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A tale Iof Doctor Faustusf which at the close of the

sixteenth century had the possession of the publ ic

theatres of our metropolis, now only frightens children at

a puppet-show in a country-town.r

In the middle of the Enlightenment it is remarkable that Doctor

Faus tus was represented here as a spec imen of immature and

unsophi st icated entertainment . Wrat i s worse i s that even thi s

kind of reintroduction of the old playwright was never free from

criticism; Joseph Ritson criticized Warton for introducing such

innocuous texts written by notorious Marlowe to the readers who

mi gh t have fo rgo t t en even h i s name .

and if you, Mr. Warton, still choose to think him innocent

of the charge, I shall be very glad to see him thoroughly

\'/hite-washed in vour next edition.2

Marlowe and his texts were literally othoroughly wtrite-washed"

from criticism on English drama until they were re-discovered by

the Romantics. Even when Marlowe was discovered by the Romantics

in the nineteenth century, 'wtli te-washed" Marlowe was reintroduced

as a Romantic hero as a result of the Romantics' fabrication of

the old dramat i st as the dar ing uoverreacher. " 
3

In the nineteenth century Marlowe was reintroduced as a uname

that stands high," which means that there are (in William
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Hazlitt's description) "a lust of power,' ua hunger and thirst

af ter unr ighteousness, a glow of the imaginat ion, unhal lowed by

any thing but its own energies" in Marlowe's writing.a This image

of Marlowe was so impressive that it was frequently used to make

a striking contrast with that of Shakespeare. The following is

too common a description of the difference between the two

playwrights:

Marlowe, proud and violent, "intemperate and of a cruel

heart". was both a scholar and a criminal.

Shakespeare had naturally the courtesy of a gentleman

('gentle Shakespeare'); others called him "friendly

Shakespeare," and he held something of a record in never

getting himself jai led. 5

Thus, the two playwrights were disengaged from each other as a

result of the Romantic revival of Marlowe. This convention of

widely separating the two, we rnay assume, has a paral lel in the

lite rary criticism of the twentieth century, the criticism which

argues that there was a r ival ry between them.

tr.

In the celebrated work of the historical study, Shakespeare's

History Plays (written in lg44), E.M.W. Tillyard argued that

Shakespeare synthetically described two hundred years of history

of England in the ten history plays in terms of historical vision,
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the vision that under the reign of Henry VII England retrieved

order and peace, clearing herself of the political chaos that his

precur sor s had brought about . For Ti I lyard, Marlowe 's s tance

toward the Tudor vision was arnbiguous, for his history play Edward

II included elements that were too subversive of the Tudor myth

to be wiped out by the end of the play. No nrore does Mortimer

Junior, who revol ts against Edward's tyranny, r€store order in

England than the king himself. We are faced with nothing but the

incessant turn of Fortune' s Wheel by the culminat ion of Edward

I I. Ful ly recognizing that Marlowe's hi story play was an annoying

obstacle to hi s argunent, Ti t lyard must have del iberately kept

Marlowe's play out of this category.

Edward II shows no prevailing political interest: no sense

of any sweep or pattern of history. What animates the

play i s the personal theme: Edward's personal obsession,

his peculiar psychology, the humour and finally the great

pathos of hi s si tuat ion. Marlowe shows no sense of

national responsibitity. This is not to decry the

play; it is only to suggest what kind the play is or is

not.6

Obviously Tillyard attempted to disengage Edward II from the

hi story plays of the t ime to the degree that the former was the

rarest case in the genre. Thus he initiated the convention of
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di sengagement into Shakespeare studies wi th the authori tat ive view

that Marlowe wrote private plays, whereas Shakespeare produced

publ ic plays on a larger scale, being responsible for matters of

the State.

Irving Ribner rei terated Ti I lyard's view in the scholarly

history of criticism on Marlowe and early Shakespeare.

These two men [Marlowe and Shakespeare] represent

diametrically opposed reactions to the complex of

Elizabethan life, each in his own way forging a poetically

valid vision of reality beyond the comprehension of the

other. T

Such critical assertions as Tillyard's and Ribner's did more than

represent udiametrically opposed" playwrights of different

temperaments. Comparing Marlowe's tragedies with Shakespeare's,

Ribner cont inued:

Marlowe's tragedy, in short, can only offer a view of

death and damnation as the fate of those who would seek to

escape the limitations of the human condition, whereas

Shakespeare can offer a compensating view of order

emerging to expe I evi I f rom an essent i al ly harmonious

universe.t

I

2

3

t
a

5

o

I

8

9

l0

11

t2

13

t4

15

16

T7

18

19

20

2l

22

23

24

25



He insisted that Marlowe's plays were the works of hubris and were

too outrageous to maintain the world of order represented by the

Tudor vision. Along this line, these critics not only marked a

remarkabl e di f ference between Marlowe and Shakespeare, but formed

a vieurpoint commonly held among critics, the vieupoint that

Marlowe was heret ical whi le Shakespeare was orthodox. Marlowe was

decisively expel led out of Ti l lyard's uEl izabethan world picture,'

when Ribner asserted:

If Marlowe had disciples in his tga, Shakespeare was not

one of them; they were the Jacobean dritmat i sts who

were Shakespeare's later contemporaries. n

While many critics were dominated by the influence of
Ti I lyard, Nicholas Brooke, in the 1960s, was the only critic to

argue a di f ferent kind of relat ionship between Marlowe and

Shakespeare. He argued that although the two playwrights were of

different temperaments, there was a reciprocal influence working

be tween t hem.

Marlowe seems to have been for Shakespeare not only a

great poet, as his tributes imply, but the inescapable

imuginative creator of something initially alien which he

could only assimilate wi th di f f icul ty, through a process of

imitative re-creation merging into critical parody.to
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Though he was conscious of the convention that the two were

di f ferent types of wr i ters , Brooke analyzed how Marlowe's wr i t ing

provoked early Shakespeare and how the lat ter managed to

assimilate Marlowe's way of writing. His essay was controversial

during those years when Tillyard's view was prevalent. More

remarkably, Brooke sl ight ly impl ied that Shakespeare was incl ined

to parody Marlowe's drama. (And thi s sugges t ion later af fected

the Marlowe-shakespeare criticism of the 1980s.)

Brooke's approach was an attempt to revise Tillyard's view

in that he drew our at tent ion to the mutual inf luence between the

two playwrights, though the span of the inf luence was restricted

to only a few years (1589-93) when Shakespeare was just starting

to produce hi s p I ays .

However much they may owe indirectly to Marlowe,

Shakespeare's later plays never (as far as I know) show

any direct dependence. The provocative agent has taken

his seat in the Establishment.rr

Here we may recognize that Brooke's attempt was sti I I contained in

the dominant current or the convent ion of the Marlowe-Shakespeare

criticism. In line with this convention mature Shakespeare is

supposed to have envisioned the Tudor myth through getting rid of

the inc ipient r ival ry wi th Marlowe, the out rageous youth.
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m.

No other opinions on the link of Marlowe with Shakespeare was

offered in the criticism of the 1970s. This was partly because

Ti I lyard and others' disengagement of the two playwrights st i I I

held sway, and partly because their rivalry was argued only in the

light of poor biographical documents. It was not a critical paper

of Elizabethan studies, but a radical theory by Harold Bloom that

stimulated and revived the issue of the relationship between

Marlowe and Shakespeare. The Anxiety of Influence marked an

epoch, in that it argued how the rivalry of writers produced

I i terary text s. Hi s theory was bui I t on the assurnpt ion that a

poet appealed not so much to his contemporary readers as to the

dead poets who influenced and still haunted him. The theory was

ahistorical in that it focused on the psychology and the struggle

of creat ive minds.

Bat t le between st rong equal s, father and son as mighty

opposites, Laius and Oedipus at the crossroads; only this

is my subject here, though some of the fathers, as will be

seen, dte composite figures. That even the strongest

poets are subject to influences not poetical is obvious

even to me, but again my concern is only with the poet in

a poet, or the aboriginal poetic self.t2
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IV.

since the early 1980s a few scholars have attempted to
supplement Bloom's uanxiety of inf luence, " by applying i t to the

mat ter of the rival ry between Marlowe and Shakespeare. In the

st imulat ing work , Shakespeare' s Mercut io, Joseph Porter assurnes

that Shakespeare's rival consciousness (or unconsciousness) is
projected onto the characters the playwright creates.

Shakespeare, Porter argues, proj ected himsel f into Romeo, wtri le he

cast the shadow of Marlowe in the role of ltzGrcutio in Romeo and

Juliet.

The basic sort of relation between Marlowe and

Shakespeare i s apparent between Mercutio and Romeo, wi th

Mercutio aggressively subversive, as wel I as arnbiguously

prior, and el iciting from Romeo a response of attempted

containment. lo

Porter's psychoanalys i s I inks the three types of the dichotomy

--IUercut io/ Romeo, Marlowe/ Shakespeare and subversive viol ence/

ideologi cal moral i ty. In hi s argument Mercut io i s nothing but a

Marlovian homosexual character, who attempts to seduce the

Shakespeare-like Romeo, but is eventually rejected. That is to

s&Y, as Romeo rej ect s Mercutio's homosexual love, so Shakespeare

gets rid of theatrical expression of corporeality that the theme

of love i s I ikely to include. In thi s process the El izabethan
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CHAPTER CNIE

Marlowe's (Mis-)Translat ion of Lucan's Pharsal ia

and Sulpi t ius Commentaries

I.

In 1718 Nicholas Rowe published a translation of the

unf ini shed epic , Pharsal ia by Marcus Annaeus Lucanus. James

Wellwood (1652-t727), who was the writer of "Vindication of the

Revolution in England,'l gave a complimentary dedication to the

translated epic:

[Lucan's style] is so masterly, that you rather seem to

see than read of those transactions. But for the

enterprises and battles, you imagine them not related but

acted: towns alarmed, armies engaged, the eagerness and

terrour of the several soldiers, seem present to your
.lvlew.

It seems that readers of the eighteenth century, during the

neoclassicist movement, favourably responded to Lucan's

rhetorical style, which vividly described bestiality and cruelty

in the civil war that Caesar waged upon his homeland.

