my Tent,

- (2381~-84)

He then pulls back a curtain to reveai her ¢ 'idren safe -
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. : X
and well. 1In vieu;gg his order for their execution, one
‘ AR
fully expects her sons to ‘have been murdered. Katherina's

good example ahd sound moral- advice have, for the ﬁbmgggi
htempeféd Cesare's villainy. .Unfortunately, this uncharac-
Se;istfcal}?_philanthropic gesture by Cesare is completeiy
at odds g%éﬁfhis sehaviour throughout the play; He also
returns her treasure and waiveé the custémarynfangom. In -
hi; notes ‘to the élay,R,B.Mcxgrrow admi ts tﬁat he could

, 3 A )

not:

Suggest any reason’' for the introduction of this
incident, of which there is no hint in Guicciar-
dine,and in which the character of Caesar is
curiously at variance with that which he  exhib-
its in the rest of the play. Indeed the whole

' Scene is somewhat of an excrescence upon the plot.

Dr .McKerrow is quite right. . Barnes wished to demonstrate

the moral lesson that the exanmple of‘yirtﬁe cbﬁld overcome

.y -

vice. To achieve this, however, he had to make Cesare

' L - - ‘
behave in an inconsistent manner. This demonstrates the

L - ’
- ~

limitations of a dramatic technique which relies more on

-

the impact of individual scénes than on the cuﬁulative

effect of éonsistent_characterization. ”
Katherina is hardly an attractive figure. She seens

to be an emotionally ascetic woman; callously sacrificing

the natural hffections of a mother to voice moral abstractions

>

7 McKerrow, p.130.
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which themselves secem more crientated toward ‘material
considerations. Her main desire is the retention of her

husband's realm, even at the expense of the lives of her

~

children. She is more a symbol of cold moral rectitude
than a woman with whom one can sympathize.

Although Barfes introduces original material in the
form of the capture of‘Kathérina's children,_and although
he handles the confrontation well, the scene is still a
failure. It séands out as an incongrqous episode in a series
of events designed to illustrate the villainy of the Borgia

family. barnes goes too far in depicting the efficacy of

——rp—t i .

good example, and Cesare is made to appear almost too generous

and even gallant in his behaviour.

Act IIXI, Scenes i & ii, and Act IV, Scene v : The Murder of /
Astor and Philippo Manfredi. ' ' : 4

' This incident is thé most striking example of Barnes*
alteration of the Historfe. In Fenton's work it is only

mentioned in passing that

" ...Astér a young man of xviij yeares & of an
excellent beuty, his age & innocencie yelding
to the disloialtie & crueltie of the victors,
wag reteined by the Duke with very honorable
demonstracions, vnder cooler. that he shold
remein in his Court: But within few dayes
after being sent to Rome, after (so went the
bruite) some had satissfied their vile vnnat-

ural lust on him, he wyas secretly put to death -



v

35

, B . '\\

.together with his bastard brother.8
Barnes makes Astor Manfredi one ofsthe main characters of
the play, devoting thrée Scenes to his seduction and
murder by Alexander. As usual, the scenes are intended
to illustrate bothwthe depravi£y of Alexander and the
triumph of virtue,

The Manfredi brothers first appear in Ac£ III, Scene i,
It is a short appearance of only for&y—féur lines, designed
to inform th; audience of the boys' predicament. Astor

g .0

voices sentiments similar to those

the besieged

Katherina, preferring death to dish

-

brother concurs, stating:
I rather choose within the river T%
To drowne my selfe, or from the Targézan hill,
My vexed body to Precipitate,
Then to subiect my body to the shame »as
Of such vild brutish and unkindely lust.
(1163-67)

Barnes wishes to make two points in this Scene: the vile

nature of the sin of sodomy, and the unwillingness of the
L

P

N _ ) ‘ o
"boys to be participants in Alexander's depravity,

The action runs straight into the next- scene (IIX.ii)
:
where Alexander appears at a "casement” to woo Astor. This

is probably the most evocative scene of the play, the lan -

guage achieving a poetic quality rarely found in the rest

8 Fenton, p.253,
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of the work. ' Their dialoane is a series of verﬁal con-
trasts. Alexander attempts to evoke a tantglizing

vision of the joys of ;ove; but his efforts are pﬁnctuated
by Astor's revolted commentary on the real nature of

Alexander's homosexual lust. Alexander commences his
perskasive advances' saying:

Astor? what Astor? my delight my ioy,

My starre, my triumph, my sweete phantasie,

My more then sonne, my loue, my Concubine,

Let me behold those bright Stars my ioyes treasure,
Those glorious well attempred tender cheekes;

That specious for-head like a lane of Lillies:

That seemly Nose loues chariot triumphant,
Breathing Panchaian Odors to my sences,

That gracious mouth, betwixt whose crimosin pillou
Venus and Cupid sleeping kisse together.

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

Astor Manfredi turne, thee tq my loue,

v ) (IIX.ii.1204-16)

In an aside to the audience Astor replies:"Betraid? a slaue
to sinne? what shall I say?"(1218). Alexander's langua;q
is so persuasive that Philippo ask;:“Is it possible that
the Diuil can be s0 sweet a dissembler?:(lzse). iﬁis
question emphasizes the evil intention of the Pope, and
plays on the traditional attribute of the Devil as a
disguised tempter of the innocent.

Al though gﬁe scéne is short, it is one of the most

effective in the play. It has a tight structure and the

language is impressive. The contrast between evocative
—
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imagery and Qituperative reply gives a dramatic strength
to the dialogue. The conflict is between appearance and
re;iity, betweeﬁ the Pope as a seducer subjecting Astor to
temptatian, fand the role he is expec;ed to play as the .
personificati;n of God on earth. The stylized language of
love applied to a homosexugl lust underlines both the
cankered nature of Alexander's meial standards and the
chastity of Astor in refusing hig advances.

~There is no mention in the Historie of the manﬂ;r of
Astor's.death and it is interesting to see how Barnes
cho;; to depict this incident. The brdthers are murdered
in Act IV, Scene v. Fatigued by a game of tennis,they are
given drugged wine as refreshment and fall asleep onlstage.
Bernardo, the.Pope's accomplice, goes to‘info;m Alexander,
who enters “in his cassock and nightcap with a box under

L
cach arme"(2506). The whole scene is a black parody of

the earlier scene of attempted seduction. The boys are

asleéep on a couch and Alexander is dressed for bed. He

looks down at the boys and exclaims:

\
qg;;;wharmeles boyes strangers to sinne ang euill,
Oh were my soule as innocent as yours!

This office is of highest consequente,

In friendship for I consider it, |
I sent you from a million of s0rrows,

Into the flowry fields of Paradice.

Their to goe habit in the groues of mirtle,

To feed on Manna and to drink pure Nectar,
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A cup of euerlasting happines.

Where such sweet musick vn-Jdon-ceiueable,
Shall entertaine Your senses in sweet comfort,
As the delight thereof shall neuer die

(2514-25)
The last seven lines of the above speéch recall Alexander's
fine poétic evocation of the Joys of love. It is i;onic
thaﬁ now he uses the same ricg language to describe the
deiights of heaven, a heaven he fully realizeé he will
not himself attain. Barnes‘emphasizés the point that for
all Alexander's wﬁrldly suégeés, he will nevér gain
spiritual salvation or happiness,
The brotﬁers, by cohtrast, dream of the deliéhts of
heaven ghat awgit them. In, his sleep Astor calls out:
Faire gratious Angell of eternall light,
Which reachest out that hapd ©of happines.
Hayling my spirit to that triumphant throne,
Of endles comfort I adorerthy grace.
o ‘ ‘ -(2532-35)
Pnilippo has a similar dream and calls out in' his Sleep:
Oh goulden light of neuer setting Sunne,

Harke brother Astor harke my soule is-rapt,
Into the ioyes of heauen with harmony,

. (2536-?8)
The audienée is reassured\of thé triumph of virtue, even
in death., The imagery of death is couéﬁéduin terms of

' sleep and rest. The brothers are murdered in their sleep
and die in a state of bliss, dreamiﬂg of the coming joys

of heaven. It is noticeable that all the other victims ..



suffer contrastingly violent deaths.

Alexander takes 2 snake from each box, ang forces

them to bite th? 8leeping brothers, saying:

Take yq%f/repast vpon these Princely paps,
Now Ptolamies wife is highly magnified
(2552-56)
The perverted sexual imagery in this speech ig grotesquely

appropriate. The Comparison of the boys with Cleopatra?

snake with the Devil.

The story of Astor and Philippo Méng;edi is an inter-
esting example of Barnes““EGaptation 6£ his source m§teriél.
Their deaths  underline two basic themes of the piay: the
depravity and ruthlessness of tﬁe Borgias, and the ultimate
triumph of virtue. The fate of the brothers isg indeed
trqéic. érapped in a web .0f lust and intrigue, they are
bPowerless to résiét events and are sacrificed to the.

political ambitiong of the Borgias. They are the only

virtuous characters to be' fully developed by Barnes, ang
; i
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the only ones with whom one can feel any sympathy.

In the above adaptations Barnes' manages td combing////
good theatrical spectacle with moral instruction. He also
manages to insert a-good deal of anti—CatholiE-propaé;nda.
He successfully ré—intergrets his source material to
" achieve these effects, However, he does not £ake care
to ensure consisteﬁt characterization from scene to scene
and this tends to mar the overall impression. Barnes, as
is discu;sed in the two following chapters, was more-
effective as a dramatist when introducing his own original

material.



CHAPTER IV

" THE VERTUE VANISHT, AND THE LUSTER LOST": THE RISE AND
- FALL OF LUCRETIA BORGIA

™

The previous chaéter discussed Barnes® achievement of
an homiletic effect by the adaptation of his'source. In
addition to these adaptations Barnes also contributed some
original material. Hig creaéive abilities are best illus-
trated by an examination_of these contributions. . These are
basiéally the episodes depicting Lucretia Borgia, and those
involving the accomplices, Frescobaldi, Baglioni,.Rotsi. and
Bernardo. This chapter examines the manner in which thﬁ
char#cter of Lucretia iscdepicted by Barnes, and discusses
its draﬁatic effectivenesa.

As Dr.HcKerréw points out in his notes to the play,

w

Lucretia's murder of her husband and her subsequent death
. '3 .
1l
are not mentioned by Fenton, and are historically inaccurate;
In reality, Lucretia outlived her father by sixteen years.

In the writing of The Divils Charter Barnes normally stuck

S0 closely to the Historie, even though re-interpreting some

- -
V—

1l McKerrow, pp. 108 and 127. o

- , 41
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events, that he glearly\had a definite purpose in diverging
from Fenton's work. EHis depiction of Lucretia Borgia most
clearly demonstrates the uqderlying intent::k of the play.
She appears three times th£8ughout ghe pPlay, although her
second appearance is ﬁegligible.
In Act I, Scene v,‘she_murders Gismond Vizélli. A
brief appearance in Act IiI, Scene ii (she only delivers *
eieven of £he thirty lines spoken while she is on stage)
further illustrates her duplicity. This is folloged by the
high point of Lucretia's role, her downfall in Act IV, Scene
<:\\\iii, Here she is poisoned, repents %ef misdeeds, asks God *
for forgiveness, exho;ts hér maid to reform, and dies.
L&Eretia's stage appearances are intended to depict thé rise‘
and falf of thetsinher, demonstrating her repentance and fhe
Justi¢e of her death. Such a tight struéturing of her scenes
Lillustrz;tes Barnes' basic intention of depicting the reward of
sin and the downfall of its bPractitioners,
Even before Lucretia's first sStage appearance, Barnes
depiéts‘her in an adverse light, ‘In Act I, Scene iii, her
husband, Gisﬁond Viselli, and Barbarossa discover libels

against the Bd?gias. Among the libels are references to

 Lucretia. Barbarossa reads:

VLucrace!is turned Thayis of the stewes;

In whome her father Alexander saw, '
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]

His onely daughter, wife, and daughter in law,
Shall I read on.my Lord? here is much more.

\(I.iii.268—7l)
To which Viselli resignedly replies, *Nay read out afl, it
is but of'a whore™ (272) .

These accusations are drawn from John Bale's A Pageant
of Popes, a violently anti-Catholic work. Bale describes-
Alexander as “a very rsyotous tyraunt & in league with the
deuil.”< Baje publisheéd in this work verses ailegedly written

at the time of Lucretia's death. He asserts that:
- ~
What her honestye, religion, and modestye was in
the Courte of Rome duringe her fathers estate,

‘ /) it maye be gathereqd sufficientlye by these two

Verses made uppon her death... . .

Here lyes Lucretia chast bf nhame, but Thais lewd by lyfe,
Who was to Alexander Pope both doughter and his wyfe.

How far the audience was acquainted with this work is a matter

of conjecture. However, it is sufficiently clear that there

. . 1)
was English material blackening the name of Lucretia long . o

before Barnes came to write his play. Barnes was drawing on

!

the English anti¥Catholic tradition rather than creating gp

original character of his own.

The libels in The Divils Charter'get'progressively

‘ Qorse, culminating in the charge:

2 (London, 1574), sig. v2.

3 Ibid., sig. v4'. ' ' N

-
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For neuer was tbe shamelesse Fuluia,
Nor Lais noted for so many wooers,
Nor that vnchast profuse Semproni

A common dealer with so many- dooers,
So proud, so faithlesse, and so voyd of shame
As is new brodell bride Lucretia.

Take to thee Gismond both the skorne and shame,

4

- - - - o - - - - - - - -

For now thy mortall miseries begin.
s ' (1.1ii.297-306)

The phrase "mortall miseries” is_Eﬁematica11y~ironic, since
Lucretia's infidelity eventually costs Gismond his life.

