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 INTRODUCT ION

Poetic justioe is by no meané_akdead"iSSugvf'
as a principle of literary criticism. As a prob-
lem study, it will always be‘in'ex'stence; ité
legitimacy as an element of’dramutic-art has‘béeﬁ”i:‘
equaliy upheld and.bppoged'by boﬁh majorband minér
’criticsvfrom the very dawn~of'dramatic~§ritiéisny ;”
to the pre&ent‘day; _ﬁPoeﬁic'jumtiée“j‘s £ﬂe.£i£le'ﬁ 
given to that\litérary dobtrine which'has,to d0‘ >>
withlthe relationgh;p of and‘the balance beﬁﬁeeﬁ 1ﬁ 
sin énd retributibn.- I£ im-justicé méde pdctic}j   
van's intense desire to see the hand of'a:just |
Providence hovering1over.the‘seemingly cﬁaotid dn&k i
meaningless affairs of his fellovs, léq hir to iﬁ~ 
vent a theory of.literature;which woula putheaniﬂg
into hip life and which would show the‘ultima£673us;fﬁ 
tice and goodness of the unseen Power. To-ﬁee'ﬁhé:ﬂ:
wicked puniched and the good rewarded, to Observe{   
the careful maintenance of a chain of cause and éf-_
fect, is to experiénce vhat Béqon called‘a;ﬁéatis;'.
faction to the mind". Poetfy.shoﬁid sUpply for1ﬁs15

that satisfaction which the experiences of every- . . -

day life fail to provide. In 1ife ve éeevthe muf;f7]°

derer go unpunished and the good man reap what he



hag no£ sown." As Bacon expre nsea}it,'mah findéj

‘the world nin_pr0portidn inferior to theisoulﬁ; éna ‘
turns to poetry for ﬁhe "ghadow. of b}tl,fdbﬁionffé{wv
the mind ; « o . in those>pqintw wherein thé:natﬁre  
of things doth deny it." TPoetic justice is justi-
fied as a principle of 1iteréry art béoaﬁse‘of;h&nisl
desire to see good order in all thihgs'énd\becauﬁé-

of ﬁhe nature,bf poetry itéelf. ”Becaus= truc n15- 1'
tory propoundeth the succes ises and igsues of octlonq"
not so anreeable to the merltm_of virtue anQ Vice,; 
taereiore po sy fTeigns them mox"‘a Just in réﬁribﬁ?_
tion, and more accordlng to revealcu prov1d0nu .t
S50 . . . it appeareth that poesy serve"h and'con; '“

ferreth to magnanimity, morality, and to delectaef

tion, wl
A complete mtudy of the pr1n01ple woulu Lake s
1nto concideration other llterdlv type 31des the

drama, but since, historioally, the drama takea»pre-v;
cedence over Lho”e other Lypem,‘aﬁd since Lle fif#f  
important controversy on the uogect arooe 1n'ung-}.f
land in connection with.tragedy, I have conjldered’{;f
it best to llmlt the materlal undertaken herc Lo o

that_iorm of dramatic art. Iurtnor than taat theﬁ)?f

Francis Bacon, 0f the Advancement of‘Learnﬁ

.

11'1:', po lolt




study will be limited to some of the 1eadihg’tragea‘bj
dies of the Elizabethan,age, exoluding those of o
Shakespeare, for it was the use or:misuéé of.poetid
Justice in thege plays which formed the basis of

the famous Dennis-Addigon contfove?sykin the-eérly._ :'
eighteenth century. Poetiq justioe had bedomevde
highly_foxwﬂlized ideaAby that tiwe, aﬁdjﬂddisqn_bé;ﬁ
came a defender of the liberties of-the"dramaﬁistv 
and insisted that the reputation of Lngiiah‘writéré1 
of tragedy should not be injuiéd by the enforcemeﬁfrf )
of such an arbitrary rule as Den is and him fe11ow "}
critidm proﬁbﬁed. fince that tiwme, the fiéld oVer
whichithe battle of the theory might be waged hﬂs dd~‘
cfeased in size. Shakespeare is no longericondGHMéd".
for having brought Decdemona to an unhapny death.

The moderh, enpecially, has turned frow the old ac; v‘
cepted idea of ”whatsoéver‘a man soveth, that'uﬁéli ;
be also reap", and has taken a partiéular:pléasuré;ﬁ
iﬁ turning it upside.down. Tow we see that»thefe-fﬁ
is no planned plot fof our lives. The nérrdﬁ‘séﬁse'"ﬁ
of ﬁragedy ﬁhat once held'ué when we saWVJQSticé.
overtake him who deserved him fate has:giVém'way bé;' 
fore énother sense of tragedj; one which appréheﬁd§_  k

that perhaps the greatest tragedy way be foﬁndedtﬁplff?~f°'
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on the very inscrutability of our lives. W%We no -

PEY

longer believe in the old dogua of pootlc J ﬁtioé; =
EVen 30, poetic ju"tioe, vnether 1b be moaern or
ancient, always has the fundamental problom of art_ “
with which to contend., That hHroblem 15, rlghtly» :
enough, should it be the purpose bf'art t@Ipléasé;"
or to instruct? llependent upon'the answer té'thisv
queqtion,'iw anoiher probla hou]d the nr1nc1plp‘.
of poetic JU“the be accepted or reJectedﬁr Only;
this much may be said: it seeme reamonable to ex poct
that the absolute oonformity'to a strlct forin of
‘poetic justice would injure the_best 1nterests of -
art and aesthetics as badly as the abnblute'viblajﬂ
tion of the doctrine would OLfPCt the conceptlo

of morality. A compromise seens lﬂLVltablﬁ.




CHAPTLR I,

TICTORICAL SURVEY N T’”'Db'TWIFL OoF
- POBTIC JULTICH :

Génerally speaking, it is unWiSe‘to take'"arﬁﬁ;

Vmorality“, and "sesthetics" and stir them up vigor-
usly into a héafvy and'weighty zort of diSsertétioh.
Indulgence in such ratters commonly lead to b@ﬂ&Tﬂll—
zations, HoweVer, the mixture of the three i not
only inevitable, but also necessary in the connidera~.
tion of that much~d1unteu literary dogua cqlled >v
poetic Justice, 1ot 1ess dlcpuLed has been-the high-
est form of‘literary art which is called.tfagedy;‘
Tragedy has been the keynote of oriticism throughéuﬁ
the ages. It is an aristocrat among literary iorm ;
Arigtotle has fixed that f30u ilrmly. ‘ lurther than
that, 1t has been generally concedod Laat Lhc cnd
and aim of all forms of art, lltﬂrqry and uthcr Qé,'
is to instruct and to please.' Tragedy, then; as‘an 
art concerns itsell both with moral or ethical prin-
ciples and with aesthetic pleasure. Nhethéf or not
the so=called moral is pointed out by'the authof, the
fact remains that there is always é lesson Lo e |

learned from tragedy. It is equally true that plcau~"

ure in ite deepest zense lies back of the appr601a—ffﬁﬂiv,




tion of tragedy. voral principle andvéesthehic
pleasure are linked inextricably. | |

| Az they are linked in tragedy, so afé_fhey'f
bound to the doctrine of poetic justice, more cdm-\
monly known as retributicn., To be sure,ithere éfe]
kinds and kinds of poetic justice, oT Mo poetic i
kind at all, as Professor &, H, Eutchef:upholdsi

nevertheless, it should be clear that a,éﬁudy of this

disputed doctrine should invclve both aesthetics and

morality, for the most common idea oi poetic justice

implies a judgrent regarding the moraliﬁy'of actiQh;;
mnd that Jjudguent, in turn, iMpiies ¢ither ﬁhefmcéépe
tance or rejecticn of the principle of reward ane.
punimhﬂent on the bhasis of the true aim and end of
drt., CLuch a ctudy necessarily =adnits ofba vider
range of treatment than can bhe here attemptéa.

In the precent case it is cnough totdeal
bfiefly with the historical aspect of the metter,

The Greek origin of the doctrine iz, of cource, of

R
W

great importance from all points cf view. k All con~ -

1

and Tine Art, p. 2024, Professor Butcher calls it

"progsaic justice, misnamed poetical",

S. H. Butcher, Aristotle's Theory of Poetry




troversies concerning the mnglish basiﬁ of»pobinf
justice heve their beginning, directly of indiredtlyH
in the principles establiszhed during the:greatGSf
age of agtivity in Greece} The greaﬁvwritérs of
tragedy, Aeschylus, “ophocles, Luripides, and the
still greater critics, Plato and’Aristoﬁlé, gavév’
full expression to the temper of the time, tO'the
theories of the day. Principles vere then stabiéﬁ'
lized which hnve'influenced all art'and.literaﬁure. 
ever since, 3
Piato was the {irst to récommend‘thé dgctrihe 
of poetic justice. He flourished about forty yearg
before Ariﬂtotle, who war himvpupil; and he ués,pre—ﬁ
ceded in Greek 1itéraﬁure by that Sroup bf_distiﬁa
suigshed writerﬁ menticned above. Aeuchylusbhad;béen'”
dead wmany yoérs belore YLlatoe vas béyn, and Lauripides
and ophocles died during his éarly mﬂnhbbd.> The
glorious age of Greek trapgedy wa: just pavsing away
when he wag begimming to formulsote i viows abgﬁts  
philosophy, law, and literature. Hg wasg led tQ writé,
first, hig Republic and, afterwards, hio Lﬂgﬁ,»in de~.
feﬁse-of an ideal state which should not pags awgyvasly

did the splendid state of Athens. In this ideal

i v

state, as it was net forth»im»the Renub%ig,-rlatoaré~_i“




quirod that pbetry should deplct the reﬁérd Of’vi?- '
tue and the punichment of yice, and he wbuld allow |
no exception to this rule. ?oétry,'as he.foﬁnq'

it in Greek 1iteraturé, failed to‘Satisfy'him‘ffom
the point of wview of ethics, since it failed sté- 
times to indicate what should be the ?roper conge-
gquences ‘0of the actiong which were portraye&.‘ He”was

a rigorist in the natter oi poetic justice,  ﬁe made '
it clear that he could not_tblerate’the idea>§fihaV—
ing‘wickedness triumph in ﬁoetical narrati?e; be~ 
cause it wcs.contrary to hig idea of etarnﬁl jtstiée.
And further than that, he feared that thé mightvof 
wickednes s triumﬁhant vould gerve as an ihdentive £o
evil for th<$e who might réad such aknarﬁative‘df'_n
see it presented on the stage. The idea of»jﬁéﬁice
was very close to Plato's heart. The ﬁgﬁggligbin“itw  

entirety in lafgely an apwlication of his theory 05 _f 
justice, a definition of which iu‘givenbin,the‘Iirﬁt
part of BNook I, but which does not directly concefn ue
here. s

From all points of view, the language of Plato

is sufficiently strong in favor of poetic justice. -

lB. Jovett, Lialogues of Plétd, iII,‘p;»76;;”jir




He ”111 admit of no aeparture irorn the’praotlce of 
rewardlnn v1rtue and. rondnrlnb crime unproiltable. v
Plato would not only pralse the SOrt of trapedy con#ﬁ'
structed.accordinﬂ to hig rule, bhut hé oulu reJoct
fromvthé realm of poetry any play that woulo v1olate,‘
the rule; and thé author of such a play would be :
banished fron; the ideal commonwealth. His r’e‘c;uix?e;
mént.is purely an ethical one, hav1n& 1t° b351s 1n |
the idea that uoc1cty'may be haried or helped by
Pdéticfrepresentﬂtlonﬂ ~ Plato does not deal Wlth- E
the theory of either poetry or roeth Juqtice lrom P
'the ﬂesthetlc p01nt of view, His ho,tlllty uowa*d
the poets is essentlally based on an~ethical ideal.fl;
He asks most directly, ". . . what will a-ny one be
profited if under the , . . 01tement of poetly,

he neglect justice and v1rtue9"l ‘He nakes it clearA.
that the poets in portraying human'COnduct shoula |
stfiVe for an ethical result. ien fhould be- 1nsu1;ca
to be virtuous and’should be deterreu fron ovil i yii '
seeing the eﬁd of justice satisfied in a nractlcal
and a popular way. That way. nhould be popular in-

its appeal to the spectator and practical in thefreul

B. Jowett, Dialogues of Plato, III, p. Baa;t ;Q‘k “-f




sulte it shouid_aéhiove} Plato accepfed»thé_doQQ}fv
trine of an eye for an eye,-a'tooth 'i‘or-a mm, ancL
he belleved that the utht oi a life: belpp taken for
a llie would be the best remodJ 1or »ronga01ng. fﬁQ 7'
>W0uld demand, as Thomas Rymer later aid, that the“
poet should repre sent rewards and punlnhment com-
pletely upon the stage, in full view vathe specﬁé—i”
tor so that the spectator mighﬁ ha&e his~poﬁuiér '“
sense of Justice satisfied. Thc;réﬁfééehtéﬁibng‘  f 
for instance, of 2 wman put to death forthViﬁgjkilled
his neighbor would be thé most practhal anu popular
way of oeterrlng other men from ovil.