It was not long before the readers forgot the epic; it

completely disappeared from literary studies after the Romantic

period. However, according to the fact that not a fewwriters had

attempted to translate Lucan's epic before Rowe's work, it seems
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adaptat ion of emblem I i terature in hi s later plays, however,

illustrates this transition. Perhaps the most typical of this

occurs in Act Two Scene Two of Edward II, where Edward holds a

ceremony to welcome Gaveston, his minion from exile, while the

barons protest ingly bear the minion's presence. At the court

Lancaster, a supporter of the sect opposing the King, brings in an

emblemat ic shield by which he intends to mock Gaveston, though he

insists that he is only offering an ornament to celebrate the

occasion. This is how Lancaster explicates his emblematic device

on the shield:

My lord, mines more obscure than Mortimers.

PIinie reports, there is a flying Fish,

Which all the other fishes deadly hate,

And therefore being pursued, it takes the aire:

No sooner is it up, but thers a foule,

That seaseth it: thiS fish my lord I beare,

The motto this, Undique mors est.

(Edward II II. ii .22-28)

It is highly possible that Marlowe applied emblem 170 of Alciati's
Emblemsta to the above scene. The original emblem shows a small

fish bothered not only by other bigger fish in the sea but also by

fouls in the air (Fig.l8). \[hitney translated its motto of

"undique debi I i tas" as uAh feeble state, otr euerie side anoi'de, "
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Go to Oxford, and have them tell you about things that

befell the Nolan [Bruno], when he publicly disputed with

those Doctors of Theology in the presence of Prince Albert

Laski , the Pol i sh nobleman, and other gent lemen of the

English nobility. Have them tell you how we were able to

answer their arguments, how that poor doctor on fifteen

occas ions, dur ing the argurnentat ion of f i f teen syl logi sms,

remained confused like a chick caught in hetnp fiber, that

doctor whom they placed before us on that grave occasion

as the coryphaeus of the Academy.o

However, there is an Oxford view of the event, which is far

different from Bruno's. George Abbot, one of the audience to the

debate, records "that Ital ian Didapper" told them umuch of

chentrum& chirculus & circumferenchia (after the pronunciation of

his Country language)" with his sleeves stripped like a

"juggler."' The conment suggests how Bruno's philosophy was

received in England. Later, the English academy came to regar.d

his cosmology as a mere repetition of Copernicus' theory, and his

metaphysical philosophy a conceit of the "juggler." Bruno was

condemned, not only on account of hi s radical view of the

universe, which would later produce more scient i f ic-minded

descendant s I ike Gal i I eo and Kepl er, but was damned for hi s

metaphysical philosophy. This philosophy can be read in his
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only fifty years before) in which Brunian allegories were

published.

Bruno's al legory of Actaeon appears in one of the dialogues

he wrote in 1585 in London, De gli eroici furorf (The Heroic

Frenzies). Bruno reads into the myth of Actaeon a hidden meaning

of "the infinite Divinity" concerning salvation of souls. He

writes:

Actaeon, who with these thoughts, his dogs, searched for

goodness, wi sdom, beauty and the wi ld beast out s ide

himself, attained them in this way. Once he was in their

presence, rav ished outside of himself by so much beauty,

he became the prey of his thoughts and saw himself

converted into the thing he was pursuing. Then he

perceived that he himself had become the coveted prey of

his own dogs, his thoughts, because having already tracked

down the divinity 'within himself it was no longer

necessary to hunt for it elsewhere.e

Here we cannot fail to recognize some allegorical meanings: Diana

as the infinite divinity and the hounds as human discursive

knowledge. As Actaeon is transformed from the chaser to the

chased, so the man of wi sdom f inal ly real izes the inf ini te

divinity hidden in himself after insatiable efforts to seek it

elsewhere. This world was, in Bruno's view, not so much a garden
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metamorphosis. The scenes of metamorphoses are abundant in the

play. With appropriate symbolism, Lucifer offers a book of

metamorphosis to Faustus early in the play, saying:

In meant ime, take thi s book. Peruse

it throughly,and thou shalt turn thyself into what shape

thou wilt.

(A. rr. iii. r7r-73)

Previous interpretations of Doctor Faustus have overemphasized the

allegory of Icarus presented in the Prologue and the Epilogue.

For example, Harry Levin's The Orrrreacher (1g52) convincingly

argued that the original image of Faustus was Icarus, whose

concern is "of flying high, of falling from the loftiest height

imaginable, of seeking illumination and finding more heat than
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I ight " r o In his Subversion through Transgression (1984),

Jonathan Dollimore, employii.rg Michel Foucault's Prdface e la

transgression (1963), discussed the Icarian subversion embodied in

the play; he asserts that "Doctor Faustus is best understood as:

not an affirmation of Divine Law, or conversely of Renaissance

Man, but an exploration of subversion through transgression. "rr

The two critics share the same concern, regardless of their

different critical positions. Such attitudes toward the play,

however, have resulted in the underestimation of its middle

sect ion, enabl ing them to assert that i t i s di sjoined from the
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structure of the play. We can restore it to significance in the

light of another allegory: that of Actaeon.

The direct reference to Actaeon in Doctor Faustus appears in

the German Fmperor Scene (Act Four), where Faustus sets horns on

the Knight by magic:

Knight. Do you hear, I\6ster Doctor? You bring Alexander

and hi s paramour before the Fmperor?

Faustus. How then, sir?

Ftnight. I'faith, that's as true as Diana turned rrn to a stag.

Faustus. NIo, sir, but uhen Actaeon died, he left the horns for

you.

(A. rv. i s9 - 64)

Not long after this dialogue and the subsequent exit of the

Knight, he re-enters the stage wi th two horns sprouted. Bevington

and others interpret the dialogue as "an i ronic cornment on

Faustus's pride and enslavement to ungovernable desires that wi I I

prove hi s undoing." " Yet, i s "undoing " (or, retal iat ion) real ly

what awaits Faustus? Is Marlowe here seriously working out a plot

of retal iat ion, the plot of the hunter hunted?

Before we di scuss that mat ter, we had bet ter examine the

subplot of metamorphosis, which may be seen as a contrast to the

main plot. For, not only Faustus but al so Wagner (Faustus's

disciple) and Robin (Wagner's page) concern themselves with the
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magic of metamorphosis. Robin gets excited by the idea of

metamorphosis when Wagner tells him what they can do with the

necromant i c book whi ch he has s tol en f rom hi s mas t er .

Wagner. I will teach thee to turn thyself to anything, to a dog,

or a cat, or a mouse, or a rat, or anything.

Robin. Ho\\2 A Chrisliru-fgllqu to a dog or a cat, a rmuse or a

rat? No, tro, sir. (My emphasis)

(A. I. iv 6r -64)

Note the underlined part. Robin seems to be shocked by the idea

of metamorphosis. What we know from Robin's exclamation is that

the idea of metamorphosis is itself very dangerous to the

Christian community he belongs to. In Spaccio de la bestia

trionfante (The Expulsion of the Triumphant Beast) Bruno presents

a corresponding heret ical idea:

We are to believe that in them there is a vital principl.e

through which, by vi rtue of the proximate past or

proximate future mutat ions of bodies, they have been or

are about to be pigs, horses, asses, eagles, or whatever

el se they indicate, unless by habi t of cont inence, of

study, of contemplat ion, and of other vi rtues or vices

they change and di spose themselves otherwi se. t'
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Bruno declares that man is rewarded with a shape appropriate to

his conduct, and changes his shape perpetually. This is what

awaits Robin, for he is rewarded with the shape of an ape and thus

i s puni shed for hi s api sh fol ly of imi tat ion.

Mphistopheles. Well, villains, for your presurption I trans-

form thee [To Robin.l into an ape and thee [To Rafe I

into a dog. And so, begonet Exit.

Robin, FIow, into an ape? That's brave. I'I I have f ine sport

with the boys; I'll get nuts and apples enough.

(A. rrr. ii. 38-42)

Robin is never more dauntless than here in this scene; he is not

at all threatened by the idea of metamorphosis, but amuses himself

to expect "f ine sport with the boys. " Metarnorphosis as a form of

punishment seems to have no threatening effects on him.

Does the retal iat ion exacted on Faustus, who devised the

Actaeon show (IV.i), occur in the finale as expected by Bevington?

Unexpectedly, the retaliation implied in the Actaeon myth appears

in the comic scene of the Horse-courser. Wren a magic steed which

the Horse-courser bought from Faustus turns out to be a bundle of

hay, he comes to see Faustus in order to demand reparation. He

raises an earsplitting cry of complaint to awaken Faustus:
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So-ho, ho ! So-ho, ho !

No, will you not wake? l' ll make you wake ere I go.

(A. rv. i . r't3 -74)

Final ly he seizes Faustus' leg which comes of f . " So-ho" is,

according to The OFD, "a call of huntsmen directing the dog or

other hunters to the hare or to encourage them in the chase.o In

addition to his action of tearing Faustus' leg off, the strange

call of the Horse-courser is appropriate to the Actaeon myth.

Like Actaeon, Faustus has his limb torn off, yet he recovers it by

magic immediately. That the retaliation on Actaeon is alluded to

here i s obvious, yet we al so know that Marlowe present s i t not in

a serious but in a comic (or mocking) tone. Once this scene is

over, wo cannot find any reference to the Actaeon myth in the

fol lowing scenes.

Closer to the ending, however, we come across the Brunian

concept of metamorphosis again, that is, uPythagoras' metem-

psychosis" (A.V.ii.l07). In the following passage from Faustus'

final monologue, the term is interwoven emphatically, though

sceptically. (Note that "metempsychosis" in Faustus' speech is

expressed in hypothet ical syntax. )

Ah, Pythagoras' metempsychosis, were that true,

This soul should fly fromme and I be changed

Unto some brut i sh beas t .
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All beasts are happy, for, when they die,

Their souls are soon dissolved in elements;

(A.V. ii. 107-l1l; B. V. ii. 175-79)

Pythagoras' phi losophy had al ready become we I I known through

folklore even in the Middle Ages. In a famous dialogue held

between Malvol io and Feste in Twelf th Night (Act Four Scene Two),

Pythagoras' philosophy - which Shakespeare undoubtedly borrowed

from Ovid's Metamorphosis- is referred to with a heathen, gloomy

tone:

FESTE Wtrat is the opinion of Pythagoras concerning wildfowl?