Barnes has thus. effectlvely prejudlced the audlence

—_—

against Lucretxa before her first stage appearance in Act i,
f‘
Scene v, where, in her opening speech she styles herself as

L]

engaged in the tradltlon of w1ckedness associated w1th the
Borglas With perverted pride she exhorts’herself;

Let none of Borgias race in policies
Exceed thee Lucrece: now proue Caesars Sister,
S0 deepe in bloudy stratagems as hee,

(I.v.554-56)
It should be remembered-that inqthe precediné'acene (1. iv)l*
Alexander and Cesare have been dlscussxng Hachlavelllan
éoctrlnes The se}f-exhortations of Lucretia serve to

1 . ' . .
emphasize the wickedness of the whole famxly.‘ The‘actmons

| R

Of Alexander, Cesare, and Lucretla are thus seen aga;nst a

]

background of familial evil which helghtens the malignity

of their individual crimes. ‘

In her opening monclogue (550-577;\Lucretia lists

.



classical precedents foi her pPlanned murder. They are all "’
chosen by Barnes to emphasize the theﬁe;of murder  and aduyl-

tery. Barnes makes -an effectlve transltlon from classxcal

allusion to stage reality in Lucretla s revelatlon of the

trap she has set for Vlselll, whlch is )
...such a curious snare,
As Leallous Vulcan neuver vet d8018 d,
. To graspe his armes vnable to resist.
" . Deaths 1nstruments 1nclosed in these hands.
: : - o (Xlv. 568-71)

Y

H

The referenqe to Vu%can contlnues the stream of classxcal
. imagery, but the- ei“gdof the chair, designed to ensnare the

unsuspectlng Viselli, is a concrete symbol of Borgia cunning.

!

Thls curlous 8nare" is but one example of the series of
L3

'devices, lncludlng Poisoned w1ne, -ambush, and the use of

‘deadly snakes, employed by the Borglas to ellmlnate their

v1ct1ms.

On V13e111 g entry the dialogue takes the form of a

debate in:which szelll attempts to Justlfy the constraints

S o

placed upon Lucretia's movements. He justifies his jealousy,

saying:
Blam st thou my iealousie? nay blame thy beauty.
And loue imprison'd in those amorous lockes:
. I feare the Sunnes reflectionsg on thy face,
Least he more wondrlng at thy precious eyes,
Then any Nimphes which he most honored,
‘Should beara. thee to some other Paradice,
And rob me, silly man, of thig worlds ioy.
(I.v. 603-9) -



S ( 46

-Viéelli's speeches are all uninspiring. His language never
achieves the intensity of Lucretia's, the vindictiveness of -
Cesare's, nor the wit of Frescobéldi's. Both he and Lucretia

are more caricatures of values than fully delineated persons.

-

- S

The above speech seems almost a parody of the copventional
i P 7 '
love conceit. Lucretia's reply, “Scoffst thou mee Gismond

with continuall tauntsg?® (I.v.615), would seem well merited

if Barnes hag not taken such pains to depict him as a figure._ é?:

of virtue.

In response to Lﬁ%retia’s accusation:
.
When I bestowed on thee this diamond
A Tewell once held precious as my life: - *
And with it cast away.my selfe on thee '
Didst thou not promise to maintaine-mine honour, _
Neither in word nor deed to.giue suspect - -
Of thy dislike eses d .
‘ . C (T.v.627-32)
he replies: ' - :

When first thou didst bestow this Diamond,
It had a precious lustre in mine eye: '
< And was possest of vertue, when I vow'd '
To maintaine that, which was impossibles:
But since that time this stone hath had a flaw, 8
> . Broken within the ring, his foile growne dimme, o
' The vertue vanisht, and the luster l&st. )
: (I.v.637~-43)

- His phrase, "I vow'd/ To maintaine that, which was impossible”
is doubly significant. His order for her confinement is a
physical attempt to "maintaine® her fidelity. He is also

[ -

acknowledging the futiiity of éttempiing to “maintaine” in

-



Public her reputation, when her dépravity, as evidenced by

J/mercy. There 13 an 1nterest1ng parallel here between Visel-'

47

-
-

the libels, hag become common knowledge. Barneg:® imébery is
quite effective in this speech. Precious' and "vertue",

apart from their feference to)the dlamond have splrltual

‘connotations, The last line of his vindication contains an

- effective bun on 'luster Vlselll is saylng that Lucretia

has lost her virtue in the splritual sense, and that, as one

who lusts physically, she ig lost to all forms of Christian

exhortation.

She then forces him'yo sign e'documentﬁ stating, "tis not to
make thy will: i/ For if thou" wilt subscrlbe. I will hot klll"

(I.v 654). V1se111 is tricked into sxgnlng the document in

5
the hope of saving his life,. However, by validating what ig

,in‘reality a'suicide note, he puts himself at Lucretia’'s

4 1

'\
1i and Alexandér, Vlsell; is tricked 1nto a;gning a docu-

menﬂ/that brings about his physical death. Alexander. by
ghe ambxguous draft offthe Devil's contract, is persuaded to

Endorse an agreementfwhlch ensures hig apiritual death and .
o f ' ‘
)
damnatlone - S
L

-

1

Describing herself as coming with "mortall vengeance on
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thy soule® (I.v.663), Lucretia gtabs Viselli. Each dagger

- thrust jig dellvered thh the cry *take this*®, the rising .

tide of her fury being Punctuated by thepviolqﬁce of her
physical action, culminating in the horrible climax of her
invect}ye:
- For locking vp of me, calling me whore,

Setting espialls tending at my taile;

Take this, and this & this to make amends,

And put thee from thy paines.

(I.v.669-72)
) Y .

The phrase “to put thee from thy paines*® summégifes the com—'
plete destruction of Viselli. BHe is released from the phy- !
sical pains of death the Psychological pains of enduring -
his wife's behaviour, and, in the sense of labonr. the pain
of attemptlng to constraln hlS wife's deprav;ty.

Arranging his body to achleve an appearance of suicide,
Lucretia trlumphs, characterlzlng his death not only as a
. Personal lcto:y but as an act that wili. be condonéh by the
Borglas as a f ly, glorylng in the fact that

How w111 my father Alexander say . i

That I diq take the‘'best and safest way, |

And Caesar will approue it with his heart,

That Lucrece hath perform'd a cunning parte.
(I.v.676-79)

She theh leaves the stage.
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{

point is dissipated by poor dialogue, which tends to detract .
from the dramatic impact of the 8cene. A mirior figure, Bar-
barossa, discovers the body, BHe ig used by Barnes as a -«

mouthpiece for moral commentary on Viselli's death, Admit-

- -~

tedly, this is an essential requirement of the didactic pur-
' £

]

pgse of the Scene, but it tends to detract from the.impact

of the murder. He laments‘over Viselli's body:

(I.v.709-12),
Again, Barnes ig underscoring the evil 6f the entire family;
A;so, the speech bPrepares ;he audience for the sub;equent
revelation'of LucfEEfa'; guilt. She re-entersg, seemingly

ignorant of Viselli's death. . Here Barnes* dialogue failsg

=

~badly. sych melodramatjc lines ag

Tarry Lady, :

Approch not neere this ruthfull spectacle;

Approch not neere this spectacle of bloud,

This ruthfull spectacle of bloud and "death,

Least suddaine horror of these bleeding wounds

Wound thy distracted spirits to pale death.

(I.v.715-20) ™

0
'

do little to enhance the poetic quality of the scene or to
drive home.Ehe mofal. Barbarossa reads Viselli's note, which
ends with the Italian couplet, *I] veleuo d'gmore/ A me tra-

ALigse il cuore'’ (I.v.758-9). fThis means "the poison of love

-
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has pierced my hgart.” It is an ironic commentary on viSel—
li's death. The "poison* referred to is'jealousy. ‘In the
pPlay, poisgn is also easily associated with'the Borgias.

The pierce$ £eart refers to mental anguish,.but also, of
course, to Viselli's stab wounds. Thﬁs Barnes achieves a
dual efféct. commenting ﬁoth o; the emotional effect of
Vjealousy and, by alluding éo Viselli's mnrder;-on ité Phy-

sical results.

Saving Lucretia from a feigned suicide attempt, Barba- .

. rYossa delivers the unknowingly ironic caution: *Tempt not

God iustice Lady, fall to praier* (I.v.773). She has, by

~

murdering her husbang, already tempted God's jﬁatice: the
verdict is demonstrated by her death. The only time Lucre-

tia prays in the play is when, at the point of death, she

-

repents her sins.

- At the end of the scene the stage iS'cleared.-qnﬁ;

Guicchiardine as chorus enters to utter the moral of the

sScene:

Thus foule suspition, feare and iealousie
Of shame,_dishonor)and his wiues hot lust.‘
Hath seaz'd vpon Viselli; whose reuenge),
Was to restraine Lucrece from Company .
But swelling pride, and lust, both limitles,
Answer'd his louing feare and shame with death.
~ (I.v.783-88)

Barnes Wwishes to emphasizZe the virtuous character of
4

- f : L

i
i
gl
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.

Viselli, and the unmerijited natufe of his death aﬁﬂzhe hands
of 2 proud and shameless wife, However, it is diffigplt to
view thé fall of Viselli.with much compassion. Hig death
is more the .subjection of desirable horél values than the
‘traéer of a convincing human being. The scene depicts the
triumph of evil over good rather' than the- fall of a virtuous
man.

Neither Lucretja nor Viselli is convincingly depicted.
Yet, of the two, LUCfetia is;by far the strbnéet influence
in the scene, Gismond is too eésily duped, gnd one is
tempted more to admire the strength of Lucretia'g ambition
than_to cendone-Viselli;s facile attempts‘m:cohstrain

her,

This is certainly not the effect that Barnes desireqd
to achieve,- T;e sentiments expressed'by‘Guicciardine ill—o
ustrate well the manner in which the audience wag expected
to view Viselli's downfall. He is thé first of the virtuous
characters to fall victim to the ambition of the Borgias.

He is followed by Candia, then Aator and Phlllppo Manfredi.
In a wider context the ambition of the family is seen ag
"self- —-destructive, as Lucretia kills her husband, Cesare hig

brother, énd“hlexander his daughter.

Luciétia appears briefly in Act II;,.Scéne iii,

N\
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‘t

. Y B
delivering only eleven lines. The context is a discussion
? '

with her brother Candia, who suépects her of Viselli's
murder. Nothing ;s revealed, and short of viewing the
incident as furtherulllustration of Lucretié's deceit and
an attempt to méintain audience interest in her character,
nothing can be said for the episode.
Lucretia's last appearance is in Act IV,.Scene iii,

Barnes' depiction of her downfall provides perhaps the
cleares; insight into his didactic purpoée. Whereasuﬂlex—

ander is preoccupied with wealth and Cesare with power,

T A
Lucretia's concern is with beauty.

-

The scene opens with her praise of the poisoned cos-

metics, which she mistakenly Believes‘to have been sent by

her lover. She states: ' \

Kinde Lodowike hadst thou presented me,

With Persian clothes of golé\;r Tinsilry,

With rich Arabian Odors, pretious stones, -
Or what braue women hold in hi hest price,

Could not haue beene SO gracious as this tincture,
Which I more valew then my richest iewels,

(Iv.iii.2007-12)
Lucretia‘'s subéequent monologue, which runs for forty-four

lines, is a catalaogue of her past lovers, their compliments

>

on her beauty, and her own pride in her appearance. Her

language is not particularly striking. Such lines asg:
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My nose the gratious forte of conquering loue,

Breathing attractiye cdors to those louers

That languish ang are vanquisht with desire,

Gonzaga calleth it the sijuer pearch,

Where ‘Venus turtles mutuall pleasure search,
{(IV.iii.2049- -53)

are conventxonal without belng convincing. On Occasion the

imagery is even-incongruous, as when she describes her
Sweet ‘mouth the Ruby port to Paradice
Of my worlds ‘pleasure from whence isgue forth,
Many false brags, bold sallies, sweet supplies.
(Iv.iii, 2054-56)
“"False brags" seems out of .place in an evocatlve list of
Supposedly alluring attributes.
The scene is structured to helghten the impact of

Lucretia's poisoning. Not only is Lucretla s death a

celebrate their triumph, so Lucretla is poisoned angd her
beauty destroyeq by the corrosxve effects of the Cosmetics
at the point where she is relating with prlde the allurements
of her body.

Thg effect of the‘poison is both swiff ang violent.

The initiaijimagery of the Scene, when referring to Lucretia's

‘beauty, S couched in terms of light -and sweetness- "pure

snow,™ "L ing," “bright luster,” “sunnpe beamesg,* attractiue



-,

5 54
odors," and 'sweét~mouth.“ The effects of the poison are
contrastingly described in terms of corruption: “foule
stincke,® “"rancke poyson,™ “strang leoprosie® and *“foule
vhnsauorie loathsome stinke." The change in imagery effec-

tively underscores the sense of horror at the rapid transition

0of Lucretia's fortunes.

v

Lucretia is not allowed to dije without the appropriate
. -+

moral &ommentary. Barnes depicts her as suffering a remorse-
ful realization of her past guilt. 1In her mind she sees

- l.-,) -
Viselli's ghost and calls out: ' xﬁp

Deliuer me from that murthered man,

He comes to stab my soule I wounded him,

Oh Gismond Gismond hide those bleeding wounds,
My soule bleeds drops of sorrow for thy sake;
Looke not so wrathfull I am penitent.

" {(Iv.iii.2109-13)

She admits not only her guilt, but also the error of her
ways. The allusion to the soul bleeding drops of sorrow

thematically links the physical act of Viselli's murder with
. .
the gpiritual act of her repentance, She continues:

From the pure burning coles of true contrition.

Me thinkes I see the liuvely counterfet,

Of catiue Cressed in her misery,  *

Ingenderd out of hir disloyalty.
(IV.iii.2122-25)

- Barnes' reference to “Cressed® is pafticularly‘appropriate.