Aristotle disagreed. Were a trageaj ¢6n$£f&cﬁed;
according to the rule that virbue s be'rgﬁar@ed ‘>
and vice rust be punished, AriStotle-;ould.find féﬁlﬁ
with it. Ie would say that the pleésuréfgerivéa from
gsuch a play would be proper to couedy rather théh'f§  
tragedy. In other words, Aristotlle, bellev1nr poe~_
try to be primarily an emotjonal dellnht did not
1ecogn1ze any direct moral purpoge as Lho prlnnry
functlon of the poct but rather upucl@ the acstue-
tic theqry of the aim of poetry.v Plato had'not been '
the first to consider instructiOh as the chlef end

of poetry. Trom the days of the groat dramatlst




there had been a sort of traditional‘accepténde of i

| ‘the idea that the purpose of poetry»waﬂ'ﬁo feth;7: 
Aristophanes, Professor ﬁutcheflreveals,'esbedially? fjj'
stressed the idea. Aristotle, however, first'fbrmd;f{
lated_tﬁe contrary theory. Referrimgbto‘the‘ggggié§,  
Butdher says: B S

: Neither in the definition of tragedy

(ch, VI. 2), if properly understood, nor in =
the subsequent discussgion of it, is there any- ‘
thing to lend countenance to the view that the -
office of tragedy is to work upon wen's lives, -
and to make them better. The theater ig not ™ -
the school. Arictotle's critical judguients - -
on poetry regt on aesthetic and logical groundg,
“they take no account of ethical aims and ten-
dencies, He rventiong Buripides gome tuwenty -
times in the Poetics, and in the great rajor-
ity of instances with cengure. He points out
numerousn defects guch as inartietic structure,
bad character~-drawing, a urong part assigned

to the chorus; but not a word iz there of the
inunoral influince of which we hear so much in -
Ariutophanes. ’ SR SO

The Point is,'Aristdtle was éOnoefnoleith thé'aés{
thetic pieasure PLoOper to tragedy, rather théﬁ.witﬁlﬂ'
ite moral or immoral influence., He did not reCdmL
mend the doctrine of poetic justice askithas Suﬁe:f
pbrted by Plato. He took note of it iny as it T3*-

ferred to a special tyve of dramatic representation.

Y, H. Butcher, Aristotle's Theory of Poetry

and Fine Art, pp. 208-209.




The passage containing his chief refercénce to
the idea of poetic justice occurs in theVCOnff:
cluding part of ohapter XITI in the Pdetigg{j" f
It is translated by Professor Butcher as fol—_f"'>
lows :
v In the second rank comes the kind
of tragedy which some place first, . Like
the Odyssey, it has a double thread of
plot, and algso an opposite catastropbe
for the good and for the bad., It is.
generally thought to be the best owing
to the weakness of the spectators; for
the poet is guided in what he writes
by the wishes of hig audience., The
pleasure, however, thence derived is
- not the true tragic pleasure. It is
‘prOper rather to comedy, where those who,
in the piece, are the deadliest enemies -
like Orestes and Aegisthus = quit the

stage as friends at the close, and no
one slays or is slain,. :

.}It should be noticed that this passagé éon;

tains only a suggestion of vhat is meaﬁt by'poefid"'
Justice, that sugmestion being found in the refer51 :
ence to an opposite catastrophe for the'g00d»and‘thé 
bad. Aristotle did not concern himself 11Lh the ap111~'
cqtlon of any theory of poetic Juotlce. Furo Lragedj,,‘
to him, did not involve a reward of vlrtue;‘it merely.'7
involved an unhappy ending - an endlnn which above v
all things should stir the emotlonu‘of plty and feﬂr.vz

When he objected to "the spectaclé of & perfectly o




‘good man brought froﬁ prosperify to ddvérsity3“1 ’

he did 5o not because it would offend against juéa‘
tice; but because it would b shocking”to thevk
spectator; his objection was based uzolely upon aes-
thetic grounds, not upon moral. IHe was not concerhed
with justice, at all, but only with the meang of |
arousing the emotions of pity and fear. The perfecﬁ-':a
ly badvman was an unacceptable as the-perfédtiy'good -
man for a high tfagic‘figure; neither’was humén;-ahdh
the sight of either ohe in adverse straits would B
arouse any eunotions save those of pity'énd terror,

The spectator cquld identify himself with ncithér: 
one, and so the true tragic pleasure of thé'piaygv
would be lost. Aristotle Wantéd his tragic char5'>
acter to be essentially pgood, but huranly frail.

In contraét to Plato, he decried the thoroughlj
virtuous man as he did the purely villainous one;f
Aristotle was not much in favbr of giving promin=-
ence to the merits of virtﬁe, as Plato Wés, because
thevprotagoniéf of the play, who was to come td a

‘pitiable end, was to be not entirely good and just

vlS. H. Butcher, Aristotle's Theory of Poetry i'97

and Tine Art, pp. 208-209,
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even though he was essentially noble. Plato would',.'
uphold the perfectly virtuous man; Aristotle de- '
manded a flaw in his tragic hero. ' |

always been a stumbling block for critics. It-id“
the key clause which establishes Arisﬁotle's posie
tion in tragedy, and as such it has been called hpOn
to support the conflicting ideas of different critics.
The most radical interpretation iz given by . A.
quinlanlt who calls upon the German critiu, Georg -
Finsler, to support’him. Quinlan believeé, in priéf, 
that the word "katharsis" implies essentiélly-an o
efhical-proceés,-not an aesthetic one. The_Wéight

of authority, however,vis on the other side..ButCherb
consistently maintains that whatever may be the}ih— 
direct effect of the purging ﬁroceés of the emotiﬁng .
of pity and fear, Aristotle was not thinking'direCtlyf
of any such remote result. He had in mind the im=
nediate end of art, the aesthetic function it wgg.tov
fulfill, We carry his idea one step furthervﬁnd‘be-'

lieve that he meant the emotions to be not only e#dited,:“»]

1y. A. qQuinlan., Poetic Jusbice in the Drama,

. 59.




but also allayed, so that the spectator's tumﬁit of
mind might be‘reﬁolved into é pleasurable célm;énd
the spectatof himgelf might be lifted ouﬁ of himéelf
and be brought face to face with the universal law
of the WOrld. |

Whatever thére is of ethics in Aristotlefs
view, it mugst be reaohed through aesthetic experience.,
Plato objected to the agitation of the emOfions,of
pity and fear on the grounds that chh inténsifyihg';f
would make men cowards; he wanted those emotions o
controlled, Aristotle hoped for the accomp;ishﬁent
~of the same.Ultimate»effect hy the pﬁréatioﬁ'méthod
of arousing these emoticons; he felt that the purg-
ihg of the emotions of pity and fear Woﬁld streng?
then rather than 1essen the qualities of the noldier;;k _ S :
Morality was aesthetic for him. | | S

After all, the Greecks did, it seems, have a
sort of aesthetic mofality. Plato exhibiied an ulﬁra—
puritanical attitude which was éOmewhat ineonsistent 
with the actual practice‘of the day., He was vit-
ally interested in the representation of the vir-
tuous man, and he remained &0 interestéd until the
end of his life. He could not see that art might-
be congonant with moralitvaithout beihg artifi-]

cially pressed into a narrow moral rmold., It was .. =0 o
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iristotle who took a conspicuous place'émong thqsef_‘
who had a Dbroader and a saner VieW.-FVVéefiﬂg ffbmv
theltraditionally'accepted idea that the objéct of
art was to teach morals, Aristotle éxprewéed thé |
view that poetry is an emotiona1 de1ight, having
pleagure as itskdirect end, and only indirectly‘a
ﬁoral end by virtue of its kathartic effects.
Therein, he reached agéesthetic standpoiht,; ﬁc'
seemed to be aware'that‘in.this worla of human af-
fairg the precigion of mechanism is impoésiblé.’
Morality necessarily should be indefinite; for
slavery to figid formlas entails the death'of  "
all high moral responsibility. The final‘jﬁstifi-k
cation of Aristotle's aesthetic conception'of O T =
ality is just this: it opens a widef perspective
and reveals loftier»standards than does‘Platofor
it shows that an apparent loss might be’a.partvoff-'
an ultimate gain so that harmony and beaﬁty; which
a hard and barren duty might destroy'foreVer,cah"
he restored. It does not believe in small di-
dactiéism, but rather in a higher form of justicéf

- Bhakespeare always had the wider perspective

that Arigtotle implies. He was too great énfartist,’f ‘

to be content with a narrow, precise apportionment :




of blame in his plays; the ways of Prdvidenée to meh.
were justified on a grand scalé, and humanvviftue,'_
no matter what befell it in the Qourseyof.the”Playj
was ultimately shown to be its own trﬁé reﬁard.
Shakespeare's ideas reflect Aristotle'é.b'And~Ariﬁ-
totle, it may be rightly assumed,‘rejected’thé éOﬂmOnui
1y.acéepted dogma of woctic jﬁétice on fhe,same priﬁ-b
ciplé; he believed in a higher doctrine,‘more poetici
more just. It is sristotle's attitude rathér‘théﬁ-'"
Plato's that refleccts the ingrained, instinctivé:'
spirit of the Greeks, Living was an art to them.
They tended'to believe that the spheré of ethics vaﬁk‘
not to be narrowly distingaiShed'from thé:sﬁhere‘bf,
aésthetibs. - The two cduld be one and compdtible;

The Roman view of art,’of morality, of aesthetica

wag different. Vith them the iwmpulse of art was uore

limited than with the COreeks. Their practical minds

craved precision and definition angd avoided the in-

A

definite; they were not aesthetically minded. As

Havelock Ellis points out,l when Cicero wished to
“translate a Greek reference to @ “"beautiful" action,
. f, . A

it became an "henmorable” action.

The Romans were concerned with the morality of ac-

lH. %llis, The Vance of life, p. 241,
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tion rather than with the aesthetics., ,it_waslﬁhéif“._ 
naﬁure to behave according to the diptatéswqf‘é' o
weil~grounded moral system that'there‘might Eé;n§1 
discredit reflected upon their actions;' Their 
genius was practical, utilitarian, nmttcr~of~fact. ;f
They exhibited always a tendeﬁcy to judge'a’ﬁhing -»
by its usefulness or'effectivéneSS; liféfitself"k
was so judged., They proved febellious‘tobthe‘Gfeék
ideakof living msian art; lifevwas oonétrued iﬁ ;
termag of laws ahd‘prinoiﬁles which vere eSSehtiaily' f“
mofal; ethioal,vand pfadtical." Where>thé Greék,
character was visionary,vdelviﬁgiinto ﬁhélmvéter-” ?
ies of philosoﬁhy and art, the Roman charabter was  
stable and earth-bound, interested in_theiintri$§~"
cies‘of law, ordér, and government, |

“hen the Rowman empire éxpahded dnd éstabliéhA“ :" PR e
ed contact with Greek culture, it was forded to.~ |
adopt a more c smopolitan’ﬂir,and it coﬁldvnof*
help feeling the prgssure ol the great Heilénio
ideas, After 250 B.C., Greek literature was free-
ly translated into Roﬁan; Greek cuiﬁﬁre Was éséim~f 
iiated>and absorbed by Ronmn,ﬁhinkers,>énd thef B :
Roman temper became increasingly'iiterary; indi7.f

vidual, and intellectual.  Greece, to a certain =




extent, "took captive her rude éonquerofw; f Thefé }E‘x'
followed a period oi 1m1tnhlon on the 01rt of the
Romans, a period in which such dramatists as veneca, 
Plautus, and'later, Terence, creatéd.a Ronwn drama4ffl
tic art based on Greek forms. The Lrach \rlter,‘ t
Beneca, witﬁ the true genius of the Roman, carried:“

the balanced organization of the'areat Greék-playé

to a mechanical o breme but noplected to ddopt thdt  m " 
speculative philos sophy and that rare poetlo feellng;7n
whlch make the Greek plays ae thetlcallv perfect '

The Roman dramatist lachln@ the highert po tic imaQﬂ
.glnathn, confined himself to the perieﬂpion’cf: '
teChnioal details and to'the\exﬁreusioh‘or d,rigbr; ff

ous moral order

434

vAristotle, as.ha been shown, pOihtéa“the Héy:

’to thc separaticvn of morals irom a=wthe£iCs iﬁ:the
drama;b He COPSLntLHLly malntdlnca that poatry éé

a refined pleasure. To be sure, he v1thdrew, 1n'ﬂ
doing so, from the older and mnore puroly dldaCule
ideas of his master, Plato. He didynot allow'the'
moral effect of art to take the place of the artis-
tic end. If.a play‘failed to produce théfprbpcri; "'

pleasure, it failed in the specific function of its .

art. It might be good morally, but badNaesﬁhetibal?




ly. Aristotle was not readily followed in this

way of thinking, however, = It was the older and =
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prevailing Greek tradition that poetry should con- .

vey ethical teaching, and this tradition was ad-

hered to in the schoolg of Greek rhetoric*until it

was assimilated and even more firmly established in

the Romah world. The Rowans tinged the Aristotelian

doctrine with their own highly moral ideas and coil=

bined in equal measure the moral and aesthetic ef-
fect of a work of art. It was Horace, coming two -

centuries after Plautus, who reflected the typical

Roman attitude by taking the stand that poetry for
thhe education of youth and age should nmix- the uneful

with the sweet.