NAL\f,LIOThat the soul of our grandanmight haply inhabit a bird.

FESTE Vtrrat think'st thou of his opinion?

I\,AL\f,LIO I think nobly of the soul, and no\ay approve his opinion.

FESIE Fare thee uell. Rsrain thou still in darkness. Thou shalt hold

th'opinion of |thagoias ere I will allovof thywits, and fear to

kill auoodcock lest thou dispossess the soul of thy grandan Fale

thee wel l. 'o
(Twelf th Night, IV. i i .40-47)

It was, however, not all of the implications that the term of

"metempsychosis" took on in the Renaissance. Through the

rediscovery by humanists like Ficino and Bruno, it came to be

regarded not as a heretical fantasy of immortality but as a new
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kind of metaphysical philosophy. Hilary Gatti confidently traces

the source of the passages above to the fol lowing I ines in Bruno's

De la cause."

Every production, of whatever sort it is, is an

al terat ion, in which the substance remains the same; for

it is only one, there is only one divine and immortal

being. This is what Pythagoras meant, who does not fear

death but expects a process of change.'u

We are not trying to place Marlowe in hermet ic or esoteric

academies as the Yates' school did (and as Gatti does reservedly).

Yet there must have been some intellectual background to account

for Marlowe' s knowl edge of Pythagoras .

Noteworthy in connect ion wi th thi s i s the term

"metempsychosis," since The OED cites Marlowe's use in Doctor

Faustus as the first instance'of its usage in English. The third-

century Plotinus, who intended to revive Pythagoras' philosophy,

must have used the term in the second book of Enneads, for

"metempsychosis" and its variant "metentomasosis" are abundant

throughout the book. t t In the fifteenth-century, Ficino

translated all the books of Enneads. Consequently, the idea of

"metempsychosis" was widely diffused and became a subject-matter

in the discussion of metaphysical phi losophy. Bruno's corrmi tment

to Pythagoras'philosophy is conspicuous. In the writings of
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Cabala del cavallo Pegaseo, De gli eroici furori and Spaccio de

la bestia trionfante- all written during his stay in London

Bruno notes "metarnpsicosi" here and there. Here is an example

quoted from Cabala:

Suppl ichiamolo che ne la nostra transfusione, o transito,

o metarnpsicosi, ne dispense felici genii:rE

("Let us beseech it that during our transfusion, or

passage, or metempsychos i s, i t grant s us happy

sp i r i t s ; " )

We can assume that Marlowe, as another humanist, is likely to have

introduced the term into English through Bruno. It is his

esoteric rendering of Bruno's (original ly, Pythagoras')

metempsychosis that is differentiated from Shakespeare's vulgar

usage of the idea. Yet as far as we know from the text, he at

least on the surface seems to introduce Bruno's (or Pythagoras')

phi losophy in a vulgar manner that verges on Shakespeare's

rendering of Pythagoras. However, we must admit that Marlowe

contained somewhat subversive ideas of Bruno in the middle part of

the text, which revi sers in later year s were requested to

eliminate.

Present ing the tension between orthodox metaphysical

philosophy and Bruno's heretical one on the stage, Marlowe leaves

"Faustus' fortune" (or the newActaeon's fortune) suspended in the
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theories of Doctor Faustus by Yates and Shepherd are based on the

same source text, the revi sed B- text?

I t i s necessary to cons ider the way the event s present ing

metamorphosis in the middle section were revised, and howmaterial

from the older play by Marlowe was reint roduced as didact ic

propaganda in the revision.2t We will return to the subject of

Doctor Faustus as a new Actaeon, is represented in the B-text.

As an economical way to get at the heart of this matter, we wi I I

take up an alternative reference to the Actaeon myth:

Benvolio. .An

thou bring Alexander and his paramour before the Fm-

peror, I'11 be Actaeon and turn myself to a stag.

Faustus.lAside.l And I'll play Diana and send you the horns

present ly.

(B. rv. i 98-102)

Compared wi th the corresponding scene in the A-text, in which

Faustus only reported that Actaeon left the horns for the Knight

(A. IV. i), it is clear that the revisers cast Faustus in the role

of Diana here. Therefore, the series of actions concerning the

Actaeon myth become a "play within the play" contrived with rnore

elaborate theatrical i ty. On the stage Faustus as Diana urges

devi I -dogs named Bel imoth, Argi ron and Ashtaroth toward the

I

2

3

4

5

6

I

8

9

10

ll
T2

l3

l4

15

16

t7

18

19

20

2T

22

23

24

lr6



Knight. (Note that this baiting is only mentioned but not

performed in the A-text. )

And therefore, my lord, so please your lvlajesty,

I'll raise a kennel of hounds shall hunt him [the I(night] so

As al I hi s footmanship shal I scarce prevai I

To keep his carcass from their bloody fangs.

Ho, Belimoth, Argiron, Ashtaroth!

(8. rv. i. r4s-r49)

This emphasis on the baiting is necessary so that the revisers may

later reintroduce the Actaeon myth as a revenge action. If we

turn our eyes to the B-text version of Faustus' catastrophe, w€

may see that Faustus is himself harrowed by his servant devils (or

hound dogs) like Mephistopheles and Beelzebub, urged on by

Lucifer. For this purpose, a revenge sequence was newly added to

the lat ter part of Act Four ci ted above (B. IV. i i ; i i i ), where

Faustus plays Actaeon and the Knight Diana. Thus, the plot of the

hunter hunted is interwoven in the latter part of the B-text.

It is, then, strange that the revisers removed the impressive

reference to the Actaeon myth from the Horse-pourser Scene in the

A- text . Unl ike the comi c scene in the A- text where the Horse-

courser pul I s off one of Faustus' legs, crying uso-ho, ho! " the

implication of retaliation in the Actaeon myth is erased from this

comic scene. The Horse-courser makes an outcrv of abuse:

I

2

3

4

5

6

I

8

9

10

t1

t2

13

T4

15

16

L7

18

19

2A

2l

22

23

24

25

117



Ho, sirrah doctor, you cozening scab! Master

Doctor, awake, and r i se

(B. IV. iv.34-35)

The removal of "so-ho, ho!" was, we assume, done with certain

authorial intention. It may have been thought inappropriate by

the revisers that retaliation overtakes Faustus too early and

lightly. We no longer find any reference to the Actaeon myth in

the revi sed l"g-plucking scene.

Instead, there are some references to the Actaeon myth added

in the scenes where the Knight plans to revenge himself on

Faustus. In these additions, which Empson calls *sadistic,n the

revi sers probably imply beforehand that Faustus would be

inevitably torn into pieces as a new Actaeon.22 In Act Four

Scene Two Faustus enters the stage wi th a fake head, os i f

plotting a new revenge show by himself. Then the Knight

successful ly chops of f the head and triurnphant ly brags of the

dismemberment of Faustus' body. Here are some examples of his

"sadistic" speech:

First, on his head, in quittance of my wrongs,

I'l I nai I huge forked horns

rilb'll sell it [Faustus' beard] to a chirmey-sr€eper. It will uear out

ten birchen brooms

We'll put out his eyes, and they shall serve for
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but tons to hi s I ips

(8. rv. ii. ss-64)

These references to di smemberment and the show of Faustus' fake

head being chopped off, all work together to foreshadow Faustus'

di smemberment in the f inale. Though the Knight's revenge fai I s,

Faustus does not escape his destiny. For, it is when this

attempted revenge, echoing the Actaeon myth, ends that Faustus is

to suffer the death of Actaeon. as retaliation comes from an

unearthly power.

Seen in this light, the last picture projected by the B-text

is theatrically appropriate to the motif. When Mephistopheles

surnmons up all the devils to tear Faustus limb from limb, Lucifer

the arch-devi I thus begins the show of retal iat ion (uirich

Marlowe's A- text never incorporated):

Thus from infernal Di s do we ascend

To view the subjects of our monarchy,

Those souls which sin seals the black sons of hell,
'Mong which as chief, Faustus, we come to thee,

Bringing wi th us last ing damnat ion

To wait upon thy soul. The time is come

Which makes it forfeit.
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Here the Actaeon retaliation is almost complete. Lucifer's owe

come to thee" (B.V. i i .4) i ronical ly corresponds wi th Faustus' f inal

outcry of "Come not, Lucifer!"(B.V.ii.l90). When Faustus'

al lot ted t ime expi res, Luci fer, Beelzebub and Mephi stopheles al I

at tack him, only to tear of f hi s I imbs, just as Actaeon's hound

dogs did. After furious sounds, there on the stage remain the

torn I imbs of the second Actaeon. Thi s would be made emphat ically

pictorial by the use of property-limbs. The following comment is

added in the final e where Faustus' col I eagues di scover hi s

corpse:

Second Scholar.

O, he lp uS , heaven ! See, here are Faustus' I imbs

All torn asunder bv the hand of death.

(B. v. i i i. 6-7)

V.

So far we have examined the di f ference between the A- text and

the B-text. However, we do not intend to argue which text is

superior as a literary text. Each of them has its inherent

literary value. As was the usual case with htunanist playwrights,

Marlowe loosely interwove classical myths in the text. The

Actaeon myth was incorporated only in the comic scenes in the

earlier section of the play. Then, in 1602, a completely

different version of Doctor Faustus was produced. This text is
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a critique similar to that made with suicidal daring in

1584 by Giordano Bruno's Expulsion of the Triwnphant Beast

(Lo spaceio de la best ia trionfantt)."

Even though it is controversial whether Marlowe's drama and

Bruno's dialogue possess the elements of "a radical critique of

Christianity," they at least reflect important aspects of the

humanist movement of the latter sixteenth-century.

Marlowe was killed in a tavern brawl at Deptford in 1593,

when Bruno had been already arrested in the Pope's name. The

coming era was moving away from these kinds of humanists. Just

as Bruno was forced to abandon radical ideas in the years of

imprisonment (1583-1600), so even in England, his views came to be

branded as "necromancy" a short t ime af ter hi s departure.'