A

. In Robert Henryson's Testament of Cresseid, in addition to
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being-the traditional.figure of femaie infidelity, she-is
also struck with iéprosy 4s a punishment for her lewd
behaviour.4 This Qork was usually bound with the works of
Chaucer and was consequently wgll known.. The audience
would undoubtedly have recognized in thg 2llusion the
inference‘that'Lucretia's "strang leoprosie"” is a;unis?ment
for her lust. | P
The dying Lucretia, asking her maid's forgiveness,

warns her to profit by her example and repent. This has
thé desired effect on Moticilla, who cries out:

| Oh God forgiue me for my sinnes are great,

And if his goodnesse lend my life some space,
I will with pennance call on him for grace,

And spend the remnant of my life in prayer,
‘ (IV.iii;2129~32)

1

Open thy bosome father Ahraham, . '

Mercyfull father let thy mercy passe

Extenq thy mercy where no meﬁcy was, _

Mercyfull father for thy. sonnes deere merrit

Pardon my sinnfull soule recieue my spirrit. Expirat Lucrece,
: (Iv.iii.2134-38) S

"In the Play Lucretia enacts a4 cycle of pride, marder,

4 Ed.Denton Fox (London, 19€8),p. 72,11.309-322, There
were a number of English ang Scottish editions of this work.
Perhaps the most germane isg Stow's 1602 edition of Chaucer,
which containg Henryson's work. )
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punishment and repentance. Barnes effeétively uses ﬁer as

an example not only of thelpunishment of sin, but also the
possibility of rgpentance.. Because she appears effectively .
in énly two scenes, her role is compact, and therefore
mgmorable..

It must‘be admitted;‘however, that the gtory of Viselli
and Lucretia is not great tgagedy. Neither Lucretia nor
Viselli is sufficiently delineated to elicit much pi;y by"
their deaths. One is forced to ;ttend to Zhe moral signif-
icance of the-story, rather than to its tragic potential.
This was, of course, what Bafnes intended, but it is reé-

rettable that he lacked the dramatic ability to combine the

-~ .

two.

Barnes places the Lucretia episode well: Vise;li is
murdered in the scene immediately following the cli‘r:ussioant;>
of Hachiavellidn doctrines. His death is thus se n ag the
cutcome of these ideas. Lucretia's déath immediateiy'
precedes the siege of Kathgrina Sforzé; the only other
woman with a pfominent role in the play. Katherina is the
antithesis of Lucretia. 1In Lucretia's death one sees the
fall of the sinful woman. Katherina, although defeated by
Cesare, overcomes his brutish nature by her virtuous example.

The two women represent the extremes of moral behaviour.
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. 4 " : .-
- As a whole Lucretia's part is not great drama, but it
is sufficient'for Barnes' purpose. She represents the

female branch of the Borgia familf, giving it a broader

L

aura of wickedness. More important, however, her fall

" illustrates the positive aspect Oof sin, its potential to

engender not only punlshment but repentance.' ;

”

g
¥



CHAPTER V

THE THEMATIC FUNCTION OF THE ACCOMPLICES

L
IN THE DIVILS CHARTER -

In the pfévious chapter Barnes"® creation of the charac-
ter of Lucretla Borgla wasg - examlnédvj{n an attempt to galn

insight -into Barnes"* creatlve abllltlea-and dramatic inten-.

tions. fThe accompllces in The Divils Charter offer a %rml—
lar opportunlty. Frescobaldi, Henrlco Bagllonl Brandino

(%S

Rotsi and Bernardo are original creations. They are not

&
mentioned in Fenton's Historie. . An examlnatlon of the man-
ner in whlch they are 1ntegra$ed with the actlon of the
Play gives further 1n31ght into Barnes" moral outlook, im-

plicit 1nrhis dramatization of evénts.]

The structure of The Divilsg Charter is threefold The

- main action centres around the 1ntr19ues of Alexander and |
Cesare. A secondary 11ne of action is Provided by the
scenes depicting Lucretia Borgla Thirdly, there are tﬁe
episodes involving the accomplices, Speaking of plays"

. :
structured in this manner, Richard Levin describes them as
including.

in addltlon to the standard main plot and sub- ‘
plot a third distlnct set of characters, usually -
‘ J58_ . .

,-'JP
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of the clowniéh sort, who sometimesg figure in
one of these two major plots but are also
elaborated independently to pProduce a kind of
effect that ig quite different from either.
This elaboration, however, typically occurs in
morg or less isolated'épisode;. rather 'than in
4 sequential line of action, and so might be
conceived of more meaningfully'not,asaanother
plot, or fractional equigalent, but as another
level of emotional tone or sensibility.

ﬁis iater book, The Multiple Plb£ in quligh,Répéissance
Drama, states that the thi;d.sé£§f chara§§ers is usually
‘found in a “"series of loosely connécted episo@es rather than
true plo;s;"z Both these statements are applicable to the

use of the Accomplices in The Divilg Charter,

Freséobaldi, Baglioni, Bernardo, and Rotsi are servants
of ‘the Borgias, They are even more cyniéal and ruthlé§s~than
. Y -
. > “
their masters. Fach is fully aware of the heinous nature of

the crimes that he commits on begzlf Of Alexander and Cesare.
By comparison, the Borgias at least retain a degree of no-
bility in their aspirations. Luctetia kills forfldVé:Jhlexh

ander and Qesare -for power. Frescobaldi and the others are
. 4~ .o \

motivated by pure greed for money, manifesting 2 more de-
R oL , £

based and gross form of avarice. Their crimes are lacking in
T _;" ‘. , ) & 1 .

any lofty motig@ﬁion, and iheir deaths are suitably squalid.
. . a': . ’ . ’ )

. l‘“The‘Elizaﬁéthan ‘Three-Level* Play," Renaissance )
ﬁ» Drama, New Series IT (Evanston, 1969), 23. C

- 1[:;3 ' . .
2 (Chiqaqo,lS;g). P-;IG@ . -

’ . - L o . _: | 5\¥

1,
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In his essay, “The Comic Accomplice in Elizabethan

Revenge Tragedy," Douglas Cole points out that

Kyd and Marlowe make some attempts to link the
carders of their accomplice figures with the
ironic fate of their archvillains: the gazi-

. aggrandizing spirit who will play all gri 8
to’ prosper is caught short in the end.

Barnes treats the'accomplices of The Divils Charter in the
| k : or LA =2 =

] LT . | . .
. same manner.  They all dik, fatally outwitted by those they

havé.cynically attempted to exploit.

Of the four‘adcomplices;-ErEchbaldi-and_Baglioni\are

ex-soldiers. In,yiew of .their wild'boagts and'gross,ékag_

< S . . n R TTI o
geration, it is tempting to view thém as derived from the' ..

miles gloriosus of Plautan comédy/\égiChard Hosley points

out that-:

-

--.. of secondary Roman-comedy characters who ap~
‘pear frequently in Renaissance comedy, the miles
gloriosus is by all odds the most important. - He
becomes the capitano millantatore of Italian °
comedy, the Soldier or Braggart of Elizabethan, i}
The type was elaborately developed both in Italy
and in England but remains essentially the same

in Renaigsancé’ comedy as in Roman: that is, the
capitano or Solqier’is (1) a'braggagt,.(2) a cow-
ard, and usually (3) a fatuous would-be lover. an
Italian-comedy development is theé bravo, or thug
--. This type -appears rarely in Elizabethan comedy

... but may have an affinity with the Murderer of
Elizabethan tragedy. : - ' ‘

3 Regnaissance Drama, IX (Eéénston, 19693,‘138.
= . s .

. 4 "The Formal ¥Influence of "Plautus and Térence," in
Elizabethan Theatre, ed. John Brown & Bernard Harris,
Stratford-upon-Avon Studies, IX (London, 1966), p.141.

[ 2]
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Certainly the influence_of Plautus is discernible in the de-

pPiction of the two rogues. They are reminiscent of the low-

life characters in Rélph Roister Doister, and.the Falstaff
group iﬁ Benry IV, part I. ' However, it should be emphasized
‘that the boésts of Freséobaldi and Baglibni are not without
subsganée; Alghough they brég excessively,.they carry out
their'threats.' Hﬁriéi B;adbrook, speaking“gf.the develép—

ment of Elizabethan comedy, makes the poirnt that

—— )
«va as sepafatg characters became deeper, a single
character takes into itself a variety of tradi-
tional parts. Falstaff,.besideg much else, com-
bines in his hature at-least four such roles -~

the braggart soldger, the parasite, the Vice, and
the court jester. : -

with the malevolence of a hired assassin, such as Lightborne

'in Marlowe's Edward II.

‘ . It is useful, however, to bear in mind, Frederick Boas'
o TTRAL N
" ition that
[4] : RO . )
A distinction should be drawn between the “prest"

figures, and the extensive group of military brag- °
. garts who had their origin in the miles gloricsus
of Roman comedy.

5 Thé Growth

X 'd‘Structurelgg Elizabethan Comedy
"~ (London, 1 ' : ‘

9-‘

6 "The Soldier in Elizabethah and Later English Drama,"

Essays by Divers Hands," eq. R.W.Chapman, New Series, XIX
- (London, 1942), 131. .o '
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The figure of the destitute soldier was not new to the

4

Elizabethan sf%ge. In the aﬁonymoué Marriage of Wit and

i

kY
- .
Wisdom, performed in 1579, two deserters from the army turn
highway robbers. They appear on stage to sing:

.That soldiers suffer both hunger and cold;
And this sing we, and this sing we,

We live by spoil, by spoil, we moil and toil;
Thus Snatch and Catch doth keep a coil: -

And thus live we, and thus live we.

As Boas points out, - .
A very difficult pProblem was presented by the
soldiers disbanded after 4 campaign abroad .who
sought relief from public or private sources
often by fraudulent methods. On November Sth,
1591, when the Earl of Essex as Lord General was
commanding the forces in Normandy...a Procla-
mation was issued by the government against
vagrant soldiers. 8

&

Frescobéléi'and Baglioni would have been viewed by
Barnes' audience not as an Italianate feature, but asg an
expréssion of a contemporary Eliz:bethan social problem.
Since Barnes was a member of Essex's forces, his portréyal of the
two‘ex—soldiérs 1s probably drawn from first-hand experience.

They are'certainly\codvincingly drawn, possessing a degree

7 Five Anonymous Plays, 1570-1579, ed. John S.Farmer
4London:£arly English Drama Society, 1908; rpt. London,
1966) ,p. 190. / ‘ ‘

beth 1, see Frank Aydelotte, Elizabethan Roques and Vagabonds
(New York,1967), pPp. 71-72.
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of realism lacking in the other characters of the pPlay.

The most obvious feature of the dramatic fuﬁction of
Frescobaldi and Baglioni is the manner ip which their be-
haviour’parodies the action of the main élot. The thematic
effectiveness of thig parody istdifficult to quantify since

[

it depends largely on the resbonse of the individqgl reader,

Speaking of The Atheist's Tragedy and 'Tis Pity She's a
Whore, Levin makes the point that in both plays

-.. the sub-plot is also technically a "tragedy",
insofar as it terminates in the death of the pro-
tagonist; but in all important respects --the qua-
lity of the action, the characters themselves, the
moral issues, and the emotional effect --it seems

to be deliberately and consistently deflated in
order to establish a contrast to, and therefore en- °
hance, the tragic significance of the main plot.2

The  same interpretation can be applied to The Divils Char-

ter. The parody works in two ways. fhe burlesque technique
heightens the foily and stupidity of the minor chatacters.
“More signifiééntly. it robs'Alexénder's magic and the poli-
tical intrigues of the Borgias (t':f any potential attraction.
In an earlier essay, Levid\&aintainé that "clown material
can establish a contrast with the elevated main action and

so heighten its seriousness, or it can function as parody

to pull that action down to its own level,*1°

g lThree—Levél' Play.“ P. 27. '
10 "Elizabethan 'Clown’ Subplots," Essays in Criticism,

/
¢

XVI (1966), 84, |
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This ambiguous effejévis preseﬁt‘in;The Divils Charter,

The base motivations of the accomplices serve to imbuye the
Borgias with a contrasting grandeur of aspiration. However,

by parody of the resulting magic d intrique, Barnes Pro-

vides a thematic commentary on t folly of those aspirations,

of Freséébaldi in Act IIX, Scene ii. He is in the company of
Cesare Borgia, who.is still dressed as. a C%rdinal. Thelir

. openingfdialogue is full-of ironic stateménts:-

Caes. Wilt thbu rerforme it faithfully?

Fre. What I? will I live to eate, to drinke, to sleepe?
Caes. Wilt thou performe it valiantly?