It is this teaching that has been handed down. .

even to modern timesn, Jith the rise and‘spreadffff

of Uhristianity came the added emphanis by the
Church fathers and by literary critics upon the
ethical consideration of stage plays. Loﬁgié
nua,’who belongs to the latter purt of the'thirdi'
céntury and the beginnihg of the fourth, ueld

strongly for the ethical requirement in poe-




1

try. b His treatise On_the ‘ublime establiéhesﬁ_
poétry asvneCGSGarily religiouan, Ahothe;'éritic;’
Tulegentius, in the sixth century, gmvg:ﬁfdminénce

to the‘ethical function-df noetry by applyiné-éﬁu
allegorical interpretation to Vergil!S'ggHgig;g~_i‘
Thié séme principle is followed-in the‘worksvof.‘y
Dante and even Boccaccio, for there thé allegoria :

. cal meaning is inherent. in the wrifingé. , A$v o
might be exPecﬁed, such prihciples'werelfdsteredul”,iv
by the Church. Throughoutkthe‘middle ages, the 
drama was alWays in the shadow ol the uros¢.  |

“The fathers of the Church febognized ite poés-
ibilities‘for evil, and the Church had discour-

aged very effectively the wfiting or acting 0£l
objectionable plays. It is not surprising;ythen,
that the revival of the drama toék place’aiéﬁg
réligious lines, The morality, wwﬂtery,kanq mir-
acle plays were encouraged by the very 5piri£ ﬁhich 1~

" had done so much to retard the growih of the class-

lM. A, Quinlan, Poetic Jugtice in the'brama}_ 

RIbid., Dp. 27.




icai drama, Only such drama ag had a good moral:éfé
fect was tolerated during the ﬁdddle.Ageq v It mu%t
be kept in mind that it wae under this ort of cen— i
sorship that the drama began in iingland.,

The larger ideals of Christianity madé life a
progreésive “ather_than g static thing, vet at e
same time imposed'restrictions upon han's hNOWlOQ
Knowledge becawe a Tixed thnb,-faith wasy unques;Jf
tioned, non—cdmformity was the unforgiveable sih;j
¥o new literature of value ex ccept Lae drama was'
created during the Dark Ages. There was a greatﬂ
~gpirit of learning, of spiritual anuvméhtai'dimois;
pline, but the essence ol it.wns’a oonstahﬁvten;
dency to substitute theory for fact.v  Any ﬁrobu
lems of man's relation to the Infinite were vebtiled
Lby the'precise.dogmas of the Churoh; any problens
‘;of natural science or of literavy scicuce were re=
Terred hack to Greece. Horace's obserVatihnx-on»
drqmﬂtlc theory, or instance, were‘taken froa thén:t
classics and were thought to be indisputably right

as to technical details. The Arg Yoetica waﬂ'con-_

sidered the perfect handbook of dramatic theory,
and it exerted a tremendous influence on the writers

of later centuries.
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It must be rewembercd that Aristotle's Worké{ -
themselves, werc lost to Juropean culture”fdr‘ﬁéhy:“
years.®  The Poetics did not come into great prom-
inence until the beginning of the sixteenth céntufy,

and even then critics either misinterpreted it or

were indifferont to it. Italy was the first to appre-

ciate it. For a period of some iifty years alter thne
translation in Iatin by Valla in 1498, Italians

scholars gave the Poetics the attention and study

2
-

it deserved. The First critical cdition was pube
lished by Thobortelli in 1548, Trance wag fully half
a century behind Italy in its critical anureciation

of Aristotle, and Ingland was gtill mnore backward.

¢pingarn says that the {irut reference to the Poetics

in lngland vas made in 1570 by Roger Ascham in The
m ) 2
Scholemaster.

Ly, om, Spingarn, A listory of Literory (riti-

. e st

cign in the Henaissance, p. 16, This observation
and the citations that {ollow are based on Spingarn's

analysis of the worKs of the Renaissance critics.

21bid., p. 308.




R0

Because of the fact that Ariﬁtotleihad béen 
lost sight of during the Middle Ages, Horaéevbécame
the chief authority of classical antiquity; énd when
Arigtotle did come into vogue, it A s presUmedlﬁhét
IHorace was wmerely his interpreter.. The teadhinglof

Aristotle was confounded with that of Horace, Gir:

Philip oidney, for example, in his Apologié for
Poetrie repeatedly states that the end of poetry is

"delightful teaching" or "to teach and delight",‘with~'

out knowing that he is following Horace rather than

Arimfotle. The view of Sidney was that of the Hliza-
bethan age in general, as it was of the’HenaissaHCQ;g
On all sides, ﬁoetrvaas admitted to.hnvéré:certain
aesthetié‘funofion; differences of opiniéh-rose only
in regard to the qguestion of its mofal function, and
those differences will always exist, éS'théy,hnve in‘
the past.

The relation of poetic justice to thié‘MOfal funb_
tion was variously referred to among.SOMG of the outf,
standing Italian critics of theksfxteenﬁh century.

Their attitddesl lent'weight to those of the wngzlish

1r. B. ¢pingarn, Higt. of Lit. Crit. These

attitudes are fully treated on pp. 68ff,
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critics who followed them. Cintio, in 1543, dig-
cussed the rnles ol poetry and concludeq that the
end of t“aaedy, ag of comcdy; e t0 conune to
virtue, He favored the re@rewentution of centh

o the gtage uo»that the endes of justice Might he
served and thé ﬁpeétators withheld by fear irdm
imitatine vicious actions. Iinturno, in 1559, cet -
forth a reouirement favoring\poetic jumticé ingo-
Tfar as the wicked were concerned, becauaé hé
thwought that poetry ShOUld warn sen againgd tﬁe‘
axcess of passions., fealiger, in 1561, upheld
views vhich are fundamentally those for whichu ﬂjmér
and Dennis became famous in Ingland over a hundred |
years later. He believed the aim of trageay, aé

of all poetry, to be purely ethical; the poet's iunés
tion was to teach character through actions «o that
the spectator would imitate the pood and abstain
frowm the bad. The moral aim of the urama was to be
atitained dirvectly and inairccetly; directly, thercv
was to be the enunciation of moral preceptgAQUTimg
the course of the play, and indirectly, thore was
to be the repregsentation of wickedness ultimately
punished and virtue uvltimately fewarded;

When "caliger wrote, linglish literary criticism-



‘had not yet begun and before that time Inglish tra-
gedy, as we know it, had not been produceds  iven

so, poetic justice was recognized already as a

dramatic requirement for all pays subjected to cen~

sorship, As !, A. Cuinlan points out,” the doctrine

of~poetic juﬂtice vas recognized in 1545{by an‘a¢p

of Parliament which attew@téd to limit thé Sﬁagiﬁg‘
of any plays save those vhich exhibited‘thc puﬁishe
ments'Of the wicked and the reviard of the good. |

Georme Gascoigne in. 1575 and George'Whetstoue i

1573 portrayed the same principle in plays they T

rD .
wrote,' Sidney made @ note of the doctrine in

1583, and Puttenham in 1589.°  Bacon is credited

with a recognition of the principle in his s

on the Advancenent of Learning, publiched iu 1605,

and Richard Fleckno's Short Dhiscourse of the dfnglisgh

Stage, published in 1664, {irwnly upholds that the

chief business of a play is to illustrate, practi-

1.,

e

p. 66if. These points are fully voevered in Chap.II.-

©Tbid., p. 66,

STbid,, p. 66.
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caily, this dramatic law,” g lich thought on the

snbject was more cOncerned with the @thics 0£ the
drama than with any cther Conuidératiunﬁ;» 1t wvas.
the Puritan spirit ag cxpremmed'by Rogcr Agchamn
which wan largely reﬂponﬁible for the éu‘SGQQentAde~
velopment oi criticism ol the principle Qf poetic:
justice. Ascham was one of.the‘most'digtinguished.
of the defenders Qf-Puritanism} e attéékéd £ﬁe |
kd?ama>on the grounds: of immorality and forcéd iL&

upholders to come to its defense. Secause of the

oprosition with which the drawma had to cmntend,'itmz

defenders found 4t was oy more neceusary to junti-

Ly it on groundﬁ of morality than to emphasize its:
aesthetic function.

It is liardly necessary to bbmerve how impofé*
tant the doctrine of poetic justice vag invSucn &
situation. “hatever. wmizght have been the effeét of
a philosophical arguent in favor of thé aégthéﬁib{
aim‘of voetry, it was.of such Little importance av

the time that there iy hardly any evidence of it in

lM. A, fuinlan, Peetic Justice in the Drama,

D. 66,

R I
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early inglish criticigm, Critice sought the ob-
vious morality. Taeticu became wore and move rige-:

orous after the theaters were closew until by the

end of the seventeenth century, a V‘”OLOU )campaign'

was veing wade against the ethicy ol the draum.

Tault was found with the wowt distinguished ol the

Llizabethan playwrights. (hakesPGare; ﬁeaumont and.

Tletcher, Jonson, ana .ebster were PLlLlGl sed for
? ’ 3 . E

not having followed the law of poetic justice.,

Thomasp Rywmer was the extremist vho heldithiﬁ VILEGV

le entered the field of 11tnr;rJ C?lC10LSJ in the

=

fullest sense of the word with the publioaﬁion in

1678 of his The Tragedies of UlC Last Age. lie

formulated hisg idea of the doc¢trine more fully than

had been done before, and he tcok a most radical
pOSlLiOH in regard to it. Hiw theory admitted

no mercy for the one vho was to suirver; it vent so

far asg to demand that suffering be placed uppn"ﬁbe

stage. It was ymer who iutroduced the cighteenth
centurJ expression that there should be "no hell

behind the cceneg." John Menniy vad anothe G-

tremist., e maintained that it wag not guffiCientﬂaf

a4

to punish the leading characters for”jheir’orlueu;"t*jf

but that the minor characters, too, must’be‘treated5f'._



according to the sawe strict rule. .

It was Joseph Adaison who instituted the ve- -

volt against this view of poctic justice when, in. e

——————ern

1711, he began a civcucsion of the drama in The
Tpectator and paic his complizents to both Hywer
and Lennis by calling their doctrine "ridiculous"..

¢
"

e wap critic enough to recognise Hhakesnpeare as.
one of the vorld's greatest drammtists and he rca-

lized how inadequate such wminor rules of morality

vere in the face of ‘hakesveare's high achievenent.

At first Addision btoou alone, but rapidly thé’_‘
>mppreciatorm ol ﬂhak“SPGare”ralliea Lo fhe‘vcvolﬁ-f
and the idea that the drama shuuldvbg u:mifréf.ofr
life bhecame soundly egtablisrhed. -

It ig sipnificant that there was uo evidence,:

hefore, Addison, ol anyone srguiug ia favor of the =

.

non=-obeervance of mpoetic justice. Critics had
come to accept it ag o traditicutal conception oi

the funclticn of ypoetry; it particularly wcatinlied.

the ethical requirement of the Puritans. Tt is

extremely significant, however, that certailn aramsi=

tiztys had ignored the accepted rule. Their opposi-~

tion wasg silent. It would seem Trom the eriticism .

against such rébel writers that tha rules'thatAgdva”,glfmf
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crn art are an alter-Lhousht in the rindgs . of iesger°
B o |

At any rate, ‘hakespoare is the Qutmtanding
example of a writor who ienored the striot>rulc‘of' 
poetic Jjustice. he narrow seuaé of the term was
too contining Lfor his penius, e Iouhq life to
be both good anu evil, ana he believed it abuurd
to show that good et always tyiuvnpih 5uperfibiélj_
1y, The traditiounal idea of rcwards und puﬁish_
nents in tragedy cxhibited nn«optimiam tpo challow
for hig art to Lollow. bome of i Leading contemQ 
pories also aveided a wtrict ibllowiug oﬁ‘th&’rulQ,
in wpite of the fact that the Puritan SPirit,waa’al~

Jo,
“.‘1"‘ °

ways slrong on the gide of cut~and~dried morali
‘Bocause of the censorship placed upon the
¢rama, it vould secnr wise for the drovatic vriters.
of the lilizabethan age to vake the best of o situa-
tion and write their nlave e that the couse oi
morality would afpear to be gerved, ﬂbw‘th@y did
serve that cause ond how guccessiul they werc,‘hofhv
ethically and aesthetically, it is‘tﬁe burpoae of

the recond part of this paper to dincover.