Strangely, however, he recovered his reputation in England by the

time of his death. In 1602, two years after his execution (it was

almost a decade since MarloWe was killed) Bruno came to life as

"Saxon Bruno" on the stage. Paradoxically, Bruno, who had been

branded as heretical, was restored in the revised Doctar Faustus

as a Protestant martyr trodden under the feet of the Satanic

Pope.

As far as we can as sume f rom the I imi t ed records on the

theatre, there seems to be no doubt that "Saxon Bruno" was not a

creation of Marlowe himself but of the later revisers, Birde and

Rowley. It is, none the less, worth arguing why they dared to
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representat ive of Machiavel I i but a loser in the dog-eat -dog

Machiavel I ian society.

We can take one step farther and turn our attention to the

master-disciple relationship between "Machevil" and Barabas.

"Machevil" appears on the stage as a dead ghost and begins the

Prologue wi th these I ines:

Albeit the world thinke Machevill is dead,

Yet was his soule but flowne beyond the Alpes,

And now the Gui ze i s dead, i s come f rom France

To view this Land. and frolicke with his friends.

(Prologue, l-4)

This start by a ghost figure is no doubt an ingenious attraction

but it is not peculiar to this play. We may be inclined to

remember D'Andrea of The Spanish Tragedy as wel I as Father Hamlet.

However, what differentiates'"Machevil" from other ghost figures

is that he never again reappears on the stage once he exits,

whereas D'Andrea and Father Hamlet intervene more than once in

each play. Marlowe produced "Machevil" only in the marginal

Prologue, which illustrates his handling of the influential source

of Machiavelli in amarginal manner. None the less, it seems that

"Machevil's" marginal appearance keeps on wielding power not only

on Barabas but also on the audience's psychology. We will attempt
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However, influences of Machiavelli's comedies on some scenes in

The Jew of Malta are, as some critics only imply, conspicuous.

In this chapter we attempt to include Machiavelli's minor works

in our critical scope and interpret the multiple influences

Machiavelli (and Machiavellism) may have affected on Marlowe.

In I ine wi th these analyses on influences, a double

masterldisciple relationship will be taken into account, the

relationship of "Machevil" with Barabas and that of Machiavelli

with Marlowe. Joseph A. Porter is an interesting critic who

analyzed the matter of influence in terms of Shakespeare's

characterization of Mercutio.T Interpreting Romeo and Juliet, he

speculates that Shakespeare ident i f ied himsel f wi th Romeo, whi le

present ing Mercut io on the model of Marlowe. In view of thi s

assumption Shakespeare, he continues, intended to get rid of his

anxiety of influence ( or Marlowe) by having Mercutio murdered

hal fway through the play. As far as The Jew of Iufol ta i s

concerned, whether Marlowe identified himself with "Machevil" or

with Barabas is outside the concern of this chapter. It is, none

the less, significant to speculate on the matter of influence,

using Porter's model. In this respect the master-disciple

relationship between "Machevil" and Barabas seems to be a suitable

index to the matter of Machiavelli's influence on Marlowe. For

that purpose , attent ion should be paid to "Machevi I's" role as the

chorus at the Prologue, mediating not only between the audience

and the play on the stage but also between Machiavelli's
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"realpolitik" and its reception. Marlowe was, we may assume later,

bound by the double influences, that is, the contemporary uism"

(Machiavel I ism) and Niccolo Machiavel I i .

tr.

First we will observe the sources of Machiavellism that

Marlowe must have had at hand. As has been of ten pointed out, the

formulation of Machiavellism, as well as receptions of

Machiavelli's thoughts, had much to do with Gentillet's Contre-

Machiavel (1577). It was, however, not the first influential

writing that informed the Elizabethan readers of Machiavelli's

doctrines. As early as 1528 Thomas Cromwell must have known of

Machiavel I i's ideas on pol i t ics and rel igion, for he recommended

one of N{achiavelli's works (which book is not identifiable) to

Cardinal ,Pole, who later castigated it harshly. Besides, Roger

Ascham, in his Schoolmaster (1541), gave a warning against Italian

thinkers such as Machiavelli and Pygius:

Yet though in Italie they may freely be of no Religion...

corrmonlie they allie themselues with the worst Papistes,

to whom they be wedded, and do well agtee togither in

three proper opinions: In open contempte of Goddes worde:

in a secret securitie of sinne: and in a bloodie desire

to haue all taken away, by sword or burning .They

that do read, wi th indi f ferent iudgement, Pygius and
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There is another key figure that contributed to formulation

of English Machiavellism, and supposedly af fected the 'Machevil's'

Prologue. Gabriel Harvey, in his Gratulat ionum Valdinensium I ibri

quattuor (1578), inserted a twenty-six-line monologue which was

spoken by "Machiavelli in person." Harvey's malicious adaptation

of Machiavel I i i s conspicuous, for he was a rather radical

Protestant and probable inst igator against the Cathol ic Holy

League which had, in Harvey's view, much in common with

Machiavel I i's unscrupulous pol icy. (And he is one of the fervent

supporters of Ramism, the Protestant movement in rhetoric and

logic, which we will see in the next chapter.)

Moreover, Harvey was engaged in a political campaign against

the Catholic duke of Alengon who stayed in England to negotiate

his marriage to Elizabeth around the sunmer of 1578. Thomas

Jameson argued that Harvey -whose pat ron was the Ear I of

Leicester, a well-known Protestant nobleman- had a good reason

to castigate the Catholic rival as aMachiavellian, for the duke

was supposed to get access to the Queen successfully with some

Machiavellian cunning. Harvey represented his Machiavelli as an

al ien emperor (though in the shape of the ghost ) and gave a

warning against his invasion into England:

You ask np uho might I be? The King of all Kings is rny answer:

On the tip of my finger I balance canrnand of this wide uorld.

Ilnfit for rule is the nnn uiro lacks knowledge of lvhchiavelli;
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As far as we cons i der Marlowe's indebtedness to ant i -

Machiavellians such as Gentillet and Harvey, it seems to be

undeniable that Marlowe himself contributed to the formulation of

English Machiavellism. This was one of the reasons why Marlowe

was regarded as aMachiavellian among his contemporaries. In his

interpretation of The Jew of Malta, A. D'Andrea regards the

fo I I owi ng pas sage spoken by "Machevi I " :

. o' th poore pet ty wi tes,

Le t me be envy'd and not pi t t i ed !

(Prologue, 26-27)

as Marlowe's personal outcry. According to D'Andrea the phrase of

"the poore petty wites" is an allusion to Robert Greene (1558;

92), Thomas Nashe (1567 -1601) and Thomas Brabine, who had envied

Marlowe's success in Tamburlaine (1587-8).t t This sort of reading

needs more information to support it, but it is at least true that

Marlowe's fame over his contemporary playwrights (especiall.y

Greene, who was six years older thanMarlowe) elicited such deep-

rooted resentment that he was cal led another Machiavelli af ter his

death. That resentment can be sensed in Greene' s Groat swor th of

Wit (1593), where Greene reproaches Marlowe for his

ungratefulness:

I

2

3

4

5

6

7
I

8

9

l0

11

T2

13

14

15

lo

T7

18

19

20

2l

22

9'l

24

135





conrmentaries on Livy's history, in which the annotator attempted

to explain statecraft and politics in the ancient Roman Republic,

reintroducing Livy's historical insights. We may suppose that

Marlowe read this text quite closely, for there are more than a

few direct echoes from it in his play. Minschull argues that one

of the episodes "Machevi l " presents may recal I a passage f tsn The

Discourses (I.10[4]).'' Indeed, "Machevil" takes up a few episodes

in which Phalaris, o Sicilian ruler in the sixth century B.C., is

portrayed as a silly king who did not follow Machiavelli's

doctrines, while Caesar is introduced as a true Machiavellian.

Hence comes it, that a strong built Citadell

Commands much more then let ters can import:

Whi ch maxime had Phal er i s observ'd,

H'had never bellowed in a brasen Bull

Of great ones envy;

(Prologue , 22-26)

Minschul I points at the fact that Caesar and Phalari s are al so

ment ioned in close proximi ty in a passage of The Discourses as in

the above quotation and concludes that Marlowe was heavily

indebted to the text in composing the Prologue.

These echoes between The Discourses and The Jew of Mal ta can

be observed in the light of both terms and episodes. Truly it is

Gentillet who intentionally linked Machiavelli's policy with
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unscrupulous rapacity (there are only a few instances that

Machiavelli refers to materialistic or capitalistic ideas in

arguing the nature of the State.) Yet, a passage from Book Three

in The Discourses, which analyzes the nature of avarice, recalls

Barabas' rapacity when he is first introduced on the stage.

It seems, however, that they are most frequently

occasioned by those who possess; for the fear to lose

stirs the same passions in men as the desire to gain, as

men do not believe themselves sure of what they already

possess except by acqui r ing st i I I more; amd, horeover,

these new acquisitions are so many means of strength and

power for abuses;t4

(Discourses, cp 5, p.124)

After "Machevil" leaves the stage, Barabas is "discoveredn in his

counting house, wearing out' his fingers by counting heaps of

money. He is never more akin to those who "do not believe

themselves sure of what they already possess except by acquiring

st i l l more" than when he confesses that:

But he whose steele-bard cof fers are cramb'd ful l.
And all his life time hath bin tired,

Wearyng his f ingers ends wi th tel I ing i t,
Would in his age be loath to labour so,

II

2

3

4

5

o

7

8

9

l0

l1

t2

13

t4

l5

16

l7

18

19

20

2l

22

23

24

25

138





re l i gion: " and whoever reads Roman hi s tory at tent ive ly wi l l see in

how great a degree religion served in the command of the armies...

and in covering the wicked with shame" (The Discourses, Bk.

ll).tt

Barabas is, however, not a representative of Machiavelli's

doctrines articulated in The Discourse. As many critics observe,

he seems to be rather a fai lure of Machiavel I i's school. In Act

Five he professes a policy by which he may justify his violation

of promises with Turkish Calymath, the policy that involves:

And he f rom whom my most advantage comes,

Shal I be my friend.