(IXI.ii.1296-98)

It:gust be remembered that the terms "faithfully" and "vali-
antly" are used in reference to a murder to be committed at
night. Frescobaldi's reply, “will I liue to eate, to drihke,'
to sleepe?” is ironic since he is murdered with Candia énd
: P

consequently is_deni?d these pleasurable activitiesf

Frescobaldi presénts his ma;tial Credentials in a ser-
ies of bombastic ;xaggerations,;cu;minating inrhis descrip-
tion of blowing up the'Turks.at Malta, having_'q
| --- sent them capring vp to éépricornus;

Which when the wise Astronomers of Greece,
Prodigiously discouered from a farre,

They thought those Turcaes fiery meteors. -

Which with their Pikes were pushing in the clowds, -
The learned Booke-nen writte strange Almanacks,
Of signes, and apparitions in the ayre,

(III.ii.1326-32)

W
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The true’extent of his hercic achievementsg ig revealed later

o .
f

in the scene. Alone on stage, he informs the audience that:

I haue in the Burdelliaes and in other such/
houses of natural}l recreation and agility, re- t

"sing Greeke ang Spanish wines by the flagon,with/
that old stinkarg Henrico Baglioni .o

(III.ii.l381f88)

In the dialdgue between Cesare angd Frescobaldi, Barnes
introduces satirical references to tonjuring. Asked wﬂére'

he may be reacheq, Frescobaldi replies, \
Faith for the most parte my mansion is in ciui<

tauvechiat,. .. at signe of the glister pipe,/ where
if you chance to faile of mee. Within three houses

more at signe/ of the frying-panne You may com- -
mande mee, at al} houres in/ the fore-noone,

to which Cesare respoggf: ‘
‘ A ,
Well gramercie Frescobaldill'wil take the note
of those houses in my tables, =
' \ _ " (IIT.i1.1337-44)

"Mansion," "signe," "commande,“.and “tables" are necroman-

3

tic terms referrin% to pParts of the zodiac and the tables

of demons and star Movements necessary to “commande® the

&
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appearance of the Devil. fThese allusions continue the vein .
of imagery used in Frescobaldi's description of ‘the mining
of the Turks. The effect is twofold. It burlesques the
later conjuring of élexander; it also imbues the relation~
ship between Frescobaldi and Cesare with a démonié quality,
emphasizing their evil intent. |

Barnes produces a similar dugl effect bf having Freéco—
baldi ape Cesare's style cf speech. Cesare states: "My busi;
nesse and affai;es are very éreat“ (III.i§.1353); Six lines

later Frescobaldi statesg:

my good Lord, and so I/ kisse'your foote..
: ) He whispereth with Caesar. .
(III.ii.1359—61)

. . o
It transpires that this “one word" is a request for money,

This aping emphasizes the empty pretensions and greedy dis-

Position of Frescobaldi. It also tends to debase Cesare's

b

assertion of the greatness of his own affairs. "By using the
same phrase to refer both to the mirder of Candia ang to the
payment of gold to the assassin, Barnes thematicaily links

the two activities. Both men are motivated essentially by

-

/
greed.

A

Barnes also depicts the cynicism of each man towards

his partner in crime. In an aside to the audience beforq

he leaves }he stage, Cesare states:
< ‘
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- :
But /that I keepe my secret to my selfe:
I would not vse this siaue for any gold:
Yet when I trust him he shall not deceiue me.
: (III.ii.1372—74)

In' addition to his open statement, Cesare's rPunning on
"trust" (trussed) emphasizes theﬂfate he has ultimately
élanned for Frescobaldij. |

His prdspeékive dupe; however, has equally cynical
views. He acts only in a hercenary spirit and in his last
speech of\ﬁhe scene informs the audience;

<+« X will second my'Lord in any sléughter fof.

his wages,/ and if any man will giuve me better

hiers (when I hauve seru‘'d the/ Cardinalls turne)

(III.ii.l395—98)

In view of thesge sentiments, Frescobaldi's death at’ the
hands of Cesare has ay’ element of poetic justice. Once he
has “seru'd thé Cardinalls turne" he is of no further'use,
and is murdered by the very man he squght to exploit,

Fresé?baldi's next, and last, appearan?é.i; in Act III,
Sccne v, 5He-enters alone, delivering a melodramatic mono~
logue whiéﬁ openg:

This is the black night, this the fatall hand:

Thesg are the bloudy weapons which must be

Witnesse and actars of thig Tragedy. _
o ' (III.V.1468—701

However, this sinister tone soon descends to farce. He

pPractises fencing moves against a water conduit, at which
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‘point his friend.Henriéo Baylioni enters unseen, Viewing

his friend seeming;y fencing the air, he mockingly addres-

-

fes him: "what Pantaconqef or Pangégruell/”krt thou that

fightest with thy fathers soule" (IXX.v.1498-99). fhe ¥ef-
eérence to “"thy fatherd spule* appears to be a satiric allu-
sion to the ghosi coﬁvenéion of the Senecan tragedy popular

on the. Elizabethan stage. Hamlet comgs to mind. - 3

. b

Their subsequent dialogue, 'which is sustained for one
hundred lines, is a parody of magic and conjuring delivered
in a mock heroic vein. Frescobaldi Jokingly portrays him- ..

self as a fiend: . . : ~
Come not within 9. furlongs of this place.

My name is Rubosongal the grimme ghost
Of Bembocamber king of Calicute.

And here for this night I keepe centrenell |
For Muscopateron great king of flyes.
(IIX.v,.1505-09)

-

Entering into the spirit, Baglioni attempts to conjure him
: ) “ R
with references to drink. Frescobaldi replies with bawdy

military allusions, calling Baglioni a “"Grand Capitaine"” of
.9

"Marching fowle Amazonian trulls” who -

N

-.. with their Targets neuer make retire,

From any breach till their foomen fire,

Rebating the stiffe pointes of their keene blades

Till all their champions masculiue proue Iades. g
- (III.V.1544-47)

.Finally,-delightgd at having met each other, they "Embrace

fantastically" (III.v.1554), : . -

’
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Although completely corrupt, the pair of rogues dis-
play an endearing camaraderie, They provide a thematic

contrast({with Philippo and Astor Manfredi, who display

Y
deep love for one another, ang Cesare and Candia who are

"striuving for E;iority"(l.iv.BG?). Barnes provides three
contrasting relationships.\ Frescobalcl and Bagllonl are
not as virtuous as the Manfredis, but their affeetion for
one'another is certainly more admirable than the cold
antipathy existid% between the Borgia brothers. Further—
more, by linking conjuring with drinking and whoring, Barnes
‘Produces an 1mpllc1t criticism of the Pope s depraved
behaviour. At the same time he . -achieves a comic effect
whlch coming 1mmed1ately before the murder of Candlh

serves to haighten thertragic quality of his death,

JHaving arranged for them to meet the follow1ng day,

-~

Baglioni leaves the stage Prescobaldi hldES on’ stage and,
at the approprlate moment helps Cesare to ambush Candia.
Throwing the body from the bridge, Frescobaldi makes tﬂé_‘

- grim jest:"Ile wash hlm'dgubt you not of a new fashion"
(I1I.v, 1665). at whlch pqlnt; Cesare pushes him over the
parapet with the cymical eomment:“I thimke thou neuer hadst
thy‘Christendome“(lGGG), a doubly cynical remaik‘sinee
Cesare is still,s wat this po;nt of the play, a Cardinei.

Frescobald1 $ part is relatively brlef Only three .
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hundred and seventy five lines separate hlé!flrst and last

entrances In this short space of time Barnes has managed

Although one cannot admire Frescobaldi he does have an
A

4
attraction. Hig bravado and lust for llfe make hlm a

memorable figure. He does, of course, suffer the consequen-

h

ces of his actions.v In his atteppt to explort Cesare, he

?

is himself outwitted and killed., He reaps the fruit of hig
own petty ayarice. His death illustrates 4 central theme
ef the play, that murder is.punished in kind..

Followlng the death of Frescobaldl, Barnes depicts the
rise and fall of the three remaznlng villains in Just under
three hundred llnes. Their deaths, although violent and
éudden, have an ironic appropriaumess,

Having disposed of Frescobaldi, Cesare hires Baglioni.
In Act V, Scene i, Cesare outllnes the plan that Baglioni |
les-to eserute on his behalf This involves the murder of
V‘Rotsi the physician. who it jig implied, has rurn@shed the
poisons required by the Borgias. No motivation is given
for this killing, the only inference being th#t Cesare
wxshes to eliminate a potenilally dangerous witness.,
Bagllonr willingly accepgé the assignmggt, giving the

following reasdn: .



1 had as good a spanicll for the water,
As euer hunted ducke: and this trye villaine
Because my dog did eate VP a pannado
Within his house; what did that Spanish roague?
What did he thinke You my Lord? '
Marry very faire and instantly
Poyson d my Spaniell‘yith Rosa-solis,
L3l (V.i.2696—2702)

The seemingly trivial offence-wﬁich caused ROési to
poison the dog, and the consequently insignificant motiv-\
ation for Baglioni's revepge,-parallels the murders
perpetrated_by the Borgias. Théy kill for more importaﬁt
ends, such ag bPower and love, but their justification is
still, in the'moral sense, indefensible. Rotsi's act;on

- was both callous.and vindictive;.by analogy, the killings

by the Boréias aAre even woire so. Although Baglioni'sg

Phrase "that Spanish foague” refersg to Rotsi, the audience

) J

- N :
both of whom were Spanish by birth,

would also recognize ‘an allusion to Alexander ang Ce;are,.

- . . .
In the dlalogque between Cesare ang Baglioni, Barnes
once more depicts the cynical opportunism.of master and

servant. In an abide to the audience Cesare states:
Thus must ¥ giue deepe in a villaines nature,
And thus must saue a villaine from the gallows
To play my p%rteg,in others purposes.
The man whome I to benefit would choose,
I must in matters of more moment vge:
Or els I will not benefit a man,
And cut him of ip sequell if I can. :

' T (V.i.2716-22)
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This statement is followed by a dramatically ironic

statement from Baglioni, wiro boasts:

If old Henrilico shrink in this seruice
Casseir him, -call him whip-stock, let him perish,
For want of Spanish wines, and maluasie,

- . (v.i.2724-26)

Baglioni perishes, nét‘from a degicit of wine, but by

drinkigg the poisoned flagon/qgeci#lly ba&%ed for him.
In an effective closing speech.beforéhgz'leaves thé

stage, Baglioni sums up the plight of ex-soldiers in. his

condition: - L
~ o - . . :.
I like this trading better then the warres
For there I serue for two ducates a month,

And not a duck egge richer when I Iarch
And in continuall hazard of my life

For which percase my peece kills twenty persons:
Now shall I march in purse with many ducateg,
For one houres seruice but to kill one man,

Free from all danger of mine -enemy,

(V.i.2735-42)
;fxﬁart fromﬁfhe obvious moral condemnation of these sent-
imeﬁt;, one cannot fault his logid. He is caﬁght in a
dilemma for which Cesare offers ; tempting solption.. Barnes
curiously gives the minor fiqure of.BéglioniTperhaps the
be;t behavioural motiyation of the play. His éoldférg are
well depicted andrét is teqpting to assume that ﬁarnea may A\
havelheaid similar sentiﬁeﬁts expressed durfng his Qe;&i;é

FA
v r'/
in Essex's campaign. Certainly Barnes gseems to be aE/;is

best when able to draw on the type of situation of which he

e
'
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- probably had practicai’ékperience.

i Baglioni leaves the sEage, and Bernardo enters, He ig
. v :

alone oﬁ;étagé and, in an address to the audience, he cyn-

ically observes that: g

When any deed of murther must be done,

To serue his Holinesse, call for Bernardo,

He must be principall or accessary

To serue all purposes; for gold or pardone,

The Pope giues both; and I can take them both,
S (V.i.2752-56)

-His cynicism is inp keeping with the attitude of the W’_f

rest of the accomplices. Fully aware of the nature of his
actions, he‘pu;sues them ?egardless._ His linking of con- .

science and gold underlines the moral bankruptcy of the

Pope. Alexander dispenses both pardonﬁ‘and bribes a5 the

o

'situation demands. . P
\ ‘ \ -t

. . .- { . .
Rotsi makes his first and last appearance in this scene.

S

He joins Bernardo on stage, and relates in grim detail the
efficacy of his poison:

I tried them on’ three men condemn'q to death:
For rapine and vile murther: but the first -
Within lesse then one quarter of¥an houre,
) Puft vp, grew leprous and his heart strings broake;
) Then did I giue allay the second time, . :
: ' Enter Baglioni with hisg beece,
. The second prizoner died within three houres.
I did the third time mittigate a little, ' *
And saw when it was miﬁister'd'the‘third man,
. Who did within eight houres .swell, rage and die.

(v'i'2761776)

. The poisoniﬁg of the prisoners recalls his earlier POisoning

2
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v of Baglioni's dog. Neither action had any justification,

and one feels that Rotsi's death is welL;deserved; Rotsi
~ _

seems to be a purely functional charactar, introdnced merely

to'illgstrate by his death Cesare‘s'Machiavellian acumen.

‘ ) . , v
He certainly has no effect'on the action of the play, only
: o N

appearing on stage to be murdered. Rotsi is- instrugted
byCesage-te allow Baglioni to drink the baited flagon of
‘wine. agllonl in turn has been paid by Cesare to shoqt/

.

Rothi . Thus, both die on stage as a resu;t of their
- s -

+ -

avar1c1ous haste to aid Cesare in his murderous des1gns.‘
The scepe is tailored for two ends. Flrstly, by showxng ;_‘

=

-"‘J—-

thc deat&s of the two vlllalns on stage, Barnes demonstrates
. N\

the rewara\of crlme Secondly, thelr deaths act -as a prol—

‘l\

}
-0gue to the poisoning of Alexander and Cesare, whOSe

4

deﬁnfall is thus“seen as the culmlnatlon of a series of
‘A ) % /*‘-"
' lrﬁimilarly,Well'merited deaths, demonstratihg the omnipotence
and inevitability of God's justice.
. . PR . . @ - . .
While Rotsi 1s- recounting his expeériments, Baglioni
enters and sets up his nusket In an ernlC twlst Barnes
' has Bagllonl drlnk the barted wine in a toast to his absent

'frlend Frescobaldl Unaware of the fact that he has been

'p01soned Bagllonl shoots Rotsi. He stands 1n trlumph over

the body and’ brags

=~y

o

e
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--.where is your sublimatum/now sir? where is
your Ratsbanatum now? now where are your/ |
pboysconed pullets in stued-broth? where bee they?

You neuer/ drempt of a Poysoned bullet, did your
goe too?