CHAPTER II.

STUDY OF THE DOCTRINAZ IN FIFTEEN SELECTED
REFRESENTATIVE ELIZABETHAN TRAGEDIES.

A protest against the conventionalities of

the "ghost and revenge" drama and a demand for

greater realism was made in Arden of Fevershan,

the earlicest extant domestic tragedy, the author

of which is unknoWn.l It was acted about 1590

and was first published in 1592, The play re-

lates the history of a murder committed some

forty years before, and makes its appeal almost

as a melodrama would. The plot, in briet, is. .
this: Alice, the wife of Thomas Arden, becomes

the mistress of Mosbie, & countryman of low

birth. "The two plan to murder Arden, she because

of her passion for Mosbie, he because he wants

the wealth which Alice would possess upon her

husband's death.  After several attempts which

are unsuccessful, they finally commit the murder,'

but their crime is immediately discovered and

1

Ashley Thorndike, Tragedy, p. 109-110.
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they and their accomplices are executed.

The cause of morality is very neatly served
in this play, inasmuch as in the last two scenés 
the author definitely points out the errors in‘the
ways of the offending characters. In Scene:v, Act_ ‘
V, after the trial, each one implicated in the
crime reproaches the other until the sentence is -
given and all are}sent to a speedy execution. The 
author fqllows an exceedingly strict torm of jus-
tice in having all the guilty parties suffer death
regardless of the magnitude of their guilt, The -
author seems to rationalize that guilt is guilt,ﬂ
no matter what.the.degree,'and 50 all mu3t1suffer
alike to please the ends of Justice. This idea is
carried to its eXtreme when, in the cpncluding
scene of the play, ¥ranklin, the loyal friend of
Arden and the only true sur#ivor of'the’tragedy,
enters the stage to deliver himself of ‘an epilogue :
which takes care to point out the tact that évefy;.
"one received his own just deserts, even the seeming—

ly wronged and abused Arden. This epilbgue*estab-",

lishes the proof that Arden of Feversham is a moT-.
ally conceived play following the dictates of a-

theory of justice based upon strict retribution. j§“\fl"~“';fg‘f
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This is the last word of the author:

Thus have you seen the truth of Arden's death.

As for the ruffians, Shakebag and Black Vill,

The one took sanctuary, and, being sent for out

-Jas murdered in Southwark as he passed .

To Greenwick, where the Lord Protector lay. o

Black +¢ill was burned in Flughlng on & stage;

Greene was hanged at Osbridge in Kent;

The painter fled and how he died we know not.

But thig above the rest is to be noted: »

Arden lay murdered in that plot of ground

Which he by force and violence held from Reede;

And in the gragss his body's print was seen

Two years and more after the deed was done.

Gentlemen, we hope you'll pardon this naked
tragedy,

Wherein no filed points are foisted in

To make it gracious to the ear or eye;

For simple truth is gracious enough, B

And needs no other points of glosing stuff,t

The audience is not allowed to surmise that’anykoné
escaped Jjustice or was punished unjustly. Shake-;,‘
bag, Black Will, Greéne, and the painter are shoﬁh
to have met death behind scenes., In the case of
the painter, although "how he died we know not",
still the fact of his death is taken for graﬁted;k
And lest Arden seein to have beén unjustlywpﬁnished;
the author says: | |
But this above the rest is to be noted:

Arden lay murdered in that plot of ground a
Which he by force and violence held from ?eede,

Larden of Feversham, Act V., Scene vi.

21vid., Act V., Scene vi.
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In every case the moral seems obviously pointed: _

The wages of sin is death, T'he moral import of thé 

play is echoed in Alice Arden's last line: |
Let my death make amends for all m.y‘sins.l

Even though the spectator or the reader may be

morally satisfied with Arden of Feversham, there

vet remains much to be desired from thevartisticv*‘
view~point. Notwithstanding the protestation -
ﬁttered in the last five lines of the epilogué,

the play is not "naked tragedy" nor does it»avoid
detéilsvwhich make it "gracious to the ear énd eye",
It has the accustomed unreal decorations of the
contemporary tragedy. Its greatest mefit'lies

in the types. Alice Arden is an unmoral, féther
than an immoral woman, for she seemingly has no
sense of morality but only an utteriy selfish re-
gard for herself. Yet even so, she is not the

true villain, for although she is stfong in her -
evil intent at the beginning, she cracks uhder the
strain toward the end and experiences remorse.fv |
Mosbie is the true villain who has not even the ex-

cuse of passion to condone his crime. Both he, as

larden of Feversham, Act V., Scene v.




the scheming "bad man" who murders a fellow man for

money, and Alice, as the untaithiful wife, get the
proper retribution. Arden, however, is rather a
victim of circumstances, The author, in the epi-
logue, as has been noted, tries to show wherein
Arden's fate was deserved, but the spectatorktends
to feel that Arden did not suffer death because of
a tragic flaw. One can no longer imply that tra-
gedy, like Providénce, distinguishes the just

from the unjust, nor is such a play to be searched,
like the ways of Providence, for such a perfect
discrimination, To a modern it would have seemed
more fitting and more tragic had Arden's fate re-
maihed undeserved and had.the end ot poetic jus-

tice remained unserved., Arden of Feversham is an

imperfect play, neither tragedy nor melodrama.
The hero faces no great conflict, he does not die
tragically, in the true sense of the word, nor
does he "come out on top" as the hero of a melo- -
drama should. Furthermore, the play is weakened
aesthetically by the forcing‘of a moral,

Thomas Kyd's, The Spanish Tragedy, published
L _

in 1592, was probably acted in 1588.

lashley Thorndike, Yragedy, p. 100.

It is a play s
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of crude and cumbrous effects, full of abéurdity and
bombast, yet not wholly powerlees in its presenﬁatioh
of the strugglekof the human will against evil and
destiny. The main theme of the play is re#enge'of 
a father for the death of his son. The idea of the
vengeance ot the gods or of Frovidence or bf Tate,
what you will, being carried out by man is es p801a1~
1y strong. What happens to all the important char-«
acters of the play is told by the ghost in Act IV,
Scene v:

Horatio murder'd in his father's bower;

Vile Serberine by Pedringano slain;

False Pedringano hang'd by quaint device;

Fair Isabella by herself misdone;

Prince Balthazar by Bellimperia stabb'd

The Duke of Castile and his wicked son

Both done to death by old Hieronimo;

My Bellimperia talltn, as Dido fell,

And good Hieronimo slain by himself:
0f all these, Lorenzo, Balthazar, and the Duke of
Castile are the real villains who deserve their fate,
who reap what they sow. Serberine and Pedringano,
ag accomplices, also deserve their deaﬁhs. Horatio, 
Bellimperia, Isabella, and Hierinimo seem to be vic-
timg of circumstance. Horatio is undeéervedly
slain at the instigation of the Machiavellian

Lorenzo. 1Isabella, a perfectly’innbcent'victim’

enmeshed by the inscrutable and unjust ways of



life, goes mad, and in her insanity commits suicide.

Bellimperia and Hieronimo are the agents of revenge,

and, after fulfilling their duties,‘bring their own
fates upon themselves deliberately throughvSuicide.
They punish themselves for.having killed other
people; they are their ovwn poetic justice. Bell-
imperia is ofvlittle importance as a character;

she is a mere pég upon which Kyd hung sentimehtal—
ized love and revenge speeches., But the dhéraﬁter
of Hieronimo, rudely drawn though it is, cannot be-
said to fail in subtlety of conception. He is |
‘naturally good and noble, meditative by tempéra—
‘ment, driven to melancholy and madness by the re-
sponsibility forced upon him by crime. Whéh faced
by the necessity for revenge, Hieronimo tfuly
faces a conflict; he has.tovconiend bothbwith

his own hesitation and the intrigues ofvthe vil-
lain. He very nearly apﬁroachés the chéiacter of
the_true tragic hero. Kyd, however, did_not al-
low himself to concentrate his energies’toithat
end. Kyd was not‘attempting'to penetrate the nmys-
tery of life in this play;  He was wfitingffOr-the
theater, not for literature; he was not,sincére

and honest in expressing a true view of life, for
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his characters do not rise above the level of puppets‘:
that may be shoved through their parts. The result '
is that there is no true tragic motive at the bottom

of all the trouble in The Spanish ‘ragedy. Kyd‘turhed

moralist at the ehd of the play, after having given.
his audience a mixture of classiCal hocus-pocus and
veiled meaning, and completed his “people's play"
with a definite attempt at showing the law of poe;
tic justice at work, Revenge says to the Ghost:
Then haste we down to meet thy friehds énd foes;
To place thy friends in ease, the rsst in woes;

For here though death hath end their migery,
I'1l there begin their endless tragedy.l

Tamburlaine is the first trégedy worthy‘of
study fromball points of view. It meant sométhing
to Marlowe, and to art as well. Strictly speaking
it is not a tragedy, but a "success" play, showing
the lust and desire for powei vhich was a prdmi— g
nent aspect of the Renaissahce. It was acted as
early as 1588.2 Marlowe discarded the old con-
ception of tragedy which dealt only with lifte and>

death, with reversal of fortune, or with bloody

lrhe Spanish Tragedy, Act Iv., fcene v,

2 : o
Ashley Thorndike, Tragedy, p. 89.



crime, and substituted for it the conception of a

great personality struggling heroically against an i

inevitable defeat. Tamburlaine hardly can be said

“to have been overwhelmed by an inexorable law of
- poetic justice, for Marlowe has him die rathér
tamely for all the evils he has.done; There is'ho 
ekpression of a Weil-orderéd doctrine of poeiié |
justice in the play, since Marlowe waé'néver a
conformist; nor is there, on the other hénd; a
high tragic expression‘ofvthe inscrutable work-
ings of Providencé. As Thorndike says, " Panibur-
laine's death is merely the end of the play; not
a tragic catastrophe."i Nevertheless, there ié
an unmistakable representation of the irony of

life. Tamburlaine, the great,'through his“success-

ful conQuests has come to believe that he has at~ 

tained the h ighest happiness, that of freedom

from limitations. Then Zenocrate dies, undeserv-

edly, from the point of view of a retributive

dogma, and Tamburlaine is as bewildered as he is

grieved.A When he realizes that he, tod; mist,

yield to death as the strongest-Canuéror, he

lAshley’Thorndike, Trageqz,p.'Ql.