(v.ii ll3-4)

Bawcutt and others ascribe this motto to Chapter Eighteen of The

Prince, yet we cannot find the corresponding passage there.r6 On

the contrary, Machiavel I i tends to give warning against frivolous

violations of promises and treaties lest any State should caus.e

more serious hazards to hersel f. In Chapter Forty of The

Discourses , wr i tten under the mi sleading t i t le of 'Decei t in the

conduct of a war is meritorious," Machiavelli insists that we

should not "confound such decei t wi th perfidy, which breaks

pledged faith and treaties."r7 Therefore, Machiavelli never

recommends frivolous violations of promises but, rather,

disapproves of them. The motto of meritorious deceits should be
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And better one want for a conmon good,

Then many perish for a private man:

(r.ii e6 -99)

As we have seen above, there are some conspicuous echoes of

Machiavel I i's phraseology and dramat ic tricks in The Jew of lthl ta

which may illustrate that Marlowe was fairly versed in

Machiavel I i's drama in addi t ion to The Prince and The Discourses.

Al though Marlowe was under the inf luence of , or engaged in Engl i sh

Machiavel I ism in his t ime, he would never have been successful in

the attempt in The Jew of Malta without his versatile manipulation

of Machiavel I i's original works, ranging f rom The Prince and The

Di scour s e s to Julandrago I a.

v.
We will return to the fictional world again with an analysis

of the master-disciple relationship between "Machevil" and

Barabas.

Readers who know of the Freudian interpretat ion of Hamlet rnay

notice another variation on Oedipal father/son complexes when they

focus on the relationship between "Machevil" and Barabas. In his

famous work, HamIet and Oedipus (1949), Ernest Jones speculates

that Hamlet's love for Father Hamlet is the most characteristic of

his filial emotions, since he repressed his Oedipal wish to kill

his father in adulthood.22 The same model may well be applied to

"Machevil" and Barabas. As "Machevil" recommends to the audience
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Barabas who f avour s him, so Barabas int roduces himse I f as

"Machevil's" pupil, repeating what he learned from the master in

Florence.

I learn'd in Florence how to kisse my hand,

Heave up my shoulders when they call me dogge,

And ducke as low as any bare-foot Fryar,

Hoping to see them starve upon a stall,

Or else be gather'd for in our Synagogue;

(rr. i ii.23-27)

To pretend to be base and servile to the Christian oppressors ls

the first policy that Barabas takes up for his revenge. At the

closing of the above soliloquy he spots Lodowick (whose father

confiscated Barabas' money) and pretends to be subservient to the

youth's desire to marry Abigail. Through his servile behaviour to

the Christians, Barabas is presented to be subservient to the

master's discipline as well.

However , Marlowe' s presentat ion of Barabas as a Machi ave I I i an

is ambiguous from the beginning. "Machevil" advocates Barabas

only because the di sciple favours him, whi le 'Machevi l " professes

that "Admir'd I am of those that hate me most"(Prologue, 9).

Among the El izabethans in the sixteenth century Machiavel I i was

regarded as a demonic mentor who taught the magistracy the lesson

that it is more convenient for rulers to be feared and hated than
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should begin by accept ing " the protean logic', that the elusive

start of the play bears on as i t does.

In his paper entitled "Endless play: The False Starts of
Marlowe's Jew of Malta," Thomas cartelli speculates on effects of
the play's protean logic on the audience. He argues that the

audience are invited to throw away any prejudice against dramatic

inconsistency and to indulge in the protean movements throughout

the play. Therefore, the starts of the play (including the

Prologue) are suggested to be false; "instead of establishing a

set of expectations which the rest of play fails to fulfill, the

opening scenes establish a pattern of discontinuity v.itrich disarms

the audience of convent ional expectat ions of logical development

and accommodates i t to the acqui red freedom of the play,s

burlesque mode."23

That is, however, not all of the effects that the ufalse

starts" bring about on the audience. They are provocative enough

to appeal directly to the audience's psychology. This is obvious

when "Machevi l " comments on the relat ion between power and

legitimacy of kings:

What right had Caesar to the Fmpery?

Might f i rst made Kings, and Lawes were then most sure

When like the Dracos they were writ in blood.
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"Machevi l " invi tes the audience to throw away the normat ive idea

of kingship (that kings are the "body politic" that wiII never

die, but last for ever) and participate in worldly power-politics.

None of the audience, as Cartelli argues, wish to be seen as being

too naive to participate in the politics; none of themwish uto be

I e f t out of touch wi th the fee I ing of common conspi racy whi ch

informs the prologue."2a Thus the start of "Machevil's" Prologue

forceful ly gets the audience to be engaged in the "common

conspiracy" that "Machevil" incites in their minds.

The characterizat ion of Barabas is worth examining in

relat ion to "Machevi l . " Where Barabas i s concerned, he turns out

to be a fake Machiavell ian, who cannot survive in a Machiavel I ian

dog-eat-dog world, even if Barabas "favours" the father figure.

Thi s pseudo-Oedipal relat ionship derives responses f rom several'

psycho-analytical readers. In order to shed I ight on the

compl icated relat ionship, they start thei r speculat ions wi th an

analysis of the nature of Barabas as a father. Throughout the

play he is a notorious father-f igure who vict imizes his only

daughter Abigail; he let AbigaiI be a "novice in nunnery" only to

recover his property, both money and the girl ('Oh girle, oh gold,

oh beauty, oh my bl isse!"), and plots the death of Mathias,

Abigai I's lover, among others, and final ly poi sons her to death.

He is seemingly a normative patriarchal figure, but most of the

psycho-analytical critics argue that he is far from that. Here is

another "false start" that baffles the audience.
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Most of the psycho-analytical critics have been attempting

to explain the unintelligible characterization of Barabas.

Constance Kuriyama, pointing out Barabas' lack of physical

strength, argues that his "renunciation of physical conflict...

manifests itself as a kind of femininity or bisexuality."2r She

insi sts that Barabas i s a fai lure who i s not able to mature

sexual ly, but only seeks "regressive substitution of anal objects"

for sexual (or phatlic) ones.tu Thus, his murder of Abigail's

lover is symptomatic of his disgust at heterosexual love. In Act

Two Scene Three, Barabas persuades Abigail to show love not only

to her lover but also to Lodowick (the governor's son) so that he

can arrange a fatal duel between the two candidates. It is not so

much revenge on the governor's son as removal of his daughtsr's

lover. On hearing the word "love" fromAbigail, Barabas "puts her

in" a room where she is obl iged to welcome Lodowick against her

will:

Abigail. I will have Don Mathias, he is my love.

Barabas. Yes, you shal I have him: Goe put her in

(rr.iii.36l-2)

Kuriyama senses that here is a perverted Oedipal conflict; Abigail

must be puni shed by her father, because she indulges in a

heterosexual pleasure that immature Barabas forbids her.
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I t should be remembered that even when he i s informed of the

Turks' invasion of Malta, Barabas seems to revel in the new

situation, uttering his indifference to the event: 'lilhy let'em

enter, let'em take the Towne'(I.i.190). Moreover, the other face

of Barabas' character offers an excuse for hi s negl igence to

statecraf t, that i s, hi s "Jewi shness. " As he himsel f says at hi s

first appearance on the stage, he is presented as a member of "a

scatter'd Nation" (I.i.l2l). We should notice that Barabas as a
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defined by nat ional i ty.

a nation-state which is politically

His own "scatter'd nation" partly

explains his decision to invite foreign powers into his homeland

without hesitation. On reviving himsel f f rom asphyxia caused by

the mandrake potion, he sets about the revengeful devastation of

Mal ta by drawing in Turki sh power:

I'le be reveng'd on this accursed Towne;

For by my meanes Cal'ymath shal I enter in.

I'le helpe to slay their children and their wives,

To fire the Churches, pull their houses downe,

Take my goods too, and seize upon my lands:

(v. i . 62-66)

This remark recalls what Machiavelli repetitiously emphasized

concerning auxiliaries and national military powers in The Prince

and The Discourses. For him i t is the stupidest judgement to cal I
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. a strong built Citadell

Corrmands much more then letters can import:

(Prologue 22-23)

this doctrine again runs counter to Machiavel I i's own.

Machiavelli disapproves of building a strong citadel in chapter

20 of The Prince and elsewhere in The Discourses because it may

possibly bring about too much relief on the part of the defending

soldiers. Hence i t fol lows that there are no representat ives of

Machiavel I i but di storted (or fake) would-be Machiavel I ians f rom

the beginning. It is not too much to say that Marlowe is a

genuine Machiavellian in that he involves his audience in his

trick of starting falsely.

Machiavelli's ideas which possibly affected Marlowe are, on

one hand, latent in the text of The Jew of Mal ta, on the other

hand the false representatives of him -"Machevil" and Barabas-

^re strikingly impressive all along. It is not an uanxiety of

influence," but a complicity that works between "Machevil" and

Barabas, the compl ici ty which drives the protagonist into a

col lect ion of vi I lainies represented as Machiavel I ism. There is

no Oedipal relationship but an affiliation that binds the two

characters. Barabas' complicity with "Machevil" culminates in his

penul t imate sol i loquy in which he takes the place of the chorus

which "Machevil" (Barabas'master) first played at the opening.

Stepping forward to the "worldl ings"(or the audience), he directly
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calls for their attention, thus speaking out his strategy in

Machiavel I i's epigram style:

. Why, is not this

A kingly kinde of trade to purchase Townes

By t reachery, and sel I 'em by decei t?

Now tel I De, worldl ings, underneath the sunne,

If greater falshood ever has bin done.

(V.v.46-s0)

Barabas pretends to be a genuine Machiavellian, but he is far from

it. Note that it is foreign to Machiavelli that kings should

"purchase Townes by treachery, and sell'em by deceit.,, This

accomplice of "Machevil," in his privileged proximity to the

audience (or worldlings), invites them into the complicity of

falsi fying Machiavel I i. By way of the role of the chorus, the

af f i I iated pai r of "Machevi l " and Barabas devote themselves to

distort Machiavelli and his political thoughts.