{(v.i.2839-42)
In the midst of thisvtriumphiné Baglioni suddenly feels
the pois;n taking effect. His tone changes from one of
elation to one of despair; He cfies out: |

-..alasse alasse what firje commotions I feele
in/ my bodie gryping fretting and fuming, a
~Plague on your/ bottle ale with a vengeance,I
am peppered there is no reme-/ die...Deh veleno
dell Diabolo, fare-/ well farewell my old Sharc-
ordillio Frescobldi: farewell Madam/ Sempronia, N
for in conscience ‘I am guilty of mine owne death
oh/ the pangs of hell and purgatory,.

s ' (V.1.2852-59)

In this speéch Barnes draws together seberal themes.
Baglioni's poisoning at’ the very‘moment“of his triumph
parallels the next scene where Alexander and Cesare are

poisoned at the high point of their achievements, the

Pope offering the unknowingly ironic toast, "good successe:

and victory*(V.iv.2944). Baglioni's taunting question,

"where is your sublimatum/ now sir?" is a thematic-commen-
i N - /

)

tary on the downfall ofthe:jope. 'Alexgndg;'s p%isons-aﬁd'

-

— L

T

plottings are of no avail when the timg for him to die is .

at hand. Baglioni's.likening of the effects of the poison

4

to “the pangs of hell.and purgatory" reinforces the conn-

ection between Alq;andér's pPoisonings and his ultimate
/ e

n _.,fr

*i
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damnation. Baglioni's comvent that he.is guilty of his

own death is doubly signifiéant.' Physically he has brought
about his own death by the drlnklng of the polsoned wlne:f
He is also guilty splrltually in murdering Rotsi, and has

£hereby called down the wrath of God in the form of his

own death’

Despite Baglionpi's faults, however, his death does
have § quality ofrpathos; Hisg far;well to Frescobaldi and -
Madam Sempronia.and his admission of guilt give a human
_qualigy to his fall which is lacking in the deaths of the
other characters.

In the next scene(V.iv) the_l&st accomplice, Be;na;do.
‘is murdered. Cesare and Alexander are poisoned, and Cesare,
thihking that Bernardo is responsible, stabs him to death.

In view of Bernardo's cynical comment thét he could accept
either gold or aﬁéolution; it is ironic that he is killed
for & deed of which he is innocent.

3

Barnes makes effective dramatic use of the accompllces
-

el

Frescobaldi andg Bagllonl are espec1ally well deplcted They
possess a fulness of character delineation, where7s all the

otner characters, Alexander and Cesare included, tend often

to be mere caricatures. All the accoﬁplicgs are canin—

cingly motivated in their actions. . Their deaths serve to
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underline the basic_moral tesson of the play, that sin is
always punished. At the sume time, however, Barnes uses
them for good comic entertaiﬁment; On the whole Barnes

- Seems to succeed with these creations.

All the accompli?es, despife their’cynical attempts
to ;xploit Cesare, are outwittédt Their downfall is the
result of his successful intriguing. 1In view of the fact
thét Machiavelli mentiaons both Ce;are‘Borgia.and Alexander
in_ﬁis book Il Principe, and since in the play both_ﬁhese
fg_qparacters paraphrise the doétrineSJOf Machiavelli, the

next chapter traces the influence of Il Princirce on The

Divils Charter.

G
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CHAPTER VI

MACHIAVELLIAN‘AND SENECAN INFLUENCES IN THE DIVILS3 CHARTER

1} Mach;avelll s 11 Pr1nc19e -and the Elizabethan Response
7y

The influence of Machiavelli on Engllsh Renalssance
drama has’ b en eonv1nc1ngly establlshed 1 ;Crltlcs have
q1ffered only as to the seurce and extent of this 1nf1uence.
‘The Elizabethans allegedly manlfested two Jquite differing
responses to Machiavelli. The first was an informed. en-
lightened, but minority view, shared by thnse who had read'
'g; Princ}ge in an uncorrupted text. /;;;\:;her_can best be
lrermed the "popular" View. Thls was supposedly derlved

-

from the reading of Innocent Gentillet's Contre- Machlavel

published in French in 1576

4

Gentillef's work was ‘written from an anti-Catholic
viewpoint, and'depicted.Machiavelli as a form of devil
incarnate.- It was translated into English jn “1577, by

‘Simon Paterlcke, but the translatlon wWas not published

——— . = “~

1 The standard work on thls subject 1is Stlll Edward
Meyer s Machlavelll and the Elizabethan Drama {place of
publication unknown 1897; rpt. New'¥ork n.d.). Since his
work dates from the nineteenth century however, it should

- be noted that subsequent scholarship has modified some of
his conclu510ns

\l
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in England until 1602. It was usually assumed, since the :
f;rst Engl;sh Qr}ntﬁs translatloé o? Il Principe was not
pﬁblished in England until 1640, that the Eliiabethan reader
only had access to the doctrines Bf 11 Principe through the

heavily biased Contre-Machiavel . g

+

. This view was first pPropounded by Edward Meyer. He
stated that "it was from‘this 'Contre—Machiavel'. published~

-

" in ;576 ( -2nd ed. 1579),...that the Elizabethan dramat{sts
é;ew, far more than from Macﬁiavelli himself.“é Speaking of
Patericke's translation,.he considered it of "paramount im-
 portance" that Patericket"expressly states, ﬁachiavelii was

not known in England up to 1577.»3 !

This view was reiterated by Clarence V.Boyer who stated
that ' : - o . b

Until the appearance of Gentillet and Patericke,
references in English literature to Machiavelli
Were comparatively few, and shéwed no disposition
on the part of the authors to misinterpret his
principleées. But from that time on, scarcely a ,
Year was allowed to pass without references, /
either to the statesman or to his “policy",

which showed, a growd inclination to treat him
as the fiend represented by Gentillet.,
| A

This attitude is echgédwby Wyndham Lewis in his book
[ . B

2 Meyer, p.9. .
3 Ibid., p.21.

4 The Villain as Hero in Elizabethan Tragedy (New York,

e

1964), p.36. ‘ '

o

e
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The Lion and the Fox. He scates that "it was in Fran

that the Machiavelli 'scare’ seems first to have started,

and it was throuéh the Contre-Machiavel of Gentillet that
he first reached Englanci.“5
- ' 4

The first move towards Jquestioning the su sedly

overwhelming influence of Gentillet was made by Mario Praz

~in his lecture "Machiavelli and tHe Elizabethans." Here

he pointed to several disparaging allusidns to Machiavelli
. cen 6 .

derived from Scottish sources dated as early as 1568.° This
. e \

was followed by Napoleone Orsini's substantial implicit

criticism of the, extent of Gentilléf's influence. 1In hig

article “Elizabethan Manuscript T;anslations of Machiavelli's

Prince," Orsini describes, for the first time, five extant

Elizabethan manuscript translations.? -He does not Asntion
Gentillet, but the demonstration that Il Principe was known

in English before 1640 undermines the contention that the

Elizabethans had read onigjthe Contre-—Machiavel.8 Orsini

5 (London, 1927),p.71.

-

6 Proceedings of the British Academy, Vol.XIII (London,
1928) '13.4. ‘ . -

]
“

"7 Journal of the Warburg Institute, 1 {(1937-38), 166—5.

misleading statement that "there were no tr nslations of the

Prince prior to 1640" (p.56). o

Thw A
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dates one of the manuscripts as written in approximately
1584. As a result of this discovery Hardin Craig published
an édition.of one of thése'manuscripts in 1944.9

— - Irving Ribner, in his article "The Sicnificance of

~

> Pr— Gentillet's Contre—Mchiavelﬂ attemp%g‘to qualify the extent

of the influence of Genfillet‘s'ﬁork. Ribner ﬁescribes‘it

&
e 2

as "merely one of the many church attacks upon Machiavelli

which helped foster an already'existent miscohcept;on."lol

-Apart from the ContrejMachiavel and the‘English
manuscript'trépsla;ions, Il Principe was also available in
England in an Itaiian text; John Wblfe, a London printer,.
successfully circumvented the bén on thé printing of Il.
Prinéipe by printing the work in Italian.1l His edition of
1584, whichkhad a false title page, purporgéd to be printed
in Palermo. That Machiavelli should have been read in

~ Italian is not surprising. In her article "Italian Teachers

;ﬁ\in Elizabethan Eng¥and,™ Francis Yates points out that there

r
s

r

- 9 Hardin Craig,ed. Machiavelli's *'The Prince', aAn '
Elizabethan Translation (Chapel Hill, 1944), A1l subsequ-
ent quotations are from this edition, T

10 Modern Lanquaqge Quarterly, X (1949), 157,

11 For a good discussion of the type of Italian works
being printed in Elizabethan London, and the presses=invol -~
ved, see John L. Lievsay, The Englishman's Italian Books,.
1550—1700‘(Philadelphia, 1969) . '
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were "numbers- of French and I;élian Protestants in Londoﬁ,
- exiles from their couréries oﬂ account of their religion,
and many of these earned their living by teachi:ng.“l2 She
maintains’ that "Italian was very Vigorously taught and
learnt in Elizabetgan Englana" and that "the teaéhers were

{

ﬁéinly (though not entirely) Itai?hn natives of refugee
- ’ PN : E
origin, and that their lessons were an important channel by
which the Italian influence reached England,"13
Fortunately, the task of establishing that Barnes
knew Il Principe is easy. Eccles points out: that étfre is
a copy of this work in the library of York Minster, with
. . 14
Barnes' signature on thé fly leaf. - How Barnes became
acquainted with Il Principe is a matter of conjecture. He
‘was a good friend of John Florio, the Italian teacher and
translator, who probably taught him Italian. He also knew
Gabriel Harvey who was well acquainted with Machiavelli's
© writings, Speaking of the vogue for Machiavelli's works

at Cambridge, Harvey wrote to Edmund Spénser:

.++.1 warrant you sum gogd fellowes amongst us
beyin nowe to be prettely well acquayntid with

13

12 Journal of the Warburg Institute, I (1937-38), 104.

i

13 Ibid., po. 115-116.

14 Egeles, p.236.
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2 certayne parlous byoke callid, as I remember

me, Il Principe di Niceolo Macchiavelli, and I

€an peradventure name You an odd crewe or tooe
that are as cuninge in his Discorsi sopra la

" prima Deca di Livio, in his Historia Fiorentina,
and in his Dialogques della Arte della Guerra -
tooe....;5 g I d

Thus it is known that, far from having to rely on
Géntilletﬂs biased paraphrasing of Machiavelli, the educateg

Elizabethan could have read the Italian text of I11 Principe

with facility, Barnes* univeérsity education would have
brought the work well within his intellectual Capabilities,
Speaking of the supposed influence of Gentillet, Felix

Raab argues that

-+. as a piece of historical reasoning it has a
number of flaws, An the first place, although
Simon Patericke translated the Contre-Machiavel

- in 1577, only a year after it was written, the’
"~ " translation was not printed until 1602, by which
time¢ the Machiavellian villain had been a stock
ﬁi@ure for some time. ' To - argue that Patericke's
translation exerted this tremendous influence in
manuscript is clearly ridiculous in view of the
proliferation 6f'Machiavelli‘s works in England,
nor is there any evidence that the French edition-
of Gentillet was being more widely read than
Machiavellli .in Italian, Latin, French, and English._
before lGOf/or, for that matter, afterwards.

le

- ‘ :
zﬁggbivils Charter was written .for performance before

JémesaI and a nresumably well educated audieqce. It is a

™

15 The Works of Gabriel Harvey, ed. Alexander Grosart
(London, 1884; rpt. New York, 1966), 1, 138.. -

16 The kEnglish Face of Machiavelli (London, 1964}, p.56.



to the play may not. have been

yhllosophv Barnes increases the "popular" reaction to

V-
Il Principe through either the Itallan French, or Latin

-"'/ - ’
versions. Thls is not to deny, however, that their response

nditioned by the attitude

ii} 11 Principe and The Divils Charter .

=
In The Divils Charter one is faced with both Elizab-

ethan reactions to Machiavelli. There is the fairly accu-

rate paraphrasing of Il Principe, introduced in the speeches

of Alexander and Cesare. The reaction to Alexander, however, .

.

1s conditioned by the "popular" view of him as a form of

Devil 1ncarngte and "hachlavelllan" villain.l7 The yues-

tlon is one of emphasis, The Gentrllet -eéngendered response

i

to Italian vice in The Divils Charter stems baslcally from
tne v1gor0usly anti- Cathollc nature of the play, and not

solely from the introduction of Machlave111 s polltlcal

o

R

-~
™,

\ - * .
Alexander. By having him'utter the actual'maxlms of Machia-

velli, Barnes makes Alexander s villainy Seem more realistic

-~ ~

and convinc1ng.

AN : "3

17 I use the term “Machiavellian" in its popular sense

as a-generally pejorative synonym for evil scheming, rather_i

than an indication of a knowledge of Machiavelli's ideas.

¥

\
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The doétrines'of Al Principe are €xpounded by Alexander
and Cesare in Act 1 Scene iv, in the guise of advice to
‘Alexander's elder Son, Candia. Just before his twp sons

make their appea:ahce,‘hlexander addresses the audience,

He states that .
---all my misty machinations
And Counsels held with black Tartarian fiends
Were for the glorious sunne-shine of my sonnes;
That they ‘might lounte in equall paralel , —_ .
.-With golden maiesty like Saturnes sonne -
To darte downe fire and thunder on thejir foes, '
That, that was it, which I much desir'g
To see my .sonnes through all the world admir‘d,
(I.iv.340-47)

. Thus, even before‘his Sons appear on stage, their destined
political intrigues are thematically linked with Alexamnder's

demonic bact, 'Alexander's exhortation to his sons to "“loue

. o L
(400-01), is consequently doomed to failure, The stage

directions for their entry require them to be. "striuing for

1

Qrioritz," an action Prophetic of the aniﬁosity which

results from political ambition. Thisg andmosity eventually

leads to Candia-'s murder,

’
LS

The écene 1s very short and adds nothing to the

K

dev010pment'of the play. 1t is tableau setting-desiéned
to illustrate the lack ©f moral prihciples within the

familyx\ The.advice which is given to Candia is taken
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ey .