85




36

realizes with a shock that instead of controliing
fate, he has beéh its plaything Death becomes the
only check to his egotism; it overcomes: hlm as it L
overcomes everyone, Although death is the.1nev1t-t
able defeat which 'amburlaine as a great personal-
ity must face, it is not enough, from ﬁhe sfandQ  |
point of poetic justice, that he merely'dies of a .
fever, Marlowe errs on the side of aeéthétics;
and so ultimately.on the side of ethics, hy not .
making Tamburlaine bring his own fate uﬁqn,himseif;“
There is no close relation of cause and effect.
And even the greatest sceptic will agree that
there should be some unity betWeen what a man
_does and what happens to him as a result, Wha£~
happened to the hero of Tamburlaine certainly igs
not enough to class that play as a poetic juéﬁgAjv
ice type. | ok

In 'he Tragical History of Dr,;ﬁgygggg, Mar-

lowe has given us a more nearly tragic character |

and has lived up more fully to his idea of tragedy.';i 
That‘is, Dr. Yaustus is the dominant flgure, eSSen-j1 
tially good and noble, yet haV1ng a traglc flaw oi
haracter which is an uncontrollable pa551on iox

knowledge. The wealth of Faustus' personallty is. ,f*




the measure of the greatness of Marlowe's plaJ. He'

has that touch of sublimity of soul which the great

Greek characters had and for which a'penalty must.be~“"'

paid. The penalty that ig paid, the justice that{is 5

awarded to Faustus is of a peculiar sort. Opén-eyed o

and clearminded, he drives a bargain with‘MBphistoé
pheles involving his soul, knowing the fate,which‘

inevitebly lies in store for him, His choice of

the power of magic instead of his soulfleads'himjtoé-ﬁ.'

ward apparent success, then past the opportunity for>3-

repehtance to final remorse and damnation, The,
final soliloquy of Faustus and the terrific.climax:
of the play reveal the sufierlng, the 1nternal con-f

1llct which the hero brought upon h1m<elf in a re-

tributive manner, The most carefully planned sere

mon could scarcely hope to exceed in rellglcuo
force the depiction of Faustus' fearful struggles

with conscience and the unspeakable horror of his

remorseful departure. Reflective soliloquier ap-

pear more freqguently in this play than in.Tambur-1  :

laine, & significant fact since it shows the in- =~

creased importance given to inner conflict. Theqbf-'

moral tone of the play is set by somev6f Faustusfff'5V55

soliloquies in which his over-ruling passion.
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struggles with his conscience. The'Openiﬁg‘éoliio;‘
quy is a dramatic foreshadowing of his fate)r In part'
he says, | | IR o
The reward of sin is death., That's hard.
If we say that we have no sin we deceive our~
selves, and there's no truth in us. Vhy then,
belike we muast sin, and so cOnsequently die.
Ay, we mist die an everlasting dea‘th}.'i“”
Once he has made the decision, "this night.Illl can;j”"
jure tho' I die therefore"; and once he'has signed "
"his soul away, there is no turningkback‘fcr Faustus;r
body and soul, he is to be dauned.. He ignores all’
oprortunities for repentance; and althdugh ih hisi- »'
last'soliioquy he hecomes remorséful,'tﬁefé‘isbho :
hope of redemption; the catastrophé is ﬁbtal;f Thié -
raises a question as to the aesthetic effectiveness :
of the end of the play, because Mar16We includes no 1
element of hope in Faustus"downfail.' Faustué is ndt 
reconciled to his fate. 1In the greatest tfagédics,_ 
particularly in those of Shakespeare, there is aliiv‘
ways a high feeling of hope, of recbnoiliation}‘in_ w
the final scene. Taustus loses everything; evén“:
his soul; that is black pessimiém. ‘And, aS'é mod{ -

ern critic has said, "to lose the wOrldva£ to gain

1rne Tragical History of Dr. Fauétus,’Scene I. ffﬁ; 1 
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one's soul, this is the profit of tragedy, as both
history and art bear abundant witness. And'thé
greater the victory, the greater the tragedy. For
tragedy is life that plucks victory from the very
jaws of defeat,"l
Faustus is thoroughly punisghed. Marlowe bows
to the demand for poetic justice and closes the
play upon the moralizing of a chorus:
Cut is the branch that mighﬁ havevgrown full
straight,
And burned is Apollo's laurel bough,
That sometime grew within this learned man.
Faustug ig gone; regard his hellish fall,
Whoge fiendful fortune may exhort the wise
Only to wonder at unlawful things, Rt
Whose deepness doth entice such forward wits o
To practice more than heavenly power permits.”
The most popular of Marlowe's plays in the
eyes of the Elizabethan audience was The Jew of

Malta, acted about 1589 ,3 As in Tamburlaine and

Dr. Faustus, the interest in characterization cen-
‘ters 'in the main protagonist, the Jew is this case.
He is the source of all evil in the'play; utterly |

without conscience, ~With his accomplice,llthamore;

lphilo Buck, Jr., Literary Criticism, p. 283.

2The Tragical History of Dr, Faﬁstus; Scene XIV,  ;‘

3Ashley Thorndike, Tragedy, p. 89.




he executes all manner of evil deeds in the'true:
Maohiavellian manner; once his lust for gold is
thwarted, he drives himself through a series of

villainous triumphs, killing everycne who oppoées

him, until at the end an ironic death overtakes .

him. He dies horribly, as he should,.for all the

horrible things he has dbne. Barabas is an in-

human monster; Marlows could not do otherwise -

than bring him to a spectacular and well-deserved

end. Ithamore, as the crafty cbunterpart_of £he"
Jew, also deserves his death; The majority of |
the‘minor characters, however, do not properly
earn their fates. They seem to be the more or
less innocent victims of the Jew's cunning machinQ
ations. They are not awarded a poetic justice. ‘
lMarlowe, of course, was not particularly inter-
ested in minor characters, and so he merely |
sketched them in his plays without attemptiﬁg

a sustained delineation. They are only niné-pins

which the Jew can knock down as he plays his game

-

of evil intrigue.

Marlowe knew well how to delight his audi=
ences, how to please their sense of justice. When

Barabas, Ithémore, Bellamira, and Pilia-Borsa aref.
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'all proclaimed dead, Ferneze remarks to the Vice~
Admiral of Spain, o
Wonder not at it, sir, the Héavens'are justj
Their deaths were like their lives, then
think not of ‘emn.
Such a remark is designed to impress the audience.

with the justice that overtakes the schemers. Bara-

bas recovers from the death he feigned, but heqdoes "

not escape from justice, for he is plunged finally

into a cauldron of burning oil, and the aUdiénce X

periences a double delight "for 'tis the sport to
have the enginer Hoist with his own petar." In all
likelihood the downfall of Barabas was greeted by
tremendous applause. None the less, the play is not
a legitimate type of tragedy. It lacks that great-
ness which Aristotle demanded of tragedy when he
said, in deciding what was proper for tragedy.
Nor, again, should the downfall of the utter
villain be exhibited. A plot of this kind-
would, doubtless, satisfy the moral sense,
but it would inspire neither pity nor fear;
for pity is aroused by unmerited misfortune,

bear by _the misfortune of a man like our-
selves, S

\

lrhe Jew of Malta,Act V., Scene i,

25. H. Butcher, Aristotle's Theory of Poetgy,*Y"'

and Fine Art, p. 453.
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In Bussy D'Amhoia} acted about 1600 to 16041,'

George Chapman centered the interest of thevSpecék

tators upon a story of ambition, conspiraby, énd,k

adultery, the hero of which is the powerful'and ihﬁwj

solent D'Ambois., IFmphasis is placed upon literary

figures and rhetorical philosophizing, not upon

stronglcharacter portrayal or upon a careful fol=-

1owing of the doctrine of poetic justiCe; Whatever

there is of poetic justice order is included by> 
implication in the lines Chapman has placed in the
mouths of his dharaéters. Tobbe'sure, Bussy

D 'Ambois receives just punishment for his pride
in power and his arrogance in expecting to séduce
Tamyra without fear of reprehension. He.is‘giﬁen
an opportunity to avoid his fate when Behemoth,
the spirit, warns him in one of the final scenes
that he will come to death through the hands of
his mistress. Hven so, D'Ambois}exercises his .-
will freely, knowing that his disregard of the

fair warning might cost him his life. Tamyra,

the unfaithful wife, does not pay the usual and )

accepted Blizabethan penalty of death for infi-

1Ashley Thorndike, Tragedy, p. l44.
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delity, but is merely exiled from her husband., = Her

husband, Montsurry, with his triend, the Duke of
Guise,‘goes scot-tree for the intrigue and murder
he caused. The ende of Justice are not strictly
served, It is significant, however, that this'playb

was followed by another from the pen of Chapman,

called The Revenge of Bussy D'Ambois, in which, it

" may be implied, some attempt was made to avenge o re

Jjustly the death of D'Ambois,., Apparently, Chapman
felt the necessity of portraying a more complete
and proper retribution.

some of Chapman's lines, as was menticned, in-
ply'his point of view toward retribution, a poinﬁ~of
view that is very Shakespearean in some of its su@-
gestive power. D'Ambois' first 1ine is this:

Fortuni, not Reason; rules the state of
things o & o B

and it is followed by another fateful line:

Yan is a torch borne 4n the wind; a
dream but of a shadow , . .

Still later, comes this:

Man's first hour's rise is first step

lBussy D'Ambois, Act I., Ccene i,

1bid.
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to his tall.l
Tamyra echoes this belieti in an external force
which drives men to their actions when she con-

fesses,

It is not I, but urgent destiny,

That (as great statesmen for their general end
In politie Jjustice, make poor men otiqnd)
Lnforc&th my offence to make it just.”

Tamyra also sounds the_depths of tragic feeling when

she asks, -

When will our human griefs be at their height?
Man is a trec¢ that hath no top in cares,

No root in comforts; all his power to live

Is given to no end, but +' have po‘er to pr1eve.5

And the shadow of the Friar replies,

Tt is the misery of our creation.%

Undoubtedly, the speech that reveals Chapman's atti-
tude most clearly is the one delivered by Mbnsieur°'

Yet, as the winds sing through a hollow tree, .

And (since it lets them pass through) let's
it stand;

But a tree solid (since it gives no way

To their wild rage) they rend up by the roots;

lBussy D'Ambois, Act I., Scene i.
21bid., Act III., Scene i.
9Tbid., Act V., Scene iv.

41pid,, Aet V., Scene iv.




So this whole man,

(That will not wind with every crooked way -

Trod by the servile world) shall reel and fall

Betore the 1rantnc pufts of blind-born chance,

That pipes through empty men and makes them
dance.

Although Chapman caiered to the dictates of hig

audiences by revenging the death of L'Ambois in the
second play, yet one feels that at heart he thought.
it true that Wature works at random, that there is

no well-ordered rule of poetic justice in life.
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Sejanus, His Fall, by Ben Jonson is a thorough;J 

ly moral play and at the same time is thoroughly’in-‘
effectual in strong tragic appeal, Jonson tried td |
entorce on the public stage what he regarded as the
essential rules of tragedy, but he "o'erleaped himé-
self" in striving for a clas 31cal effect w1th ‘the re-
sult that his work smells too much of the lamp. DBe-
sides that, Sejanus.is weakened from the artistic
point of view by its abundant moral, Jonson clasg-

ifies hlmgeli with the defenders of poetic jus tlLe

when he concludes the argument of the play as iollows:

This do we advance, as a mark of terror to all
traitors, and treasons; to show how just the
heavens are, in pouring and thundering down a
weighty vengeance on their unnatural intents,

lBussy D'Ambois, Act V., Scéne ii.




éven to the worst princes; much moré.tb'thOSB,
for guard of whose piety and virtue the angels
are in continual watch, and God himself mira-
culously working., .
There is no doubt as to the‘intent of the tragedy.
Sejanus, in his desire for power in the Roman Bmpire,
stoops to inhuman acts and is bfought to his death
through the very man against whom he is'CUnspiring.
fejanus himself is not a strong charactei; he is |
neither a good hero nor a bad villain. Also, the
senators oppqsihg him are weak. 'he result is that
there is no strong conflict in the play,*eépecially
no spiritual conflict., Sejanus struggleé‘neither
with his consdience, since he does not seem to have

one, nor with hig antagonists, who oppose him only -

passively. Jonson shows no splendour of conilict,

only the vice and meanness among men. Sejanus! down=

fall may be said to core about as a result of his
arrogance toward the gods. He denies the poWer of
Fortune, and Jonson, in the old classical tradition,
has him punished tor such a denial. As is cﬁStdnh »
ary with the majofity of the Elizabethaﬁ‘plays, |
little attention is paid to the working out of the

fates of the minor characters. The moral is cen-

1w, A, Neilson, Chief Elizabethan Dranﬂtisfs,‘
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tered upon the fall of Sejanus. When it is all over,
Jonson cannot refrain from calling the last attention
of the audience to the lesson to be learned. He has
Terentius say, as an epilogue,

Let this example move the insolent man

Not to grow proud and careless ol the gods.'

It is an odious wisdom to blaspheme,

‘Much more to slighten, or deny their powers:

From whom the morning saw so great and high, j

Thus low and little, 'fore the even doth lie.™

In 1603, a play of domestic distress called A

~ Woman Killed Vith Kindness, by Thomas Heywood,kwas-

popular on the stége.z Its theme is the common
‘one'of adUltery and revenge,'bqt the conclusion is
in the nature of a surprise to the Elizabethan audi-
ence. john and Nan Frankford are butvshortly married |
‘when John's friend, Wendoll, forces his love ubon]  |
Nan. GOhe becomesahis mistress, albeit an unhappyb
one. When‘Frankford uncovers the situation, hé bé#t
rates Wendoll and banishes Nan trom his life‘ ‘Nan
ig so thdroughly repentant ibr her evil deedithét

she starves herseli to death., IFrankford forgivés

her before she dies. Wendoll leaves England to wan-  * o

lsejanus, hig ¥Fall, Act V., Scene x.