How to represent Machiavelli was, we can suppose, Marlowe's

main concern under the complicated pressure from the influential

discourses on Machiavelli. Elsewhere Marlowe had only rehearsed

the stereotype of Machiavelli in his creation of Machiavellian

characters -Mortimer Junior, Isabella, Catherine de Medici and

the Gui se. Yet they reveal I imi tat ions on the part of Marlowe in

formulating the stereotypes; their wiles and treachery are of a
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u.
In this chapter we have examined two critical problems in

order to expl ain the inf luences of Machi ave I I i and Machi ave I I i sm

onMarlowe. One of them is related to the controversial question

of how profound we can assume Marlowe's knowledge of Machiavel I i's

original works was. There are some echoes of Machiavelli's

phraseology, dramaturgy and creat ion of dramat ic personae in The

Jew of Malta, which may i I lustrate that Marlowe was plausibly

familiar not only with The Prince but also with Machiavelli's

minor works (Mandragola included) . The other problem is of

Marlowe's way of representing the sources of influence; it

consists of representing Machiavell i by way of the master-disciple

pair of characters who turn out to be fake Machiavel I ians and run

counter to Machiavelli's own ideas. This way of representation

verges on the formulation of Engl ish Machiavellism of the late

sixteenth century.

That Marlowe cast the fake Machiavel I ians on the stage

confirms the view that Marlowe contributed to formulating the

Elizabethan response to Machiavel I i, which was advantageous to the

Elizabethan State's policy. Machiavelli's original texts were in

themselves too radical to be received as a collection of analyses

of statecraft by the Elizabethan court because they included utoo

accurate a picture of the world. " Barabas' indi fference to

governorship helps obscure those subversive analyses that are only
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latent in the play, and instead contributes to the formulation of

Engl i sh Machiavel I i sm.

What is difficult for us to interpret is Marlowe's

presentat ion of the relat ionship of Barabas wi th "Machevi I . " Thi s

tricky presentation consists of the strong tie between the two

figures as master and disciple. Some may point at Barabas'

digression from "Machevil" in order to illustrate Barabas'Oedipal

complex to the father-figure. But it is not the case.

"Machevi l, " the father-f igure, is no more Machiavelli than Barabas

i s. At the end of the play "Machevi l " and Barabas turn out to the

affiliated pair of conspirators when Barabas steps forward to the

audience and takes the place of the chorus that 'Machevi l " played

at the Prologue. With this view in mind we should recall the pun

on the name-word of "Machevil'which was pointed out by Harbage

as an allusion to the allegorical character in the Moral Plays.

Here lies Marlowe's "much evil" trickery of representing

Machiavel I i. Af ter the play was in the possession of Queen

Henrietta's company around 1632, Thomas Heywood (1574?-1641) added

new prologues and epilogues to the extant manuscript and published

the first printed text in 1633. He reintroduces the protagonist

as an innocuous stock figure;

. We pursue

The story of a rich and famous Jew

Who liv'd in Malta: you shall find him still,
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understanding of Machiavel I i on the othe r, Marlowe must have

recognized a rupture between them. During the period, when

Machiavel I i was repeatedly associated wi th unscrupulous wi les and

tricks by his contemporaries'writings to the degree that it
appeared to be too common an image, Marlowe perhaps exploited the

rupture in order to produce newMachiavellism. This manipulation

can be explained by two conspiracies working both within and

beneath the play; within it is the conspiracy of "Machevil" and

Barabas, and beneath i t i s that of Marlowe wi th the El izabethan

politics.

"Machevil" literally appears in the marginal Prologue never

to turn up again, which makes the audience wonder who is a genuine

representative of Machiavelli. However, we cannot but be at a

loss as far as we concern ourselves with the question of who is a

genuine Machiavellian. Throughout the play there is no such

genuine Machiavellians, but only fake Machiavellians named

"Machevi l " and Barabas. We must admi t that "Machevi l's" marginal

appearance at the beginning keeps on wielding power on the

audience's psychology because the audience cannot but be obsessed

by the misconception that "Machevil" and Barabas are true

representat ives of Machiavel I i . Marlowe superseded the inf luent ial

source of Machi ave I I i by marginal i zing the source of inf luence in

the Prologue. Moreover, with the fake Machiavellians like

"Machevi l " and Barabas, Marlowe superseded the current source of

Machiavellism without reiterating its unfashionable way of
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C{APTER F IVE

The Death of Ramus: Ramism in The Massacre at Par i s

I.

Peter Ramus, who appears as a logician in The Massacre at

Paris (1592), is the most eccentric character that Marlowe ever

created. Critics on Marlowe in the twentieth century have mainly

emphasized such "overreachers" as Tarnburlaine, Faustus and

Barabas, all of whom attempt to "stretch as far as doth the mind

of man," and in excessive endeavour failed. However, Peter Ramus,

a figure of the logician created in one of the dramatist's last

works, The Massacre at Paris, questions that common sense

criticism on Marlowe. Undoubtedly Ramus follows Faustus as a

scholar figure, yet he is presented in a completely different way

from hi s precursor. Faustus, as a type of the "overreacher, "

spreads hi s des i re outward by devi I i sh magi c whi ch he acqui red

under contract with Lucifer. Ramus, or the other hand, is here

portrayed as an "ant i -overreacher" who rather defends the boundary

of scholarship and restricts his desire to a limited field.

In addition to Ramus' characterization, Scene Seven , the so-

cal led Scene of Ramus, i s remarkably di f ferent f rom the rest of

the scenes from a structural viewpoint. Most scenes in The

Massacre at Paris are set outdoors in streets of Paris, where the

audience watch a lot of bloody rel igious confl icts. In contrast,

the Scene of Ramus (Scene Seven) is exceptionally set indoors,

where a controversy on logic between Ramus and Guise gives a
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strange impression on the audience. As wel I as this unique f igure

of Ramus, this pedantic scene of the logical debate has got a bad

reputation for its structural lapse, or digression, from a series

of act ions that represent stri fe in rel igion and power. Paul

Kocher acr imonious ly assert s that " the long di scuss ion in the

Ramus scene defeats that purpose," the purpose on the side

of the playwright of giving "the impression of swift action and

constant effusion of blood."r Although this scene seems to be a

structural lapse or digression from the new critical viewpoint, it
at least reveals a cultural aspect that Marlowe awkwardly

incorporated into the play. The main aim of this chapter is to

look at the digression of Scene Seven in terms of social and

cul tural inf luences on Marlowe.

We will examine three different levels of influence (or

rivalry) in our attempts. (l) First we will look over the

reception of Ramism by Marlowe. "New logic" by Peter Ramus (1515-

72) had a cons iderabl e influence on Europe dur ing the I ate

sixteenth century. It was, we suppose, assimilated into Doctor

Faustus first, and subsequently into The Massacre at Paris. (2)

Another interesting, relevant influence we are to argue is the so-

cal led Harvey-Nashe Controversy, which was carried out through

pamphlets from the late 1580s till the 1590s. It is obvious that

these two discussants could not help referring to Ramism during

this remarkable period when Ramism prevailed throughout English

academies. (We should remember that the Controversy occurred at
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correpondence had continued congenially as a whole until Ascham

declared in The Schoolmaster (1568) that he had never ever been a

Ramist.

and so do Ramus and Talaeus euen at this day in France

too. For he, that can neither like Aristotle in

Logicke and Philosophie, nor Tullie in Rhetoricke and

Eloquence, will, from these steppes, likelie enough

presume, by like pride, to mount hier, to the misliking

of gr eater rnat ters: that i s ei ther in Rel igion, to haue a

dissentious head. or in the cornmon wealth. to haue a

fact ious hart:2

(Scholemas ter, II, pp.2a3-4)

We should pay attention to his assertion that none of us can tell

those who attempt to undermine the Aristotelian logic from those

who rebel against thei r nat ion and God. Interest ingly enough,

Ramus in the following speech in The Massacre at Paris offers an

excuse, as i f he had been di rect ly cr i t i cized by Ascham:

And this for Aristotle will I say,

That he that despi seth him, can nere

Be good in Logick or Philosophie.
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In Br i tain Rami sm or iginated in the northern part of the

island, D&inly Scotland. In 1574, two years after Ramus was

murdered in the Massacre of St. Bartholomew, Roland McKilmain, a

Scotsman, published the original text of Dialectic and its English

translation successively. Since its first translation in 1574, it

had been a controversial bestsel ler to the degree that i t was

reprinted eleven times during a brief span of ten years in the

1580s. This fact indicates that in the 1580s a boom of Ramism

caused an enormous sensat ion in al I academies throughout Bri tain.

A bitter controversy about logic, for an instance, occurred

between William Temple, a Ramist (1555-1627) and anti-Ramist

Everard Digby (1550? -15g2) frequent ly in 1580 and l58l at

Cambridge. Thus we can suppose that people were more influenced

by its aftermath than we now imagine. The simplicity of the

Ramists' logic embodied by bold dichotomizing gained popularity

among students of Oxford and Cambridge while it was attacked by

the dons of the academies. Another Ramist, Abraham Fraunce, in

hi s The Lawyer 's Logi c ( 1588) defends Rami sm against what he

descr ibes as " the importunate exclamat ions of raging and fi rey-

faced AristoteIians":

Ramus rules abroade, Ramus at home, and who but Ramus?

Antiquity is nothing but Dunsicality, & our forefathers

inuent ions vnprofi table trumpery. 3

1

2

?

i.t

5

b

(

8

I

10

11

72

13

l4

15

16

t7

18

l9

20

2r

22

23

24

25

168









In the fol lowing year, 1593, Harvey publ i shed pierce superero-

gation in which we can see the following description of Ramus;

But alas silly men, simple Aristotle, more simple Ramus,

most simple the rest, either ye neuer knew, what a sharpe-

edged, & cutting Confutation meant: or the date of your

stale oppositions is expired; and a new-found land of

confuting commodities discouered, by this braue colurnbus

of tearmes, and this onely marchant venturer of quarrels;

that detecteth new Indies of Inuention, & hath the winds

of AEolus at commandement . 8

(Pierce Supererogat ion, p.45)

He introduces Ramus as a pioneer of the new field of logic by

referring to Colurnbus. Here lies a very unique rhetoric of
Harvey's; first he inscribes Aristotle's logic as a classical
her i tage in the old Cont inent., and subsequent ly pos i t ions Ramus

above Aristotle without directly censoring the latter.
This kind of defense for Ramus is what we will see again in

The Massacre at Paris. If we suppose that The Massacre ot Paris

was written and produced around 1592-93, we can assume that the

pamphlet controversy over Ramus was in the minds of Elizabethan

readers of the pamphlets, not to mention Marlowe's.
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ru.