_ directly from g;ﬂPrincng;

Cesare criticizes Candia with the reproach, "Your

heart is too much spic'd with honesty“(413). Alexander

agrees, and offers the following advice:

You must not be so ceremonious
Of cathes and honesty, Princes of this world
Are not prickt in_the bookes of conscience,

You may not breake. your promise for a world:
Learne this one lesson looke yee marke it well,
"It is ‘not aiwaies,needfull'to keepe promise,
For Princes (forc'd by meere necessity

To passe their faithfull promisses) againe
Forc'd by the same necessity to breake promise,

: _ , (i.iv.tue-.m)
-5 . ) " . :

It is interesting to compare this attitu e with the doctrine

t

expressed iﬁ chqpﬁer eigﬁteen of Hardin Craiyg's edition of
‘the Elizabethan manuscript of Il Princige. Thg cﬁapter is
;éﬁtiflédf"ﬁowé princes owght to keepe their faythe and
promisgé." Here the reader is advised that“

-+.a Wise and pfudept prince shaulde sticke noe
Ilongef to his promise then maye stande well with
his proffitt, nor thincke himself noe longer
bownde, to keape.his othe then the cause remay-
hes that moved him to sweare. 18

Cesare next advises Candia: J; N
1f any Cedar, in ydur forrest spread,
_And ouer-peecre your’'branches with his tojs,
Prouide an axe to cut him at the roote,
Suborne informers Or by snares intrap

That King of Flies within the Spiders Webbe:
Or els insnare him in the Liong toyles.

18 Craig, p.75.

i
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What though the multitude applagﬁe_his fanhd :

Because the vulgar hauve wide open eares

Mther'amongsi them and possesse their'hearth

That his designmerits wrought agaizst the state

By which vyea wound him with a publicke‘hate.:‘ )
(I.iv.428-36)

'

&

) ,»This is a summary of the sentiments found in chapter nine-
, , , S .

teen of I1 Princigg, the manuscript. translation of which

is entitled ”que a4 prince owght to beware\that he runn
) ’ - ) o - '
~ peither ipto contempte nor hatred of hig Subiectgs." Speaking

e 4

S of the relationship‘bgtween the prince and hié'éubjects, it
points_oué "hdwe necessarie a thinge it is for t#é séftie,;

’oﬁ his!estate toraﬁc}de the hatred ang céntempte of hi;

- pegple and subie;ctes."l9 The_pripcé mus t tnkéicare not to
offend his %ubjeéts siﬁce "vf they be offended he‘h;th iust
cause to feare. YF tﬁey hate h;srpefson,:hé ﬁay‘catch harme .

i by their praqtises."zo{ The thematiclirpny of Césafe's

léaQice is thét he is the "axe" QLiEh literally ﬁuts-dpwn
hig own brothen. Candia is giving ear tq_t@g very at£itudes
which will coﬁdgpebhis.murder. |

e Alexander's next adfice coqcernsfi'véry sbﬁgif{% toéic,

how to decide which faction of a congiict t6 support., He.

gives the following e#ample:

)

R SR

19 Craiy, p.78.

20 Ibid., p.sl. : B o oA
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. . . Suppose two factious Yrinces,bqth thy friends
- Ambitious'both, and bBoth competitors, '
Aduance in lLostile armnes against each other
‘ Ioyne with the strongest to confound the weake
o >  But let Your wars foundation touch his Crowne,
Your neerest Charity cdncernes your selfe;
; Els let him perish; yet seeme charitable.

o (I.iv;446—52)

’

T

.- -<5ﬁckerrow in his notes to the play seems to have found this
B . . . , \\' -
« bPassage rather obscure.21 It is derived, however, from

. chapter tﬁenty-one of I1 Princiéé. Entitled "Howe a prince |

oughte to behaue himselfe to winne Teputacion," the manus-

s
e

cript translation has this to Say on the choice of factions:

- Itt is alsoe verjg commendable in a prince to
shewe himself either a4 professed frende, or an
~Open enemy, that is to Saye to'be resollute to
take parte with one syde, which is a muche
saffer waye, then to shewe(ﬁim selfe a.newter.

by the eares) eyther he hath cause to féare him -

that shalbe-Conquerour'orlhe neede not care, in
~ . yboth cases it ig his saffesﬁmwayé, to enter into
' Armes and to professe himselfe a frende to one

partie: in the firste Yf he doth not he shalBe

a praye for the conquerocur and never pytied of

bim that is overcom. Neither hathe he anie righte

21 McKerrow, p.107.

22 Cfaig, P.100,
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Thematically, the most interesting piece of advice

comes from Alexander when he states:
}

Beleeue me Candv things are aB they seeme,

Mot what they be themselues; all is opinion; L
and all this world is but opiniona. _
Looke what large distance is twixt Heauen and Earth, .
SO many leagues twixt wealth and honesty: '

And they that liue puling vpon the fruits

Of honest consciences:; starue on the Common.. N

(I.iv.456-62)
These sentiments accord well with the description of Alex-~

ander given in I1 Principe. In chapter eighteen of the

manuscript edition Machiavelli speaks of .

-..the late'example of Pope Alexander the vi S
whoe .bendince his mynde to mischeeffe employed

all his witt to wilines, and dccomptinge it well .
gotten that he had compassed by crafte never

made bones to deceve any man that beleeved him,

of whom he mett a greate manie in his tyme. )
There was never anie man woulde affirme a thinge
with more substantiall féasons, or sweare it

with more solempne religion, .or perfoorme it

with soe sleight regarde...for he was his craftes
maister....23

-

It 1s possible that Barnes inserted these paraphrases

of Ii Princiope knowing that his aﬁdience_wbu;d‘recognise
their sourcg, thereby impé;ting a degree o? realism fo hig
pértraygl of the rgia family. However, it_shouid be
émphasized that Machiavelli“slideas are well;integrated‘with

the moral scheme of the play.

23 Craigqg, P-76. ,/) _ i
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The . precepts of Il Prinéing are introduced to emph-
asize the ruthless nature of the Borgia;.‘ The one conspic-

uougtoppongnt of these doctrines is, of course,'Candia.
Barnes uses him as a foil to state the orthodox and

Ay .
N desirable moral viewpoint, by his emphasis on conscience

. as the arbiter of conduct. In résponse to Alexander's

~

opinion that "things are as they seeme," Candia replieé:

, ' Vnder correction of your Holinesse,

Those warres which vertue leuies against vice,

Are onely knowne to some’ particulers

‘Which haue them wrytten in theéir consciences,

Those are the same they seeme...° -
> o (T.iv.467-71)

Barnes here maintains that conscience is not a matter of

mere opinion, but an absolute standard for moral behaviour.

Alexander's opinion that "all is opinion" has disast-

‘fous results for himself. In the last scene of the play

he discovers that.;b has misinterpreted the wording of the

contract with ‘the Devil. He is tricked by a piece of

¢
.

legalistic deceit and falls into the snare pPrepared by the

: : . ‘
Devil. By the deliberately ambiguous draft of thé contract

'

the Devil himself assumes the character of a "gachiavellian"

vi@lain, using treachery and deceit to overcome his victim,

« AS Mario Praz points out: .
_ So much did the terms Machiavelli and Satan

become interchangeable that, wherea§ at first
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the tricks attributed to{Machiadelli.were called
devilish, later on the Devil's own tricks were

. styled 'Machiavellian® ---.By an inversien of .
the process which had resulted inp describing ,
Machiavelli as a devil, the Devil himself >
bbpamg tinged with Machiavellism, 24 -

Q:is devélopment of the bevil as a stage figﬁfe’is well |

illustrated in the play. 1In another ‘plece of treéchery

‘the Devil Swaps the poisoned wine bottles, ip Act V Scene

iv, to bring about the death of Alexander. -The Devil
. : . . ~ '
secures his_gamnation, catéhing_him unawares, in a state of

sin and unable to repent, oo
Demonstrating a singular inability to appreciate the

basic technique af the Play, Clarence Boyer criticize;/:;;h

aspect of The Divils Charter. He complains that the Devil

---descends to the level of the Vice in the
Moralities by stealing into tﬁé;buttéry and . \
changing the position of a bottTe of poisoned
wine...finally the catasrophe on its realistic

side does not spring from any previous act of

the Pope's.”. He is not poisoned-because he has
boisoned others, but 'because the Devil is a, :
practical ‘joker. Moreover, the necessity of his -
dying by poison atall is entirely superfluous . 7
if his time to die has come by the terms of the
coppact. ‘It is suggested, indeed, that the Devil
has seen fit to end Alexander's life on the
appointed day by the same means which the Pope
has employed to advance his worldly prosperity,
but there is a'conflict here between the super-

natural motive and the rational....25

+
L

—_ -
24 Praz, p.35.

25 Boyer, p;186. C?
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-

The only confu31on 15 on tle part of Boyer Ln falllng to
L

I3

appreulate Barnes* 1ntent10n. The Devil appears reminiscent

of the "Vice in the Moralities” simply because the whole
- play is written in ga Morality vein. It is one of the
ironies of ;hé-play that the arch poisoners are themselves

-

. . - : .
poisoned. Fenton's statement that God "breaketh the brands
N

_\\, the fyr4 upon the heagd of h1m that first kindled it+26
ns

- : N

umq,hp the moral cutloock 1mp11c1€ in Barnes treatment of

the rgias. Alexander is poisoned not because the Devil

J . -

1s a "practical joker,j but because the moral scheme of the
Play requires a just retribution for m{sdeeds. Bover
misses the point that practically all the deaths in the

play demonstrate a -poetic justice related to the past
\ :
: crimes of. the victim, . '

At the end of Act I Scene iv %n ¥iich Machiavelli's

-

dogtrines are expounded, Cesare Borgia is lei[ alone on
stage. In the closing speech he inforﬁs the ‘audience:

By this time is my faire Lucretia,

Befitted for a businesse of bloud,

Neerely concernlng her estate and mine. .
(543-45)

;This leads into Scene v where Lucretia murders her husband.
Y

The thematic inference-here is that murder is the natural

*

26 Fenton, p.235. _5
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)
OutCONL of the doctrines espoused by Alexander and Cesare.;

Act I agene iv is not only a dramatlzatlon of the basic

phllosophy of the Borglas. Thematlcally it lmmedlately
Precedes the train of murders that lead to the downfall of
the entire fami;y. Their subsequent calamities may be
viewed as the neoesaahy outcome of adopting “"Machiavellian"

attitudes. Moral decline brings in its wake physical
' 1

disaster.
i

iii) The Influence of Seneca

In his lecture cited earlier, Mario Praz makes the

interesting observation that

£y
Though the legend of Machiavelli had been: very
popular in general, it had enjoyed the greatest
vogue with the dramatists, first of all because .
it had fitted very well the stock character of o
the villain of Senecan extraction.

-

- 4

Praz arques that the "Machiavellian“ villain replaced the

s

Senecan villain because he presented contemporary polltlcal
\

ldeas rather than merely echoing the Senecan tragedies. The

Ellzabethans found the “Machiavelljiam" villain more relevant

Ed, their own perlod . .o
e o

Although the Senecan~Machiavellian villain developed

as a stage figure, his vices still continued to be treated

'27-Praz, p.46. | _ ' B
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in the old moralistic veln. W.A.Armstrong in his essay

"The Influence of Seneca and Machlavelll on the Ellzabethan

4
. ~ i

Tyrant" poxnts out that "Seneca's hostlle treatment of the
tyrant 'in his tragedles was as congenlal to Elizabethans
as Hathavelll s amoral portrait of Il PrlnClEe wiis repul—

sive to them, ¥ 28 Senecan and Machiavellian material prov-

- -

-ided ideal targets for the Elizabethan‘moralist. Armstrong

M
K

points out that "like overweening Satan, the usurping

tyrant is inevitéﬁly punished, for the Elizabethan treatment

of his career follows a strict pattern of elaborate poetic

justice. 29 oy,
Although McKerrow does not cite any specific borzgwing
. ' .9
&'L R .
fron Seneca, The Divils Charter is obviously subject to

Senecan influence. 1In his excellent study The Influence

of Seneca on Efizabethan’%}éqeay,,John Cunliffe states
. . i o .
that "the most important inheritance of English tragedy in

this respect was the Ghost .30 . He also points out the
"important part Played in Seneca's tragedies by supernatural

e

agencies of all kinds, »31

?8 Review of Enqlish Studies , XXIv (Jarlary, 1948),20.

29 Ibid.' p.lg._ .\'h" : -
. ) N , 4 .

30 (London, 1893: rpt. Connecticut,1965),p.44.

31 Ibid.
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The function of the Senecan ghost is to call for

(; u'_revenge, usually of an unpunished murder. This most obvious

-

influence occurs in THe Divils Charter in Act IV Scene i.

Here the ghost of Candia appears on stage "gastly haunted -.

by Caesar persuing and/ stabing it" (L803-4). This appari -

tion is followed by the ghost of Gismond Viselli “his wounds

gaping and after him Lucrece vndrest, holding a dagger fix't

in his bleeding bosome" (1811-13). Barnes has here integr-
ated the Senecan ghost with the Sqﬁcerer play tradition of

raising demonic spirits. The sigﬁ%\of Giggbnd Viselli's
~. e

ghost moves Alexander tao avenge his death by the murder of

Lucretid, .

Armstrong also-points out another Senecan convention

which was imitated by the Elizabethan'dramatists,.namely:

\ . ' - . . = .
-«-the characteristic device of introducing a

discussion of rule and obedience between a
tyrant and a subordinate character e...With an
eplgrammatic terseness, Senecan tyrants ptaite
forms of government which the Elizabethan mor-
alists abhorred ks the worst abuses of kingship.32

R L8 .

The discussion of Machiavelli's doctrines as expounded by

Alexander and Cesare, and' the ‘antithetical moral viewpoint
. - L N
] ‘ . .
propounded by Candia, can be seen as stemming from this

_ - : 9
‘tradition. As Henry Heliﬁ/galnts out:

32 Armstrong, p.21.

/W . . p '
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Both directly and indir<ctly Seneca deeply in- . |
fluenced Elizabethan political moralists, Among
his maxims dramatically stated are cynical
propositions often identical with maxims- reg-
arded by the Elizabethans as newly sanctioned

by Machiavelli. . The first fifty lines of Act
Two of Thyestes,.of all Seneca's plays the most
popular among Elizabethans, centain, for example,
some of the best known "Machiavedlian" common-
places...-‘33 T~

-

. LA [
Another Senecan characteristic‘%entioned by Armstxgng

i

The villain-hero’ who is imbued with a vicious
" passion and who is a member of a family which
is disintegrating benéath a curse brought upon
it by ancestral sih.34
~N

-

In The pivils Charter the "vicious passion" is Alexander/'

qmbition?\ The "ancestral sin" is his pact with the Devil.