2 pshley Thorndike, Tragedy, p. 140.




der on the continent, |
'Penitencé is‘strongly stressed'in‘the"pléy:_ 

and the moral lesson is donstantly enforced v Nan f

is the repentant oinner for whom the audlence feels  'v

pity because of her punishment, even though:herhban-

ishment seems'just. Her sin is tfeated in’&,no#el_'”

way, inasmuch aé'her husband refuses to také.Vénéﬁ'

geance on her. His actions‘are‘cohtfary tozéil'ff"

those‘expected of good,'righteous, strong'Eliza-

~ bethans whoée traditionalbideas of adultefy:wére

invariably accompanied by ideas of vengeénce: Nan

does not get full retribution in‘their eyes,‘alf

though we moderns are somewhat_satisfied’tobaocept'

penitence and remorse as sufticient suffering.

| Wendoll is the villain who escapes théfléw-of

poetic‘justice.- He utters a few words df‘éorrdw

over the whole affair, but he neither quffers:

greatly nor dies for his crime. He ig a weakling, ’ ;,

1ncapable ot great nobility or cuiierlng.- Mpbster: ;)

has put fine lines into his mouth but they do not

sound sinceref his mental_sufferingvdoesfnot'Wieck f

his soul.. He goes entlrely unpunlshed. | 5
¥rankford is a nearly noble character who sui-i} f

fers severely because of his wife's 1nf1aellty'and.g




who has done nothing himself to deserve the breakiﬁg'
‘up of hisg home, The Elizabethans'thoughﬁ‘him to’bé ﬁ
a kind man since he did not punish Nan with iiolencé.l‘
The modern tendency is to be sceﬁtical.bf,his kiﬁdf'_r
ness, sinée hig banishment of Nan trom her7hbme}and
children seems a greater cruelty than sudden’déath; « 
would have been, He, of course, forgivés‘her at
the end,.but’the torgiveness comes %00 late»andlshe
dies. | |

The doctrine of poetic Justice is notvcérried-'
through to its ultimate end. The guilty wife‘dies, i7 >
but the villaih escépes, and the_huéband‘suffeisbl
through no tault of his owh. There is enough of 4 
moraiity, however, to satisfy the Puritan idea ot
having the drama teach a lesson. On thréekdiffef;'
ent occasions, Nan says,

This maze I am in_
I fear will prove a labyrinth of sin,d

Oh! what a clog unto the soul is sin!e

: « « owhen you tread awry,
Your sins like mine will on your con-

1a Woman Killed With Kindness, Act II.,
Scene iii. ' ; '

2Ibid., Act IV., Scene iv.
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science lie.l N
Ihe characters of the sub-plot also preaéh théirV 
11ttle legsons although they themselvem are not so b
involved in tragic 01rcumstances.' Sir Trancls says,

' . + « these troubles = n
Fall con my head by justice ot the heavens.®

And Susan remarks at the close of the play,

Alas, that she should bear so hard a fate!
Pity it is repentance comes too late.d

Heywood's tragedy is hotigreat because the‘chér; ﬂ
acters themselves are not great, nor is there ahy e
driving motive, any overwhelming conflict, in ﬁhefl!_ 2
play. It is not conceived on a grand SCaie."In |
ite realism, it is not the stfict poetic'justioe ‘
type of play, yet it serves thé’causebof morality»
by pointing out that sin is wicked. e
| The Maid's Tragedy, written about 1609—1611'i

by Trancls Beaumont and John Iletcher is one of

the most representative works of these two popular

s Woman Killed With Kindness, Act IV.,

Scene v,
21bid., Act V., Scene iv.

3Tbid., Act V., Scene iv.




dramatists. ‘'he plot is highly ingenious and compli-

cated, its main purpose being theatrical effective~

51

ness, The scenes lead from one suspense to another -

always at a high pitch, until the final climax,or_ca;‘

tastrophe is reached. fThere is no subtlety of char-

acterization, no depth and(conmiexity of_humén nature,

no attempt at great moral purpose, no hobility'of COYie

ception.

Amintor gives ﬁp Aspatia to marry Hvadne, who
unknown to him is the King's mistress. When this‘is,
revealed to him, he becomes melahcholy ahd tells hiS’
trouble to hié iriénd Melantiueg, who decides to

carry out a suitable revenge. NMelantius persuades

Evadne to kill the King; she also kills herself. As-

patia, disguised as her brother, challenges Amintor 
to a duel and is killed by him. When he discovers k
whom he haé killed, he stabs himself and dies in ré+7
morse. | | |

With the exception of Melantius, who suffers

keenly from the loss of his friend, all the main char-v;

acters get a violent death as retribution. The King
dies for seducing Evadne; she dies for her villainy
and crime; Amintor dies for kiliing his trUe]love;

and Agpatia is the indirect cause of her own death»




‘although, strictly speaking, she does not deserve

to die. It is her tragedy; she is the innocent

vietim, ©She and Melantius are the only flgures who:

win sympathy from the audience. She is pltlable‘
for the plight in which she finds herself; he is
made noble through his strong and loyal friendship

for Amintor,

Beaumont and Tletcher serve the cause of prac-

tical morality by concluding:

May this a 1alr example be to me :
To rule with temper; for on lustiul Klngs
Unlookt~fo sudden deaths from God are seni,
But curst is he that is their instrument.

But there is, in this play, in spite of the pointed

lesson, no sense of an ihevitable justiceQ
Before 1614, John Webster wrote one of the
most impressive and important of the tragedies pro-

duced on the klizabethan stage. In The Duchess of

Malfi, Uebster‘transformed the old blood~for-blood
revenge play into an outstanding work of art and
closely approached the genius of thakespeare in

his recognition of a high moral value. In con-

struction, it is weak and crude, but in spirit, it

‘is supremely poetic,

lope Maid's Tragedy, Act V., Scene iii;
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The plot has its foundation in a story of
villainy. The Duchess of Malfi is a widow, for-
bidden by her brothers, Ferdinand and the Cardi=
nal, to marry again. They desire'to be her only.
heirs, and appoint Bosola to spy upon her}j'bhe,
howeveyr, loves and secretly marries Antonio, hef 
stewar@. Bosola reports this to- rerdinand, and
the Duchess is ﬁursued, captured, torturéd, and
killed. Antonio ié killed by Bosola by chance,
and the Cardinal by Ferdinand. Ferdinand gpés mad.
and dies at ihevhands of Bosola, and Bosola, the
last survivor, dies from a wound the Cardinal gave

him. The play ends on a hopeful hote, however,

since the Duchess' son by Antonio is to be restored

in hig mother's right.

“As in Kyd's The Spanish Tragedy, the requitél,

in thie play is blcody and melodrawmatic. The
deaths are as frequent as in the old tragedies and
even more horrible., But the villainy seens morev 
plausible, the suffering more ihtense; the charev

acters more true and noble, The Duchess is’es-‘

pecially strong, brave, noble and dominant of will,

€he says to her brother, terdinand, ". . . know,

whether I am doom'd to live or die, I can do both
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like a prince", and both she and Antonio feel 6f‘}
their love that the game is worth the Candle,‘the
punishment is worth the prize.  They are both‘inno—
cent of wrongdoing and in no sense do they deservg _
the fate that overtakes them. Nor does Cariola, |
the Duchess! servant, deserve her death. The piti-
fulness of the suffering and the horrof'of thévevil_f
in the play are so intensely dramatized that the
spectator agrees with Webster that there'is no
justice in the ways of Providence, that the pre-
vailing viiew of life is bitter and cynical. The
only relief is through respect for fortitude and
conscience, Innocence may suffer trom the cruelty«
of the wicked, but it dies heroically and nobly, |
and retribution awaits the violators ot mbral law,.
In the case of the Duchess, sebster rouses paintul,
pitiful teelings and does not calm them at'the'end;
Her death shows no law of human destiny that con-
nectsvsuffering with previous action, The result
is that the catastrophe that overcomes the

Duchess strains the heart with pity, rather‘

than with the tear that accompanies fhe spectacle
of tragic guilt being punished. ¥erdinand and

the Cardinal reap the reward of wice, but they



have no gqualities of the tragic figure. Bosola has-

some tragic struzgle with himsell’, some redeeming
features. He repents having played the part of a
villain; he has some goodness but no real greaﬂnessv
of soul; he is not noble enough for a tragic herb.v

His death speech i1s a cry against the injustice of

life and at the same time is a justification tor a

belief in the essential goodness and nobility in
living, He moans, |

; 0, I am gone! S
We are only like dead walls or vaulted graves,
That ruin'd, yields no echo., Fare you well}
It may be pain, but no harm, to me to due
In so good a quarrel. O, this gloomy world!
In what a shadow, or deep pit oi darkness,
Doth womanish and fearful mankind live!
Let worthy minds ne'er stagger in distrust
To suffer death or shameg for what is just:
Mine is another voyage.- '

The villains all die, but so do the good. There is

no distinction made between the deaths of the good
and the bad., Webster does not follow the rigia
"rule of poetic justice. He satisfies avhighér mbr-
ality, however, in‘his reéognition of true vaiues._
The note of hopefullhess, of reconciliation, at the
end of the_play recalls the ethical appeél of |

Shakegpeare:

1The Duchess of Malfi, Act V., Scene v.
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_ Let us make noble use
Of this great ruin . + . o
' "« o » I have ever thought P
Nature doth nothing so great for great men
As when she's pleas'd to make them lords
of truth: o
Integrity of life is fame's best friend,
Which nobly, beygnd death, shall crown
the end. \ -

Webster's The White Devil shows this same

point of view and these same characteristics to a

slightly lesser degree, Like The Duchess of Malfi,
this play is complicated in plot and has a Stroﬁg'H
revengé motif, Brachiano kills his wife, Isabélia, :
‘and Vittoria kills her husband, Camillo, so that
they might be tree to love each other, Their
crime iS'discovéred and they’dre'arraignédbby'
Francisco and Monticello, Isabella's brothers.
Vittoria and Brachiano are allowed to escape by
Franciéco,'who has wicked plans for their punish—
ment and who follows them to their hiding place. '
Brachiano is strangled, Vittoria is stabbed by
the a#engers sentkby ¥rancisco, but they in turn
are betrayed and die all together. |

All the wickéd‘are punished; as there are nof’»

truly noble characters in the play, no one is pdn-_

lThe_pqqggggmggmmglfi, Act V., Scene v,
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ished undeservediy; The form of justice'is’follow~ ‘v‘1
ed and the good are shown to be triumphant. ‘The .
moral that is pointed lies in the last two llnPS":‘

Let guilty men remember, their black deeds1
Do lean on crutches made of slender reeds.

There is no proportional justice carried out, since

all the villains die, as they did in Arden of Feveg; L
sham, regardless of the enormity of their crime. |
Vittoria is wicked, but her enemies are more so.

She is driven by Fate; they by revenge. Sﬁe dig=" -
cloées the part Fate had‘iﬁ‘hervdownfall by two
'SpeebheS°

Oh, my greatest gin lay in wy blood
Now my blood pays for it.=?

My soul, 11ke to a ship in a black storm,
Is drlven, I know not whither. v

The power of Fate is ~given great 1mport1nce by Neb- .r "
ster. He exhibits a bitterness ‘and a cynicism that
is both searching and sincere. He believés witﬁ
Flamineo that "Man may his tate foreéée,ubutxhot

prevent!, and that "We cease to grieve, cease to be

lThe Winite Devil, Act V., Scene vi.-
2Ibid., Acva., Scene vi.

3 Ibid.,Act V., Scene vi,
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tortune 's slaves Nay, cease to die, by dying."