It still seems to be unsatisfactory to regard the dispute on

Ramus between Harvey and Nashe as a mere background to the

production of The Massacre at Paris. Just as the "new logic" by

Ramus was appropriated into pamphlets in which Harvey and Nashe

repeated bi t ter di sputes, so Marlowe and hi s "high astounding

words" were appropriated in their disputes. The term

"appropriation" is a key word in this discussion. It stands in for

a way of deal ing wi th inf luences: adopt ions of some other wri ter's

rhetoric and subsequent incorporation of it into one's own

rhetoric.e

It is reasonable that Nashe, who had once collaborated with

Marlowe, used his precursor's words and phrases. In the Preface

to MenaphonNashe wrote a satire against his contemporary mediocre

writers or scholars. In order to describe writers who could use

nothing but commonplace rhyme in thei r poems, he adopted a passage

from Doctor Faustus:

for what can be hoped of those, that thrus t Elis ium into

hell, and haue not learned so long as they haue liued in

the spheares, the just measure of the Horizon without an

hexameter. lo

(Pref ace, p.l6)
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Here the passage "thrust Elisium into Hell," was undoubtedly

appropriated fromMarlowe: "This word 'damnation' terrifies not

him IFaus tus ] , 1 For he confounds he l l in El lys ium" (Faus tus A

There is one more example of appropriation; in

Pierce Peni lesse Nashe appropriated a wel I -known phrase f rom

Tamburlaine ("Holla! ye pampered jades of Asia") into his censure:

some tired Iade belonging to the Presse, whom I neuer

wronged in my life, hath named me expressely in Print...
and accused me of want of learning

(Pierce Peni lesse, p. 195)

Again in St range News (1592) Nashe assimi lated Marlowe's dramat ic

style for his quarrel with Harvey so that he could introduce a

character named Argumentum by way of stage di rect ion: "Here enters

Argumentum a testimonio humano, like Tamburlaine drawn in a

Char iot by four Kings. "'t

For Gabriel Harvey, rot only Nashe but also Marlowe, whose

words Nashe appropriated into his pamphlet, must have been another

opponent to refute. That is, pseudo-scholars such as Greene,

N,larlowe and Nashe, who earned their daily income by writing plays,

were all regarded as a group of implied opponents in Harvey's

pamphlet controversy. In Pierce's Supererogation, Harvey named

four men as Nashe's friends or acquaintances: M. Apis Lapis,

Greene, Marlowe and Henry Chet t le (p.322) .t 3 Moreover, Nashe's
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"gayest flourish" styles are, according to Harvey, characterized

as:

but Gascoignes weedes, or Tarletons Trickes, or Greenes

crankes, or Marlowes brauados:''

(Pierce's Supererogat ion, p.115)

This is not the only catalogue of his opponents; the similar

examples are abundant. Harvey asserts that Nashe and his friends

can find "no witt, but Tarletonisme no Religion, but

prec i se Marlowisme; no cons iderat ion, but meere Nashery" in the

sirme book. " Note here that Marlowe and his writing are scripted

as "Marlowisme" by Harvey. What Harvey aims at is to portray

Nashe as a "precise" follower of this "ism."

Moreover, Harvey tends to link up this faction of pseudo-

scholars wi th those notorious propagators of the Mart in-Marprelate

papers which contain subversive attacks against Whitgift's policy

of ecclesiastical uniformity and royal supremacy:

that new-created Spirite, whom double V. [Martins] like

an other Doctour Faustus, threateneth to coniure-vpp at

I eysure t u

(Pierce's Supererogat ion, p.209)
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As is the case with Nashe's appropriation of Marlowe, the f igure

of Doctor Faustus is assimilated into Harvey's rhetoric of debate

as a stock figure who seduces people's minds with necromantic

words and phrases.

It is noteworthy that Harvey branded Nashe as a tactless

disciple of Marlowe, which is conspicuous in his sonnet appended

in New Letter (1593).

Weepe Powles, thy Tarrburlaine voutsafes to dye

L' enuoy .

The hugest miracle remaines behinde,

The second Shakerley Rash-swash to bind.tT

(Sonnet in New Letter, p.295)

If it taken into account that New Letter was, we assume, written
j ust af ter the death of Marlowe, i t must have been intended as a

mock elegy to Marlowe. Harvey made an intentional pun on Peter

Shakerley, a notoriously silly disputant who was frequently

mentioned as a laughing stock in London at the period, and called

Nashe "the second Shakerley." In addition, it seems that Harvey

amused himse I f wi th the s imi I ar sounds of "Nashe " and "Rash-

Swash. " Harvey continues his teasing, claiming that "the hugest

miracle of Marlowe" (or his style of bombast) binds (enchants)

Nashe who is as good as Shakerley. Thus we find that Marlowe and
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Dialecticke otherwise called Logicke, is an arte which

teacheths to di spute wel I .

(Dialectic, p.17)

The ende of Grammar is to speake congrouslie, of Retho-

ricke, eloquentlie, and of Logicke to dispute well and

orderlie. te

(Dialectic, p.28)

So as "to dispute well," one is supposed to take two steps

in Ramus' argumentation, that is, Invention and Disposition.
After "inventing' (lining up) materials with which to prove a

theorem, one is required to "dispose" (arrange) them to conclu-

sion. Ramus thought that these two sirnpl i f ied procedures should

be pragmat ical ly appl ied to argurnentat ion in any scholarly f ield.
So far, logic had been considered an introductory study subordi-

nate to higher studies such as law, physics and theology. Ramus

attempted a frontal attack against this common definition of
logic. Ramism, so to speak, was a revisionary movement for

redefining logic as a pragmatic study for argumentation, and of
empowering the discipline of logic.

Not only did Ramism emphasize the dichotomy (Invention and

Disposition), but also simplified syllogism so drastically that it
was redef ined in the fol lowing way;
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too much to say that i t i s suf f icient to arrange two main

sentences in order effectively.

Let us return to Marlowe's text to examine how Ramus ,

syllogism is incorporated into Doctor Faustus. It appears in

Faustus' renunciat ion of Divini ty, or Jerome's Bible.

If we say that we have no sin,

We deceive ourselves, and there's no t ruth in us

(Faustus A 1.i.44-45)

Critics have very often pointed out imperfection of the syllogism

quoted above.20 Although he is indebted to verse eight in I John,

New Testament while quoting the above verse, Faustus passes over

the fol lowing verses 9-10, which read: "If we confess out sins, he

is just, and may be trusted to forgive our sins and cleanse us

from every kind of wrong." Faustus never repent s, or l i teral ly

cannot repent, because he i s completely unable to reci te any

verses from The New Testament concerning hwnan contrition and

God's gratuitous mercy. It was perhaps symptomatic of Faustus'

tragic flaw, yet this interpretation is not satisfactory enough

to explain the imperfect syllogism.

Paul ine Honderich, in her article "John Calvin and Doctor

Faus ttts ," argues that Calvini s t s' harsh doct r ine regarding God's

mercy underlies Faustus' inability to recite those verses about

God's mercy, the doctrine that men cannot evade death since they
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The preceding proposition (antecedent) inWagner's argurnent should

be "God only knows, " and then the fol lowing one (consequent ) that

" the humani ty - Wagner inc luded - never ever know" i s supposed

to arise. As a matter of fact, Wagner knows where his master is,

but he is nevertheless able to insist that he does not know it "by

force of argument. " Based on Rami sm, hi s logic def ini tely draws

a conclusion from itself in an autonomous manner.

What is more interesting, Wagner, who brags of this kind of

argument, is assigned the part of a Puritan. He proudly claims

that he has refuted scholars, and then begins to perform a

Puritan.

Thus,

having triumphed over you, I will set my countenance

like a precisian, and begins to speak thus: Truly, my dear

brethren, my master is within at dinner with Valdes and

Cornelius, as this wine, if it could speak, it would inform

your worships. And so the Lord bless you, preserve you,

and keep you, my dear brethren, Dy dear brethren.

(Faustus A I.ii.26-32)

"Precisian" was in those days almost synonymous with Puritans.

The OED defines it as "one who is precise in religious observance:

in the sixteenth and seventeenth century. synonymous with

Puri tans. " Wagner not only addressed to scholars "my dear
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brethren" just as the "precisians" of the age greeted with each

other, but al so advi sed that they should not "coms wi thin forty

foot of the place of execution." It must have been possible for

the Elizabethan audience to associate Ramus' logic with

Puritanism. This is understandable if we take into account that

Ramism advertising the "new logic" was brought over into England

along with the reports on the lvlassacre on the Eve of St.

Bartholomew. Even Ramus himself never hesitates to confess his

Puritan creed; elsewhere in Dialectic he avows that:

God can no wise be knowen by any image or signe made by

men. (p.49)

Abraham was iustified by faythe, therfore man maye be

iust i fi ed by faythe. (p.59)

Thi s necessari ly makes Wagner's performance t inged wi th a

religio-social paradox. It is because Wagner was backed up by

Ramus' self-conclusive theory of logic that he could refute the

scholars. It is ironic, however, that the seemingly neutral

academi c theory was regarded not as a neut ral " i sm" but as

suspicious Puritanism against the authorities. The more firmly

Ramists defended their theory of logic, the more likely they were

to be suspected as radical Protestants. This is the paradox which
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Marlowe only impl ies in Doctor Faustus. Yet i t wi I I be almost

complete in The Massacre at Paris.

u.
It was around 1580 (after the Massacre on the Eve of St.

Bartholomew) that the word "massacre" was introduced into Engl ish.