Y

This sin €aints the whole family and eventually leads to
| : g

-
L]

its annihilation.

© , .
: A Voo

Perhaps the most substantial maﬁifestation of Senecan

Lo

influence on The Divils Charter is the didacti¢ manner in

~

- .

which the blay is written. Secneca was viewed By his Eliz-
abethan translators ‘as essentially a moralist. Thomas

Newton, in the dedication to his 158] translation of

. Hercules Furens, says of Seneca:

-

33‘"Sénecén Influence on Elizébethan Tragedy: A Re-
Estimation," The Shakespeare Association Bulletin, XIX
(1944)., 78, ‘

4 '

34 Armstrong, p.22, _ : - o

. -
~ . N 4
. ¥ .
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I doubt whether there bee any amonge all the
Catalogue of\Heatheh'wiyters, that with more
‘grauity of Philosopicall sentences, more waigh-
tynes of sappy words, or greater autherity of
‘sound matter beateth downe sinne, loose lyfe,
dissolute dealinge, and unbrydled sensuality:
or that mora sensibly, pithily, andg bytingly
‘layeth downe tBRe guedon of filthy lust, cloaked
dissimulation and odious treachery: which is the
dryft, whereunto he leueleth the whole yssue of
ech one of his Tragedies, 35 |

A

The Divils Charter shares thjs moral intention in itsg o

hY

démonstration of.the outcome of vic@ous,living., Speaking
of the calamities about to befall the family, Guicciardine
as chorus points out that G

These be the visible and ngaking shewes,
That bring vice into detestation,-
aturalil murthers, cursed POy sonings,
Horrible exorcisme, ang Inuocation, -
In them eXxamine the rewarde of Sinne,
: (III.V;lGQ?-l?Ol)

As with most Plays of the period, The.Divils Charter

is an amalgam of many different influences. The Ehafacter
and tréatment of Alexander is well summarized by Armstfong's
assertiéﬁ that "in his composite wi;kedness, the usurping
ﬁing ;f Elizabethan tyfént~tragedy is therefore a character-

istic Renascence synthesis of Roman, Christian, and Mach-

“iavellian ideas,"36

.
W -

35 Luciusg Annaeusg Seneca, Seneca His Tenne Tragedies
translated inteo English, ed. Thomas Newton {London, 1581;
rpt. Bloomington, 1964),p.5.

36 Arnstrong, P.35,
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o Although™the villain was derived from many disparate

origins, the treatment of his villainy was éssentially one

—

of Christian moralizing on the rewards of sin. Barnes®

didactic intention was facilitated by the already estab-
lished movalistlc vein of the Senecan tragedies which
focused on the figure of the tyrant, . Ba?nes,-by the choice.
of his subject matter, gave a more. up to date settlng for

- c e

wn already well established dramatic tradition.



. CHAPTER VII

. Vo
. MAGIC AND THE DIVILS CHARTER

i

» ) , )
1} The Source of the Maglc ' . . -

Y N

The derivation of Barnes® knowledge of magic is

»

unknown. Dr.McKerrow 001nts out that the legend of a pact

between %lexander and the Devil appears in a number of

contlnental sources.l However, the maglc in the play ltself

is taken from Petrus de Abanc's work Heptameron seu Elementa

w =

Maqlc(.z Dr.McKerrow states tha here was no English

translation of this work prior to 1 \5.3 However, Lynn
. . {

Thorﬁdyke, in his work‘ﬁ‘Histofz ©f Magic and Experimental
Science, states that it was "pgintéé together with the
Occﬁlt Philosophy off Hen;Q Cornelius Agrippa in Latin at
Paris,lSGS, and in 1600 and 1655 inp EngliSh translation. "%

It appears, therefore, that Barnes could either have

.

-

read the Latin version bound with Agrippa’'s work, or the 1600

.

I’ McKerrow, pp. viii-ix,
- 2 Ibid., p.xi.
3 Ibid., p.xi-xii.
4 (New York, 1958) II, 925,

-
LK
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'
English translation. That \bano was known in England before

l600 is ev1denced by Chrlstopher Marlowe s play, Doctor

Faustus, in which Valdes, a scholar adv;ses Faustus to

/

"haste- thee to some solltary gﬁ%ve,( And bear'W1se Bacon and
Albanus"horks" (I.1.1252-3). ‘ Just before'this Faustus has

declared it His ﬁntention to be "as cunnlng as Agrlppa was "
“'\ -

(I.i.llS). Abano's work was con51dered to be an occult
‘}.
manual’ Wthh gave detalled 1nstructlons‘for the ralslng of

demons. - ) i -t

r

Barnes appears to have been on the frlnge of a group of

.men who had plenty of opportunlty to become - acqualnted with \

1 i
e

occUlt practices. He was a good rrxend of Gaprlel Harvey, J
. i

- o

whom he supported 1n his feud with Nashe 6 Harvey PoOssessed
several manuscripts on the occult ! Barnes was also on very
good terms Wlth two close fraends of the Hermeticist:" and-
Caballstlc magician, Glordano‘Bruno. He was a good-frxend

of John Florio, who was one of Bruno s cldsest associates in

§
g . - .
England.”  Barnes also Knew Dr.Tobie Matthew, who was an old

-
5> Ed. Roma Gill, The Now Mermaids Series (London 1969).
All svhgequent quotations are taken from this edition.

r .

& Eccles, p,173. ' , ) N

. 7 See Virginia Stern, "The BIBLIOTHECA of Gabriel Harvey,"
Renalssance Quarterly, XXV Number 1 (Spring, 1972), 50-51.

%

8 See Franc1s Yates John Florio {Cambridge, 1934),p.138.

o
%
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friend of the Barnes famil}.9 Eruno spec1f1cally mentloned
’

Dr, Matthew as one of the few men to offer him hospltallty

and frlendshlp durlng his stay at Oxford. 10

‘Cabala “direct from hi's bible, that is to say from the
occult phllosophy of Cornelius Agrlppa n11 It is therefore
more than llkely that BrunO'was well acquaznted with Abano'sg

work, whlch was 51mllar in intention to Agrippa's De occulta

editions, = o ‘ »

thiherlbernesfdlscoverea Abano's’ work through his own

-

reading, Oor via mutual frlends of' Bruno, 'ig pure conjecture.

What is certain ;s ‘that Barnes was well acquainted wytﬁ men
i -

‘'who had an interest in the occult

Bruno durlng hls stay in En d (15 3;5). yBruno was at that
‘ -0 B 4
alistic.magic in

L

time one of the leading ex onents of

)

Europe.
—_—

<;'Eccles, p.l74'

: lO See Do;pthea Singer, Giordano Bruno,ﬁis Life and Thought
(New Yock 1950), p.39. -

‘11 Giordano Bruno and the Hermetic Iradition (New York,
1969),p.258. . , O
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31i) Magic as Dramatic Spectacle

Apart from?tﬁe theologicallinterest of maéic, that is,
the inherent thematic poténtial of a pact bégween a cdn}ﬁ;er
-énd the Devil and the atﬁendant danger of damnation, magic
also_pfovides ideal opportunities for dramatically spectéc—
ular effects. Barnes made good use of these opportunities

buk at the same time used these visual effects to complement

the basic themes of the play. -

The Divils Charter. opens, after the speeches of the
Proloque and Guicciardine, with an elaborate dumb show,

Guicciardine informs the audiente that the purpose of the
. a
dumb show is to "present vnto your eyes...by what vngodly

meénes and Art,/-Hee[Alexande%]did attaine the Triple-

S .
Diadem" (22-25). The instructions for the dumb’ show are

detailed. They require that
' )
At one doore betwixt two other Cardinals, Roderiqgo
in his purple habit close in conference with them,
one of which hee Yuideth to a Tent, where a Table
is furnished with divers baqgges of monevy, which
that Cardinall beareth away: and to another Tent
the other Cardinall, where hee deliuereth him a
great quantity of rich Plate, imbraces, with
toyning of hands. Exeunt Card. Manet Roderigo.
To whome from an other place a Moncke with a
‘magical booke and rod, in priuate whigpering
with Rgderick, whome the Monke draweth to a chairE\\\

™. ' on migét of the Stage which hee circleth, and
befor® it an other Circle, into which (after
, semblance of reading y%th exorcismes) appeare
exhalations of lightning and sulphurous smoke

\
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in midst wherecof a2 dinill in most wvagly shape:

from Which_Roderng turneth his face, hee ‘beeing
Coniured downe after more thunder and fire, as-
cends another diuill like 2 Sargeant with 4 mace
vnder his girdle: Roderiqgo disliketh. Hee discw ‘
endeth: after more thunder and fearefull fire, iy
ascend in robes pontificall with a triple Crowne
on his head, and Crosse keyes in his hand:...

and from him -disroabed is put the rich Cap the
Tunicle, and the triple Crowne set vpon Alexan |
der's head, the Crosse-keyes deliuered into his.
hands; and withall A magicall booke: this donne
with thunder and lightning the diuills discend:

"{29-57)

There are several important symbolic actions in this sequ-

<

eénce. Alexander is dressed in the same style as the two

-

Carcdinals. Thus the opening action tends to illustrate

the corporate corruption of the Catholic Church. The two.
cardinals are willingly bribed. Barneg is visﬁally inter-

preéing Fenﬁon's-aséertion that Alexandéyr “"bought by the

. consent andg knbwledge of éveryone, partly for money and -

pdrtly wiEh promises of offices...many voices of the Card-
The bribery of the cardinals commehces the dumb
show in which Alexander sells his soul. Thus Barnes porF;
rays the demonic pact aé the prbduc£ of Alexand;r's over-

whelming ambition. The pact with the Devil is part of

A

Alexander's overall bid to acquire the Papacy. The whole

durh show can be seen as,a”visual'depiction of the dangers.

-

~J

1

of ambition. Lesser sins may lead the sinner into worse actions

-

-

lZ_Féhfoﬁi P.3.

- L
—— ~ - . .

-8
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which secure his eamnation., _ Y

By having a "Moncke" raise the bevil Barnes enhances
the anti~¢atholi¢ ﬂatpre of the play, deéicting aemonic R
magic being practised by the Cathelic clergy. 1t is possible
that Barnes had in_mind Faustus® advice to the Devil to "Go .

and return an old Franciscan Friar,/ That holy shape beEomes;

!

‘a devil best" (Doctor Faustus, I.iii, 26-27).
The forms in which the Devil appears are symgalically

important. He first appears as a “Sargeant.dith'g mace

under. his gifdle." The Oxford English Dictionary défines

“sergeant" as "An officer whose duty is to enforce the
gudgements of a tribunal or the cQmmands of a person in
authorlty: one who is charged with the ar;est of offenders
or the summons-of persons to appear before the court. A
sargcant“.lsplndlcatlve of-authoylty, but the symbol is
thematieally ambiguous. It Implies that the Devil is
- Alexander's servant. Howé%er. it also implies the arrest
of‘Alexandef;s soul, and anticipates the ending of the play
where he is carried to Hell by devils..
Alexander flnds this form displeaszng and the Devil

reappears dressed in the Papal robes of offlce This image

visually associates thé'Papacy with the Devil. It is a

Propagandistic statement on the moral worth of the

o

~
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Catholic Church. The passing of the Papal robes frém
Devil to Pope underlin%s theip_close relationship, and bfings
the office of the Pope into disrepute.
‘Another instance of the association of magic and the

-~

Devil, which is used for visual effect, occurs in Act Vv

‘Scene v. This scene, prefigures Alexander's damnation, The.

~devils meet in Eniumph to recite the pains of Hell awaiting

the Pope. They 1igt jits torments:

Bel. ...I with poysned toads will stop his mclth,
Whose heart was neuer satisfied with lust,
~Asta.And I with snakes and stinging- Scorpions
A Will scourge him for his pride and insolence.
Var. And I with force of fiends will hall his limmes
 And *pull them till} he.stretch.an acre length.
Bel. And for His auarice I will f£ill his paunch,
With store of moulten gold and boyling leade.
Asto.Then let vs for his sake a horne-pipe treade.
They dance an antick,
(V.v.3005-14)

The torments of Hell have a grim appropriatengss. The arch
poisoner is to be punished with pPoisoned toads and scorpions;
molten gold will be the reward of his oﬁe;whglming avaFice.'
The Hell described is thoroﬁghii medieval in its emphasis

on physical sufferiﬁg.' Having catalogued his faults, the

devils dance the “antick," which is, in effect, a dance of

- the triumph oqueath. The delight of the dewils in the

snaring of Alexander's soul is 6bviousiy expressed in the
manner of the dance, which provides lively stage entertainment,

Although the scene is short, and aéds.little to the developnment
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of the play, it*was obviously intended as a form of

- 2]
diversion before the serious final scene. It seems that

Barnes wished to fix in the mind of the audience the

inevitability of Alexander's damnation. Forewarned of the

&

outcome, the audience is primed t6 view the f£inal discussion
between Alexander and the Devi] not as a possible means of

escape, but as a dialogue dedigned to illustrate the folly\

L

*

of Alexanderus pact.

The last scene of the play contains an effective
visual Rdiscovery" of the Devil on stage.  Although poisoned,
Alexander feels secure. His misreading of the contract has
led him to believe that he has many morxee.years to live.
However, he wishes to be reassured, and states:

---.though in security

Once more I will with powrefull exorcismes,

Inuoke those Angells of eternall darkenesse

To shew me now the manner of death.