Death overcomes everyone‘alike. liven so, Webster

is not pessimistic; he is only somber. Hexpunisﬁes'f

the wicked all alike, but he kndws such punishment i

to be only narrowly moral., The game he playg is. as; 
large as life itself, He discovered life to be com-:~:
plicated, not a regular chessboard of black and Whlte._  

Thomas Middleton and William Rowley collabor~j.f o

ated in the writing of The Chahgeling‘whiCh'wai pro-v-f"‘
ducéd as early as 1623; The play resolveo 1tself 3 i
upon thé usual théme of villainy, murder,,and re-"
venge. Beatrice, in order to avoid a distasterul
marriage‘wiﬁh Alohzo, causes him to be mufdefed by

De Tlores whom she 100ks‘upon as akmehial.'vDegFlerS'
demands her love as his reward, threatening to'di~: 
vulge the murder if she refuses him, “She is led v

into an ent‘anglement with this man she loathes, mean-
while marrying Alsemero whom she really loves and

for whose sake she became implidated in murdér.lfAlQ'"
semero iinally 1earns the truth and casts Beatrlce

off, De Tlores is arres ted but rather than fall

into the hands of justice, he stabs Beatrlce and j 

then himself,

The play points a maral and sb‘satiSfiesvthefi‘ ’1{_M>v*'”“




ethical requirement that is expected of all EliZéf:  
bethan tragedies, but it does not rise through ffagic
intensity to an aesthetic perfection eveh:ﬁhoughvi£'  
contains a nearly trégic character in the peréOn‘of
Beatrice. ©She remains noble oi heart even-in‘her» 
degradation,and retains the sympathy of thé audience,
bhe is caught ih a web of circumstances’ahd is'com;i  
pelled to subscribe to the bargain she makes; Ina
minor way,}éhe is a pawn of fate. She dies»for7héf K
sins in a mood of heroic reconciliation saying, |

Torgive me, Alsemero, all 1org1ve.
'Tig time to die when 't;s a shame to llve.l;

be Flores, who Stabs Beatrice, 1s{the dlrectf
agent of‘his own pﬁﬁishment‘ Hevis a dlear;heéded;'
powerful villain, who stops at nb crime ih'order to
advance himself and who prefers to die by hia own
hand when his game is up rather than a£ the handév’
of the avenging accusers. Both he and Beaﬁrice di¢ ‘._

in the interests of justice,

Alsemero, who is innocent of any crime, endures Qyj

gufierlng for his repudlatlon of Beatrice and so is ;
made in a slight way, the cause oi that gufferlng. .

Alonzo is entirely a victim of circumstances; he is

1The Changeling, Act V., Scene iii.”




murdered because he happens to be in the way of De

Flores. Diaphanta also comes to death as a;victim .
of circumstance, although a moral justification of
her death might‘be found in the fact that éhe was a .

willing deceiver of the innocent Alsemero, It is un-
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profitable and unwise to search a character cafefullyi"

for some act or weakness that might explain his fafe.j

Middleton and Rowley intended to show only the neces-
- sary justice, to point oﬁt‘only the‘obvious‘méralg
Oncefthis is done, they are willing to rOrget'itbr_
all., The remaining characters of‘thekplay are ihf
clined to the same manner. Vermandero éays; |
| Justice hath so fight’}

The guilty hit, that innocence is quit

By proclamation, and may joy again.- ‘
And Tomaso echoes him:

Sir, I am satisfied; my injuries

‘Lie dead before me; I can exact no more . . .2

'ne wicked are punished, the offices of justice are

served, and the play ends.

Sometime before 1633, John Ford's two tragedies,

The Broken Heart and 'Tis Pity She's a'Whofq,werev"

1The Changeling, Act V., Scene iii.

21pid., Act V., bcene iii.



popular on the Elizabethan stage.l  They are quite.

in accord with the prevailing modes of the drama.

The Broken Heart has for its theme, love and

revenge, Penthea, who loves Orgilus, is forced by
her brother, Ithocles, to marry the rich.Baséanes.

Tthocles later repents of hisg éctions, af'ter haviné‘
fallen in love with Calantha. Orgilus, however, who

has sworn vengeance for his blighted life, pursues

~his revenge in spite of an apparent reconciliation,

and kills Ithocles just before he and Calantha are

‘to be married and just as Penthea dies of madness

and starvation., Calantha receives this news, along

with that of the déath of her father, while she is
dancing at court, but she hides her grief until
later., When heq@ourt duties are agcomplished and .
her judgment of death is passed upon Orgilué, she
allows her sorrow to overwhelm her and dies of a

broken heart.

Calantha is a'truly_noble figure with heroic,

Spartan virtues. ©&he has done nothing for which she':

deserves punishment. The strain and the suspense

preceding the fate that overtakes her are excellent-

'lAshley Thorndike, Tragqu, Pe 27,
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ly portrayed by Ford, There is no justice in hér
doom; she simply seems fated for it. Penthea, also;l
sufters unjustly. She is a patheticbhefoine who is ;
imposed upon by a hard bﬁt well-meaning.brother., |
She suffers so from her thwarted love that-shg be-
comes mad; she is another exampie of virtue puhished
by the inscrutable wéys of Providence. Ofgilus is
justly sentenced to death by Caléntha, and works

out a poetic justice upon himself in‘dying by his
own hand. He is noble in his death and reconciled
.to his fate. He recognizesvthe Justice of his doom

when he says, | _
0, Tecnicus, inspir'd with Phoebus' fire!
I call to mind thy augury, 'twas pertect;
Revenge proves its own executioner. |
And he realizes, ag Shakespeare always did, the irohy'
that man often is his own fate and caﬁses:his own
disaster. He diés upon the words, "fo fallé fhe
standard of my prerogative in being a creature.”
What happens to Tthocles is excellent example
of a retributive justicé at work. He suffers from

the very thing that caused his sister to suftfer. He

learns love's power and understands how cruel it is’

lrhe Broken Heart, Act V., Scene 1id,
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for lovers to be separated. He aske Penthea's for-
giveness, which is granted, and ends his scene with
sincere, remorseful, self-reproaches:

Mad man! why have I wrong'd a maid so
| excellent!l

That he should die is not so importént to the aes~
thetic beauty of the play as that he should suffer.
Deep suffering and restrained passion are more tragic
in effect that mere deéth.. Barabas died, but'thebéu?
dience felt no sympathy, nor pity, nor fear. Great
tragedy is concerned with the mystery of‘hﬁmén suffér-v
ing, and it is suffering such as Ithodles undergoeé, |
such as Penthea wilts under, such as Calantha SUC
cumbs to, that tears at the heaft of the spectator, .
It is the modern idea, of course, which upholds that
death is not the only tragedy. We are morall& satis-
fied to see the wrongdoer suffer mentaliy while seém;
ing to go unpunished. The\Elizabethans thought dif-
ferently. With them retribution was treated in a
formal manner; the punishment of the wrongdoer was
physical and inevitable.

Suffering is'made much of in Engmgggggg":

Heart. It rises out of Ford's belief in fatality.

lrhe Broken Heart, Act III., Scene i,




There are innumerable references in the play to
the part fate takes in human life, Ford believes,
it seems, that man cannot-cohtrol hié.deStiny, and
that the ultimate power is not necessarily just and
kind. Man cannot control his destihy because he is
human, énd so, frail. The ultimate power is not
just and kind, as TFord sees it, for it}slaps.at the‘
innocent and brings the virtuous to ruin. Man is
doomed to fight in the dark, Teénicus, a @hilbsoQ
pher, warns Orgilus:

Tempt.hot the stars; young nan, thou\oanst‘

not play '

With the severity of fate,l
Ih spite of this, however, Ford does not paiﬁVSmall
characters on a small canvass. He gives hig char-
acters strength and passion and tne will to act
nobly despite ifate. He believes, with ‘hakespeare,
that a tragic character must have a toudh'of sub;
limity to come to a great disaster. It is the irony
of life that the noble hero suffers [rom his noble
qualities. Tord does not make his characters pﬁny v

in The Broken Heart. It is this fact which accounts

tor the awfulness of the tragedy that comes upbn:

lmhe Broken Heart, Act I., Gcene iii,




themn, Tord presents tragic pasgsion with an inten-
sity and truth that is possible only to dramatic
genius., He is far from being moral-mlnded, in the
sense of poihting out a lesson, yet he draws upon
the strongest ethical power by justifying the ways
of Providence to men on a grand scale. One feels,
in the final scene, that virtue, no matter what has
happened‘to it on the stage, is its own true reward,
fKven Orgilus, in the throes of planning "swift de-~
.ceits", says, |
Mortality
Creeps on the dung of the earth and canniot
reach
The riddles which are purpos'd by.the gods ,
Great arts best write themselves in their
own stories;

They die too basely who outllve their glories,l

To be sure, the scenes in which tragic intensity
is most commendable do not occur frequently. There
is much that is worthless, conventional, and meld—
dramatic. 1In fact, in 'Tis Pity, the theme of which
is highly forbidding, there is only one scene worthy
to be mentioned for its sincere dramatic intensity.

It is the tinal party scene between brother and sis-

ter, in which Giovanni kills Annabella because'he “

lThe Broken Heart, Act I., Scene iii.




loves her, He is the agent of the retribution she

deserves as he was the cause of her sin. The scene

is characterized by a tiner restraint than is shown

in the rest of the play and it establishés the only
evidence of nobility in the entire work. Giovanni's
supreme love for Annabella causes him to say, "Fair
Annabella, How over-glorious art thou in thy wounds,
Triumphing over infamy and héte." His belief inl

her eSsentiél goodness is unShaken. e thén goes

forth to tace the avengers of the crime le ahd'Ahna-

bella were guilty of, and forcing them to attack him,

he welcomes death courageously. Both he andiAhnabelié

die Jjustly for their unnatural love. Soranzo, Anna-

bella's husband, becomes involved unwittingly to some

extent, but he deserves the death that overtakes him

for his weaknesses; he is not an essentially noble
character., Vasques, a crafty, despicable villain,

is merely banished tor his evil deeds. Hippolyta,

a minof character, receiveg an ironic Justice in
which a usual dévice is‘used; she is poisoned by
wine intended for Soranzo whom she desired to kill,
Florio dies undeservedly from the shock of knowiﬁg 1
the horrible details of hisbchildren'sfcfimelandfbf

his daughter's death.
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~Ford is non-commﬁxal on the subgect of poetlc'
justice in 'Tis Pity. Some of hlS characters re-
ceive it; some do not. He pretenas to belleve 1n_’"‘
it when he has the Friar say,

o . e ; Heaven is angry, and be thou resolv'd,

Thou art a man remark'd to taste a wmischiel.

Look for 't; though 1t come late, it will come

bure. ' A

. And'also,

Then I have done, and ‘in thy wilful ilamesjk"
- Already see thy ruin; Hewvcn is Just.

Yet Heaven is not always Jjust, as-thendeVEIOp?kjf
ments of his play later prove. In any case;?Fofdtis
not a moralist imn pfactibe, whatever hé may havéfv"
been invtheory;-he does not pféctice the étrict
fulés'of poetic justice by always punishing‘thé
wicked and rewarding the good in hisvpla&s, nor-
doés he, as'mény earlier writers did, use his Pro-
logue and’epilbgue for a moralizing pufpose.1 Whét;
ever lessqn he teachies comes thiough the aesthétidl'
effect of certain rare and intense dramafié moments@_'lu'”

Itris The Broken Heart that a;proacheo, ‘at certain &

‘times, the aesthetic morallty of a Work of art that

lipig Pity Bhe's:a yhore, Act II., Scene v.




‘Aristotle implies and Shakespeare believes is thé
greater morality. | | |
James Shirley was the last of the seriés of

important poets to contribute_ﬁo.the great period

of the Lnglish drama, He was the followerg in style

as well as in poiht of time of Masainger'and of

Fletcher, Hig play, The Cardinal, follbwskthe tra- -

dition of revenge, lust, intrigue, and villéiny}upé»f" :
on which the now decadent drama was based."The,Caf;_ |
dinal nimself is a Machiavellian character who de-
lights in revenge nearly as much as Barabas uid. et
When>Duchess Rosaura avoids Don Coiumbo, the Cardié‘
nal's nephew, and marries Don.Aivaréz instead, theJ  
Cardinal urges Columbo on to the murdef of Alvarez
and then protects him from punishment, Hernando,

- Alvarez' friend, revenges thevmufder;‘however; oy
killing Columbo in a duel. This’roﬁses‘thefCardinal,"
to a fury and leads the way to the final‘caﬁastrophe‘.
in which all are killed. ‘he Cardinal is served with

a truly ironic poetic justice which closely resem- .

bles that dealt out to the Jew of Malta. He poisons

himself, thinking he is to die in any event from the .
~ wounds inflicted on him by Hernando.. Aslhe dies, he‘w

says, "'hen I have caught myself in my OWn'ehgine}"n'”i
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Hernando is a fairly noble character who, after he o

has killed Columbo in révenge and has saved the chasé

tity of the Duchess by forestalling the Cardinal,

turns his weapon upon himself with the words, "So;

now we are even," He is the agent through whom jus-
tice is upheld. The Duchess and Alvarez are the more
~or less innocent victims of circumstance. He is mur-

dered suddenly and without just causé'as he isvaboutlf

to take his plade in the wedding procession. The

JDuchess loses her wits and is tricked into drihking

poison by the Cardinal. Again, virtue is not reWérd~

ed although vice is punished.