The OED quotes as the first instance in English Sir Henry Savile,s

translation of Tacitus' Histories in 1581.22 It was because the

word not only meant "murder" or "carnage," but also was inter-
preted as referring to a special phenomenon of society that the

word was received wi th a great impact . A cul tural anthropologi st

Natalie Zemon Davis, in an essay "The Rites of Violence: Rel igious

Riot in Sixteenth-Century France, " points out that Puritans must

have been obsessed with the idea of "pollution" around 1570.

The word "pollution" is often on the lips of the

violent, and the concept serves well to sum up the

dangers which rioters saw in the dirty and diabolic

enemv. t '

Davis pays great attention to the fact that the nwnber of sermons

by Huguenot pastors had begun to make a rapid increase several

years before the Massacre broke out at Paris: "the specific

trigger for the riots being more I ikely the sudden upsurge

in public Protestant preaching."'o It should be remembered that

it was not long before The Massacre at Paris was put on the stage
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that the Martin-Marprelate Controversy, another radical Puritan

propaganda, stirred the nation. "Massacre," therefore, p&rtook

of ritual "purification" of society contaminated by Puritans.

Hence, the sense of Protestants' pollution caused slaughterers

(Catholic agents for the purifying ritual) to be pathologically

sensitive to the disposal of corpses of fi lthy Puritans (or

Huguenots). The Catholic assassins inMarlowe's Massacre at Paris

thus caut ioned each other:
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Now sirra, what shall we doe with the Admirall?

Vhy let us burne him for an heretick.

Ono, his bodye will infect the fire, and the fire the aire, and

so we shall be poysoned with him.

Slhat shal I we doe then?

Lets throw him into the river.

Ch twill corrupt thewater, and thewater the fish, and by the

f i sh our se lves when we eate them.

(Sc. ix, 482-489)

This is mainly a serious concern of the Catholic side, whereas the

Puritans paid little attention to dead corpses. This is, as Davis

analyzes, related to their "rejection of Purgatory and prayers for

the dead" under the Puritan doctrines."

From the Catholics' political point of view, it was inevita-

ble that Puritans should be symbolized as contaminators. Davis

l85



argues that " the Protestant s' sense of Cathol ic pol lut ion al so

stemmed to some extent from their sexual uncleanness" of clergy,

or sodomy.tu If it was a common sense view on "Catholic pollu-

t ion, " Marlowe conversely arranged i t for " the Cathol ic sense of

Puritan pollution." This reversal occurred in Scene Seven in The

Massacre at Paris. In the opening part of the scene, a character

named Taleus appears at the study of Ramus and informs him of his

impend i ng hazard . Taleus was a historical rhetorician who

collaborated with Ramus. (As a matter of fact, he died of disease

in 1564, ten year s before the Eve of the Massacre. ) Taleus i s,

however, characterized as something more than just a fellow

scholar of Ramus by the Cathol ic slaughterers in the fol lowing

conversat ion:

Gonzago. Who goes there?

Retes. Tis Taleus, Ramus bedfellw.
Gonzago. What art thou?

Taleus. I am as Ramus is, a Christian.

Retes. O let him goe, he is a cathol ick.

My emphasis) (Sc.vii, 371-375)

Note the underlined part. In order to execute Ramus, the

murderers made a del iberate interpretat ion of him as a " f i I thy

body" which could spoil society with sodomy. Historically

speaking, Taleus was ambiguously linked with Ramus, for Pierre
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above: the more f i rmly Ramus defends hi s boundary of

more likely he draws intervention from outside.

logic, the

It is worthwhile to examine the structural digression of the

Scene of Ramus by directing our attention to the eccentric

character of Ramus. This scene, being set in the indoor study,

present s a di fferent picture of the "hel l on earth" of the

Massacre which i s at once on progress outdoors. We assume that

in the scene there surely seems to be a scholarly sphere indiffer-

ent to the outside strife among religious sects and power

struggles. In other words, we can catch a glimpse of Marlowe's

attempt to momentarily create the non-pol i t ical sphere in the

scene of Ramus. In this respect, we can agree to J.R. Glenn's view

that "the Ramus scene establishes through the person of Ramus an

acceptable standard of humanity existing outside the two warring

parties" of the Catholic and the Huguenots.2t Harry Levin is

another critic who argues that the scene represents "an affirma-

tion of that scholarly ideal through Ramus."28 However, it is,

we should notice, only transitory. After the scene ended with

Ramus'death, the play reverts to the plot of incessant slaughters

and political strife. The execution of Ramus has resulted in the

miserable conclusion which revealingly shows that the autonomous

"new logic" turns out to be nothing but an i I lusion, and the

utopia- I ike neutral study can never be a non-pol i t ical sphere.

Why, then, did Marlowe incorporate the Scene of Ramus, which

did not appear in any probable sources, at the risk of a
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structural digression? Frangois Hotman's I True and Plain Report

of the Furious Outrages of France (1574), which is agreed to be

one of the most influent ial sources for The Massacre at Paris,

does not include the scene of Ramus.tn The name of Ramus is,

however, lightly mentioned as one of the martyrs of the Massacre

in that report. Although another possible source, De l'6tat de

France sous charles neuvidne, edited by simon Goulart in 1576-7,

describes the last moments of Ramus, they are totally different

from those in the problematic scene written by Marlowe. In this

source Ramus begs for his life by offering a large amount ofmoney

to the slaughterers; "But when he [Ramus] was discovered, he paid

a large surn to save his live."30 By contrast, Ramus characte rized,

by Marlowe has got no money to offer to his assassins, and gives

an ardent explanat ion for scholars' poverty:

Al as I am a schol I er, how should I have golde?

Al I that I have i s but my st ipend f rom the King,

Which is no sooner receiv'd but it is spent.

(Sc.vii, 377-379)

When we examine this structural digression from the context,

we should not miss the literary situation which Marlowe was

involved in while he was writing this play. As we have seen in

the previous sect ions, Marlowe was undoubtedly cons idered to be in

the same literary group as Robert Greene and Thomas Nashe belonged
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Cannot serve, sirra: Kill him.

(Sc.vii, 382-398)

Guise severely criticizes Ramus, stating that "He that will be a

flat decotamest, /And seen in nothing but Epitomies: /Is in your

j udgement thought a I earned man. ' we can f ind the s imi I ar

criticism in the Preface to Menaphon by Nashe. He mocked at the

epitome of Ramism:

But those yeares, which shoulde bee employed in Aris-
totle, are expired in Epitomes:".

(Preface, p.18)

Anti -Ramists consistently attacked Ramus' disrespect for Aris-
totle's organon. (criticism to Aristotle, as Ascham avows, always

involves blasphemy against the Establishment and God.) Ramus

explained against this criticism that all he had done was to offer

a more lucid logic of Aristotle's, and that organon was an

essential text to those who wish to be logicians. This is an

argument with historical accutacy. As Walter J. Ong discusses,

all Ramus attempted was just to treat Organon as though it would

fit into the practical exercises of his logic.32 whereas his

opponents (Shekius included) violently attacked Ranlrs' uppropria-

tion of Aristotle into the service of the new logic. It also

reminds us of Harvey's remarks in Pierce Supererogot ion; by the
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inf luence was never wi thout mediation, much less neutral. He was

inevitably conscious of the network of influence, whether it
consisted of socio-political "isms" or of his literary circle.
Writing under that double-bound condition, Marlowe was still
obliged to perform as a playwright of ,,university wits.,, In this
I ight hi s personi f icat ion of Ramus in The Massacre at par i^, can

be regarded as his final performance within the complicated

network of inf luence in the early 1590s.
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Marlowe hardly composed a parody of his sources but

personified them. There are two remarkable features that can be

seen in Marlowe's personification of the influential sources: (l)

the development of the way wi th stereotypes and (2) the marginal

handl ing of them.

Fi rst we must understand that Marlowe's personi f icat ion of

influence is fundamentally complicated in his desire to formulate

stereotypes so that he may enclose and grasp "others" (or the

sources of hi s anxiety) . As Homi Bhabha . one o f the mo s t

influential post-colonial literary critics points out, any desire

to contain others by formulating stereotypes is frustrated at the

end. For one's effort toward containment ends up in a recognition

that he or she can no more formulate any appropriate stereotypes

than contain others.2 The same can be appl ied to other

investigations outside of the post-colonial subject. Marlowe

seems to have ful ly recognized the I imi tat ion of the stereotypes.

That is why he attempted to represent Machiavelli in a different

way. As we have seen in Chapter Four, it is worth observing that

where "Machevi I " and Barabas are furthest away from Machiavel I i

and hi s ideas, they seem to be closest to the real Florent ine.

Producing "Machevi l " in the Prologue, Marlowe obscured the rupture

between Machiavelli and his stereotypes in his attempt to

formulate new Engl ish Machiavel I ism. Even the stereotype of Ramus

cannot be a realistic representation of Peter Ramus; it is rather

an amalgam of a complicated set of discourses and reports
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From j ySging vaines of r iming mother wi t s,

And such conceits as clownage keepes in pay,

I4/eele leade you to the stately tent of war

(1 Tambur Iaine, Prologue)

Indeed, Marlowe was successful in theatrical reformation, partly

because he completely set himself free from the old-fashioned

theatrical modes such as jig and nursery rhyme, and partly because

he transported onto the Elizabethan stage new theatrical modes

from the humanist tradition. Then, the young university wit

continued to nourish newmodes of drama, employing rnarvelously new

humanist sources onto the stage, which stimulated other scholar

playwrights like Greene, Kyd and Nashe to follow him. Yet, this

seems to be a turning point at u*rich the chaser turns himself to

the chased. Marlowe came to be no longer exempt from the

inf luence of the soc i ety of univers i ty wr i ters. More of ten than

or not, Greene and others reproduced the stereotypes and "high

astounding terms" by which Marlowe had swept to fame, whether

blind-mindedly or sardonically. Subsequently, under this new

pressure from downward, that is, from the writing society of which

he was one of the pioneers, Marlowe was obl iged to produce even

newer theatrical modes by way of marginal and digressive handling

of hi s sources. I t i s, then, very interest ing that Marlowe played

the double role of the nourisher and the nourished (or the chaser

and the chased) . What i s remarkable i s that thus Marlowe
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