Alexander draweth the Curtaine ©of his studie where

hee discoukreth the diuwill sitting in his pontific-
als, Alexander crosseth himselfe starting at the

sight.

(V.Vitima. 3064-70)
The violent juxtaposition between Alexander's desire to be
) ‘\;\ . - _
reassured and the sudden‘kgyelation of the Devil wearing

the Pépal vestments is visually agd thematically effectiﬁe.

Thematically, it symbolizes the Devil claiming his victim,

RN .
It recalls the opening dumb show of the play, when Alexander

’



107

+

B J
received his Papal vestments from the Devil. Visually, the

impiicationhis that the Devil is repossessing the powers
which he gave. It must be remeﬁbered'that in the whole. of
the subseyuent aiscussion. the Devil is dressed in the
. Papal robes,'whilSY\Alexander is himself "unbraced.,"
Algxéndér_preseﬁés the inferior figdre, which emppasizes
his moral bankruétgy and subjection to the Devil.

In Alexander's last apééarance con stage he is surroun-
ded by devils who "ehte{_gigh_g noise incompassing him®

i

(3269-70). The Stage directions call for "Thunder and light-

.

ning with fearefull noise the diuells thrust him downe and

goe Triumphing" (3277-78). This is, of course, reminiscent
- ,
of their earlier dance of triumph at the thought of his

N
damnation, S

Barnes not only used magic for Spectacular effect, he

- 4
made, the visual Spectacles reminiscent of one another to
. Iy

-

produce a thematic unity.. In his book The «Elizabethan Dumb

Show, Dieter Mehl,ftalking.of the origins of the form, links

this device to earlier Pageant and popular spectacles. He

L3

maintains that the dumb show is

—_—

++2Nn outcome of a characteristic trend of the
time, the desire to make abstract spiritual
experiences and conflictg visible as concrete

) Sc¢enes and to impress a moral idea on the _ .
. -
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spectatorspby appealing directly to the senses.13'

This is precxsely the effect of Barnes visual devices,

The abstract idea of Alexander's alllance w1th evil is ably
deplcted by the dumb show in which the Devxl glves hlm the -
Papal robes The abstract 1dea of the corruption of the
Cathdlic Church is portrayed by the bribery of the two {?
cardinals. The triumph of evil is depicted in the dance

of death. Barnes was Sufficiently adept to employ maéic
/not only as an excuse for visual effects, but also as a

complementary commentary on the moral themes of the play.

iii) Magic, Damnation, ang dustice

A ) ' . : . 3
The Prologue links magic, damnation\?nd Justice. 1t

< . . '

‘advises the audience to Lo \
: \

Behold the Strumpet of proud Babylon, 1(,~5\\\H%
“ THer Cup with fornlcatlon foaming full

Of Gods high wrath and vengeance fgr tiat eu1ll
Which was imposd vpon ber by the Diuirt.

punnlng reference to hlmself as'sent from the "bright Starre-

Chamber of eternall soules" (13). Iﬁ‘so far ae the Court

of Star Chamber was set up to enforce ecclesrastlcal matters,

L

the allusion is partlcularly appropr;ate

13 (Lo?dob, 1965), p.17. -

P
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o

4y .
Since the play was performed before James 1, it is

interesting to note hnis opinion of the relationship between

conjuror and Devil. In his Daemonoloqie, the narrator,

asked how it is'that devils can be controlled by human

beings, replies:

Yea, they may be: but)it is onZIie secundum
quid: For it is not by anie power that <«they can

" haue over him, but ex pacto allanerlie: whereby
he oblices himself in some trifles to them, that
he may on the other part obteine the fruition of
their body & soule, which is the onlie thing he
huntes for.l4 : - :

Similar sentiments are voiced by Cesare in The Divils Charter.

~

Accused by his father of the murder of Candia, he replies, .
"A plague vpon your diuills you deale with them,/ That watch
more narrowly to catch your soule" (iV.ii.1893-4):

. "
Alexander's opening speech comes rather late in the

play, in Act I Scene iv. To 'this point Barnes has been
~

'depicting Alexander as the personification og evil, However, -
when Alexander makKes his debut he is depicted as a human
figure afflicted with doubts as to the wisdom of his pact

with the "bevil. He says: -
* With what expence of money plate and jewels .

This Miter is attayn'd my Coffers witnesse:

But Astaroth my couenant with thee

Made for this soule more pretious then all treasure,

14 (Edinburgh, 1597),'p.9: edifG.B.Harrison (New York, .
1966) . . .



’ \ 110

N . L. .

Afflicts my conscience

'..-.(327-31)

N

Although conscious of the worth of his soul and undergoing

fleeting second thoughts, his ambition for his’ sons over-

¥

comes his spiritual apprehensions. Alexander exchanges the

. salvation of Heaven for the dellohts of tgmporal power on

Y

Eartnh. The 1ronv of his bargain is that unlik Faustus

or FriarBacon,.Alexander is neﬁer allowed the first fruits
of a seemingly beneficial alliaﬁce with the Devil. For him,
conjuring only leads inexorably te more sin and sufferlng.

The only scene in which Alexander actually raises the

Y

Devil is Act IV Scene i. The ceremony 13 quite detailed.
Just before Alexander appears on stage, Guicciardine in his

role as orus has informed the audlence ‘that in the follew—

-

ing action\ he vlay they may "examine ‘the rewarde of

]

sinne" (1701). The subsequent scene of conjuring must be
T -

viewed in this light. Not only is lt an unwlttlng expose by
Alexander of Cesare's guilt, it is also the cause of his

.-

decision to commit murder,

“ When the scene opens, Alexander is "beholding a Magicall

\ f
glasse™ in which hé gees the murder of his son, Candia. He
cannot identify the assassin, and decides to call up the

Devil to obtain this information. Alexander declares it
. . o

his intention to raise "All the great diuills to shew the

~
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murtherer" (1736). - The audience knows‘that Cesare is the
Culprit and is-thus in a rosition to appreciate the irony
-0f Alexander's remark. Cesare is one of the "great diuills“

to be raisedi

The ;,scene contains much visual spectacle, but it is
u !

1ts thematic importance which should be stressedl‘ It marks

the beginning of Alexander's decline. The Devil is raised

as a "King, with a red face crowned imperiall riding vpon

a Lyon" (1764-65)}. This emblem appears to refer to the Bible,

for in the First Epistle of Peter, chapter five, verse

wr

elight, the reader is advised to "Be sober, be vigilant;

* .

because your adversary the devil, as a toaring lion, walketh
about, seeking whom he may devour."” This emblem would

emphasize for the audience the spiritual dangers confronting

Alexander. The Pope's political_é}eachery is depicted as
- r *
the pesult of his league with the Devil. The fiend informs

Alexahder that his conjurations have called him from:
-;.strong busines of high state,
¢ rom sure subuersions and high mutations i
Of mighty Monarches, Emperors, and Kings,
From.plotting . bloody feilds and'massacres,
Triumphant treasons and assassinates, '
- (Iv.i.1773-77)
. ) J ’ . :
The implication is that a league with the Devil is sure to

lead to political duplicity and disaster.

At Alexander's reguest the Devil proceeds to show

' ‘ SN
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Candia's murderer on stage. This is a dramaticelly effective
momen}.: The audierice, forewarned of the 1dent1ty of the
assassin, is prepared to savou%,the shock of Alexander's
dlscovery. The Devil pnoceeds to show the ghost of Candia

,

being stabbed by Cesare. Horrified &t the sigtit,” Alexander

+

cries, "Holdr hold, hold, hold; per todos santos now no more,

Caesar hath kill'd a brother and a father" (1805 -6).

t
=

Alexander s ambition for the advancement of his sons has

led one to kill the other. Cesare has become the unwitting

i
Anstrument of God's punishment of Alexander's sinful
ambition. .
v - ‘ c o ’
His anguish is further increasedﬁBy‘a following vision
‘of his daughter Lucretia murdering her husband, Gismond

- p
Viselli. Alexander “cries out, “no more no more, my soule
v 4

disoclues" (1814). The irony of his situation is that the

. .
services of the Devil, which were his reward for selling
his soul, far from'being of benefit, haye resulted in the

anguish of these'discoveries. Alexanéer has to face the.
fact that his children are even moreacorrupt and depraved
than hlmself The behaviour of his children, far from

movxng hxm to repentance however, eerely spurs Alexaeder

on to‘new helgbts of wickedness. He dispatches his servant °

BernErdo to Lucretia‘'s house to deliver the poison which is
j
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" destined to kill her. Je 7lso resolves to murder Astor
Manfredi to obtain his lands. The father who has corruptea'
his children is in turn further corrupted by their own

pernicious example.
L]

Alexander voices the moral &6f the scene, Ambition ‘ =

has corrupted the entire family to the point where even
the ties of kinship are no safeguard against assassinationi

To succeed,'ambition‘hgfi\be ruthlessly pursued. °‘As he

points out,
Y. I

Sonnes, Nephewes, DaughterQKVConcubines, shall die.
My conscience is turn'd mercies enemy,
He that wopld rise to riches and rencwne :
\\bMust hot.regard though he pull millions downe. -
(1843-46) 5-

Magic has served a twofold purpose in the scene. It

LSRR

has caused Ale;ander_to.suﬁfer the realizatiéq of‘hié
children's guilt. By bringihg th; murd%r of Gisﬁonéﬂsisélii
to light, it has akgo caused Lucretia éﬁlﬁe pPunished b}ﬁher
fathér's planned reﬁenge. Instead of resolving matters, it
has pushed Alexapde} further along the path §f damnétion

by having him countenance the murder of Lucretia and Astor
ﬁanfrcdi. The implication is that  no good will ever come

of conjuring, and that évents are only réVﬁ?led b{ th_
Devil as a de;ice to'further'ensnare Alexander in-a web.of

evil,

-~

i . e . ) . -
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The final scene of the play most obviéusly links the
themes of magic, justice and damnation, when Alexander is

‘carried to Hell for his' crimes. The ending has an obvioqu\

similarity to Doctor Faustus, Howgvéi, the differences in
technique and intention between the two Plays need to be

stressed.

~h

“The ending of Doétor %gystus isnthe‘anguished s0lil-~
a.oqﬁy of an.isolated éragic figure, doomed Co Hell., Faustus
is a tfagig hero. Althougﬁ the audience cannot condone his
actions, ig can sympathize with his human predicament. The
high poiht‘of'Faustus' traged& is his final hour of torment
Béfore his death. His despair.ig his tragedy: he dies devoid

of all hope of salvation.

To look for the same type of dramatic ending in The

Divils Charter is to miss the point of Barnes' intention.
The pléy is, despite its moments of bloody melodrama,

basically homiletic in tone. " The tragic'loss of the ‘soul
which is impiiqit in the.fall of Faustus; has tq be overtly

demonstrated in-The Divils Charter.

The dlfferent approaches of the two plays is well ‘ ~—
o

1llustrated by the deplctlon of the main characters In

theiflnal sScene, Faustus is-alone on stage, an isolated
" .

figure. Alexander, however, is on stage with the Devil.
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They engagé‘in‘a diaactic_debété On the, qualities of the'
c - E.i\'- .

. : i . . .
soul which are recited, not to add any ‘tragic element to

-the play, but merely for the spiritual instruction of the

-

audience . Although it i; a dry, theplogiéal:éebate,‘Bdrnes
@anaées to achievg a thematig irony bf making Alexéﬁder

the unwitting cé%mentator on his own folly. BHis final
argument against his damnation is that

--.My soule is Gods :
. Whose habitacle ig prepar'd in heauen.
First it doth know God being figured . - 7 -
According to that Image ‘of himselfe, ' °
And then the world whose lively shape it beares,’ '
" - (V.Vltima.3170-74)

1o which the Devil replies:

These things should haue beene thought vpon before, '

The summum- bonum which:liuves in the soule,

Is an etérﬁall'pleasure~to Behpld,

And ‘haue "fruition of the mightie power,

Which thou didst neuer see hor canst enioy,
- S (V.Vltima, 3182-86)

/

It is an effective Plece of irony that the Devil knows more

o

_ofithe.value of the sopl than does Alexander. The Pope,
by cataloguing the virtues of his soul, only succeeds in
‘emphasizing his ipupidity in making the.pact with the Devil,
A 7
In his,des;gq-to.;eérn the fate of hig son Cesare,
P .

Alexander makes one last réquest, to see the future. In

response to thiS‘request,’the Devil "bringeth from thémabore

Lucfeciaes‘Ghost, and after her the ghost QE Candie=stabbed“_ﬂ
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(3225-26) . The Devil interprets this vision for the benefit

of Alexander and the audience:

He for the murthering of his brother murthered,
(3228—35)

The justice of God {is the justice of thg 0ld Testament, an
G.' —~
eye for an eye. Murder is bPunished by murder. 1In his

penultimate speech of the play, Alexander drives home the
moral of hisg own fall:

Learne miserable wretched mortall men,
By this example &f a sinfull soule, . -
What are the fruites of pride and Auvarice, Qs\'
Of cruell Empire and impietie,
Of prophanation ang Apostacie, .
$E£ brutish lust, falsehood,'and perfidie,
Of deepe dissembling and hypocrisie,
. Learne wicked worldlings, learne, learne, learne by me
To saue your soules, though I condemned be,
‘ (3239-47)

i

This oﬁertly stated moral sums up the whole intention of
‘the play., 1t ig in Bssence a series of moral examples.,

" The audignce is exhorted not to feollow the folliesg of thoéé

. r
on stage.

Barnes effectively managed to Integrate magic with

" the wider morél burpose of the play. Alexander‘dies as the
) : {

) :
result of God's omnipotenL vigilance which will, in the last



& ) ' 117

- i o - /, ) J

analysis, always inflict the requisite punlshment. Alexander .~
~ 7 -

is betrayed By the Devil, to whom he has sold hlS soul,
The Devil is the 1nstrument of God' s Justlce- it is the °

ultimate irony of the Play that evil should be defeated by

the Devil. L . e .

[
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