None of the characters is strong enough.;good“

enough, or noble enough to warrant this pléy beihgl

called great. They are all accustomed to.theifJWOrld

of crime, and they exhibit no great strugglekagainSt_

either good or bad torces. The intrigUevana the vile

lainy is what interests the audience. Shirley has

-made no attempt, as several of his predecessors uid,

to point a moral either in the prologue or the epi;j 

logue, HNor are there any'significant~lihes in the

body of the play which might indicate that.its‘pufu o
pose was to teach a lesson. Shirley is merely ap;f§ ‘

pealing to his audience's love of entertainment;ahd’;_
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"good theater"; there is no high ethical tdne»norv.: >
moral insight such as an artist like Jhakespeare
gives his audience. Shirley's'appealvis purély to  >

the box office,
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CHAPTER IIT.
SUMMARY, WITH CONCLUSIONS,

The plays which have been cOnsidered here are
among the most important and outstanding of those |
which held the English stage from 1560 %o 1642. -
They afe thoroughly representative of the best thaf
was written in Ytragedy by the cOntemporéries-of thé
master, vhakespeare. These plays, along with'those ;
of Shakespeare, are the ones against which Thomaski
Rymer argued in 1678, ﬁe disapproved of them»dnithe
grounds that they did not foliow the strict dogmg of
poetic justice which he believed to be essential for
the success of a tragedy. Rymer had caﬁse_tc érgﬁé»»
as he did, for none of these plays, Withlﬁhe poséibiéT

exception of Arden ot Feversham, exhibits the work-

ing of the doctrine vhich upholds the distribution

of rewards and punishments in an exact mannér. Ry;
mer deplored this fact and implied thatvthé tragedies
might have been great had the rigid rule been follow4 _
ed, We moderns feel, of course, that rigidiﬁy of »
form and narrowness of principle alone do‘not cause

a work of art to be great. “Poetical justide",»as f‘v”
Rymer conceived it, is not and cannot, be'prdvéd"arf

practical theory in tragic drama. “he}répresentativg'.t
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dramatists we have studied in connection with this
subject consistently avoided it.

Aside from this observation, there are seVerél'
significant points to notice in the plays just studied.
Lven though there is no dogmafic "poetical Justide“ in'
these tragedies, there is an indication of & dommon
belief in some form of ﬁoetio justice as a literary |
principle, vague and hazy though it may be.f’With fhe

exception of Tamburlaine, all the plays show some con=-

nection between what a man does and what happens to ’
him as a result., The playwrightsfattemptbtokfollow
a law of cause and eftect insofar asythey are able;
The hero or heroine usually deserﬁes in SOﬁe-way .
the fate that overtakes him, The:earlier‘dramatists
stressed fhis pérticularly, reserving the epilogue |
or the closing lines of the play for just this moral,
The cause of morality was alwéys wellzserved. Only |
the realist, like Heywood'or Webster, dared to allbw’  ,
a Wendoll to go unpunished, or a Calantha to die‘un-‘k
deservedly, or a Duchess to suffer entirely ouﬁ of
proportion to her crime. |

Further observation leads to'the_discovéry :
that while the‘wicked are génerally punished,:ﬁhe -7»'

good are not rewarded. In several cages, the vir-



tuous character suffers more than the villainous one.

¥While this does not accord with Rymer's scheme of
poetic justice, it does accord with the scheme of
life, We now belicve that the dramatist should at-
tempt to hold the mirror up to life, to show the |
lack of design and mercy in the way of destiny,
rather than to follow the narrow, rigid fule& which

rise out of man's desire to observe the law and or-

der that he believes should be the aim of Providence.

To follow é narfow dogma of poetic justice would be
to abolish the mystery of human suffering,‘the in- |
scrutability of which is the very essence of pure
tragedy. The proper proportion of rewards for the
good and punishments for the bhad might be folloWed.‘
in comedy or tragi-comedy, where the hand of the
autﬁor may be seen clearly in the act of distribu-.
tion, but in tragedy, justice cannot be méaSured in
prescribed doses. As writers like Shakespeare and
“ebster bear witness, the art of tragedy should be

concerned with a penetration into Beauty and Truth,

that sort of Beauty and Truth which man can approx-

imate not with his logical mind, but only through

aesthetic experience. It is only the rare-pbet,‘the‘

great genius, who can fulfil such an ideal.
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Although the plays studied here reveal that
there was little attempt wade by the dramatists tb
teach a lesson through the dogmatic distribUtiOn of
rewards and punishments, yet they made a aefinite
appeal to man's logical and practical wind. The
writers all conformed to the traditional éryzfor é
cut~and-di\géd morality. 1In the prologues, epié
logues, or in the key-lines of their plays, they
pointed out the expected moral of the tragedy;,It; 
was the easiest way to please the public'and the
censors, JIew of these Elizabethans had yet rea~

lized that it is not the lesson to be learned, not

~the catastrdphe of the play, which is of purest

tragic esSence, but the inevitable deadlock of
conflicting forces that rouses the spectator to
tragic ecstacy. It is the sort of ecstacy Aris#
totle implied when he wrote of katharsis and the
pleasure proper to tragedy. If there must be a
lesson in art, let it cbme out of the aesthetic
pleasure that seizes the spectator when he views
great forces in conflict. Shakespeare, of course,
ie the artist who did not give us dbgmatic conclﬁ;.
siong, and his plays carry.in them the'gréatésf .

ethical import. ‘o compare his plays with the ma-
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jority of those under consideration inithis pépeﬁ;
is to know that the mere satisfaction of the mdréi_.;
sense does not make g tragedy,great‘-,’

Of the dramatists we have studied, only Man“
lowe and Webster give evidence of high aeSthetic7féél-
ing; and they placed their emphasis upon characﬁer de-"
lineation, The other dramatisﬁs also mirrored 1ife;
but concentrated upon the deeds of theif heroes |
rather‘than upon character itself. -Their{hefoeé{
neroines, and villains were punished fOr what they
did rather than for what they were. In Arden of ¥ever-
sham, for instance, all the guilty PErsoNs Were pulle
ishéd for what they had done,‘regardieéé of differ~
enées in éharacter and in the enormit&yof their ériﬁm; 

And in plays like Sejanus, 'Tishgjﬁx} and The W@i&g{‘

Devil, the deeds of the charaC£era'are'treatéd,melo—  
dramatically, are given a spectacular ihtefesﬁ. The
distinction between action and character ié‘a fine 
one, it is admitted., SChakespeare belicved that aﬁ;' 
tion was character. But these dramatists did not
delve 80 deeply into the characters théy‘pﬁt on the.
stagé. They romanticized deeds of bloodvandvhbfror
too highly to poftray life~and‘character accuré£e1y;-’ -""

and again their plays failed of gfcafness;jflt:seems';“
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to me that the most valuable attitude £¢ward ;ifé;
its»Justice and injustice, oomes'frdm thbsé writefs 
like Marlowe, Webstéf, and always Shakéépeare;»Whof,Q ,
created {or us the éoncrete’figure’of a gréaﬁ péfe:"’
sonality, a Faustus, a Duchess of Malfi, an Oﬁhéilo;f_‘:
and who followed that personality‘throﬁgh all:vicis€
situdes to an end that was ndt bound by mere spéc4 |
tacle or by a narrow and'confihing,dramatic:éodé, 1jf'
If tragedy it to be the aristocrat of aft f6rmé;‘
as Aristotle‘beliéved it‘should'be,'it mist raise
its head above small deeds and narrow mdraiity, and' 7
gaze seriously upon man's choicest possessiéhs,‘éharé 
acter and respdnsible freedom, ‘ o

In the case of Shakespearé and the greatef'
Elizabéthan dramatists, such as Webster;and Marl6wé,"
character and responsible freedom‘becbme.the two;*, <
chief elements of tragic drama. A‘mah'w character -
kis hig destiny; he Carries‘his doom or‘happiness :
within himeelf. Maeterlinck has said,’ "Let_us'ai- :j |
waye remember that nothing befalls us that is not v;f
of the nature of ourselves . . . Whetﬁér yQu climb_f;‘

up the mountain or go down the hill to thé'valley;.;:u';

1w, 1. Courtney, The Idea of Traggdy}_pIIBS;bqﬁjt
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whether you journey to the end of the world, or meref7‘

ly walk round your house, none. but yourself'&hall'

you meet on the highway of fate.," Thlu bellef that -

if we suffer, we have earned our uuiierlnps, 1s an ’
accepted part'qi tragedy.» Poetlc Juatlce as a ré—.
tributive juétice, in the senue that a man Uay° ior
all his shortcomings, is combined by the greater
dramatists with -a further idea. That 1dea is thatv :
there is a blind, uﬁreasoning destlny, an‘lnscfﬁﬁ-}}

able Iate such as tho Greek Nomeaia,‘wh1oh brlnps

mislortune both upon the deserving and the unduscrv—

ing. In other words, there is justice and-theré_is
not justice. Because of man's character and his
ability to choose certain things {reely, he gener=-

ally earns whatever fate he gets; yet above mén's

power, there remains an element of chancé, ofvacdi- 7‘
dent, of Providence, of Tate, call it whﬁt‘you will,;_
that rules his destiny. 1In Shakesypeare, it is the

combination of these two ideas that giveq his plays': j

their power. Marlove and Viebster glve jndlcatlons

of the same sort of power, but. the remalnder of theb}

dramatlsts do not Their playo are nelther degthe-, 

tically beéutiful nor_morally poweriul‘31nperthe1r'j

emphasis is put not upon character but ﬁp6n déedé f,[_?
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and moralizing qﬂpﬁogués.v

In the light of the attempt of the Llizabethan
dfamatists to conform, on the whole to ﬁhe Puritan f'k
idea of an obvious moral, and their féilure,'ih most.
cases, to write plays that were'aestheticaliy great,- 
it seems possible that there is a c¢lose relationship
between these two facts. strict confbfmity-tofméféi‘
order works against the best intéreStsiéfkért. The 
true dramatist'shouldbre¢ognize’that the'ﬁerevpun— .
ishing Qf a wicked man is not a sﬁbject'iarge énoﬁgh,'v
for tragedy. A dogmatic rule of poetic justidé,\a"‘ i
spectacle of sin and retributioﬁ;belongs‘in a pénal;'
code, not in tragedy.‘ These playwrighté_wéfha#e |
studied did not follow strict poetic justice in
their plays, but. they did attempt to show, eabﬁ
in his own way, that sin is always fdlldwed by |
death; ftor fear the moral would be missed, they
teacked on in various ways the lesson, ”the Wages
of sin ig death". This was the justice théy'ﬁere“.
most interested in portraying, as evéry:dréméﬁiéﬁ"
is even today, élthough the moderh wriﬁer tends to‘_,yf‘ﬁ
portray no justice at all, Tt is agreed, howe#er;  o
that7tragedies which represeht méh QS'ﬁﬁe m§fe‘

plaything of chance, the puppet of a blind TFate,
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are not profoundly moving inktheir effect upOn‘the
spectator. They leave one with é feeiingbof sadnéSs,'
rather than of hope, and tragedy should;_iﬁvseems;j
ennoble and uplift: man rather than depressvhim;i‘
Tragedy needs justice ultimately. ‘ |

| The sort of Justice tragedy needs is-nqt the
l"poetical" kind that ﬁymer sﬁggeSted, ih Whi9h’tﬁé
~exact distribution of rewards and puniéhmen£s is:,'
carried out to its most exact‘extreme, but the moré_ 
trulyvﬁoetic kind which is bvoad’in its:significén¢es’f]
The play that, like Othello, shows virtﬁe énd:love* L
to be their own reward no matter Whét‘héppené £6 , »
them in the course of the dramatic aétibn, is the
play ofvuitimate justice. The‘picture‘of é‘man
doomed to tall partly because of his own human frail?
ty, partly because of an outside Faﬁe, is é picture
of'life, hopeless and inevitable. But tréated ar§ o
tistically, that picture of hopelessness is given
new signit'icance when out of it'cbmes the strength  >
and value of the human soul. The justifidétion»oﬁ
mah's suifering lies not in a narrow mbrality;Vin
the fact that he deserves what»happens'té him;-bﬁt” : 7
in the great ethical truth that man is made.moré:v

perfect, more intelligible, through'suffering;‘just'°l f




or unjust though it may be. ‘his is justice made

highly poetic. Only the greatest dramatists have -

dembnstrated their ability to approach life with

such a tragic seriousness. Of the Blizabethans

outside of Shakespeare, only Webster, Mhriowe; and-'5'

perhaps Heywood, approximated this ideal. The re-

mainder of the writers, although they were wise

enough to avoid the impossible‘principle to.whiCh: 

Rymer gave the name of "poetical justice",‘fell

into the trap of a narrow morality and shbWed'Only
that man usually gets what he deserves when he vi-
olates laws, Their lesson was that in obediéhééi,f

lies saféty. In congsequence their plays are not

great tragedies.
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