.,)’({




THRED TRAGEDIES

BY

T e ———

by

Fredriclk J. Larsen

Submitted as partial requirement

for an M.A., in Inglish from

MeMaster Universiby, August, 1971.



"MASTER OF ARTS.(l97l) " McMASTER UNIVERSITY
(English) : ' Hamilton, Ontario

TITLE: Three Tragedies By John Ford
AUTHOR : Frederick James Larsen, B.A. (University of British Columbia)
SUPERVISOR: Dr. R. W. Vince

NUMBER OF PAGES: wv, 110, :



TABL = oOF CONTEHN

FREFACE

£ JigM

INTRODUCTION

THE BROKFN

Yt 15

'PTS PITY SHE'S A WHORE




be treated in isolation from the total body of material written
by that person., To do so prevents the tracing of any develop-
ment in the artistry and interests of the particuler writer. I

hsve chosen to write on only three of John Ford's pla
0 ¢
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bulk of his writings, botl

and non-dramatic. Ny decision to do so was bagsed on a number

w

of considerations: first, end most obviously, the scope of this

thesis does not allow a many-cided treatment of Ford; second,

Ford's tragedies, vartlicularly !'Tis Pii

until recently, has been besed on a very shallow reading of
plays, the resulting interpretations often being forced into a
pre-conceived theory about Ford's thoﬁght and morals; fourth,
T wish to demonstrate a relationship between Ford's tragedies
rue for the entire body of his dramatic
works; and lastly, I am continually fascinated, and sometimes
apralled, by the variety of plays which we arbitrarily lump to-

gether under the heading of "tragedy" and

vy

ny treatment of Love's

Llce may scriously question the inclusion of that play in
this particular genre.

. No.

There may be valid objections to my not including

0
:



Warbeck among Ford's tragedies. Undoubtedly, the plaey has

5

rach of the tragic in it. Critics, however, are divided in

o,

their opinions as to whether it should be termed a tragedy or
a history play. Becauszse of the diversity of opinion, as well
as several of the considerations noted above, I have chosen
to exclude it from my study.

When reading

R )

the chapter on Love's Sacrifice, some may

% 3

begin to suspect that I am merely paraphrasing ruch of the ma-

Stavig's excellent book on Ford.” To

terial contained in Mark
this cherge, I can c¢nly answver that many of my owm observations
were already formulated prior to my reading of his boolk. For-
tunately or unfortunately, we agree on many points in regard

e
O
o the play. In writing the chapter, my practice has been to

e

quote Stavig where he has perhaps been more preclse an inter-
preter than 1. In general, however, thec observations and com-
ments which come before and after any quotation are my own, the
najority of them not being found in Stavig's text.

I have sought conformity in my references to the three

ition

o))

plays without being totally successful, since no modern e

fice is yet in print. Consequently, for this

e

of Love's Sacri

play, I have used Havelock Zllis' edition, John Ford (London,

T. ¥, Unwin; New York, C. Scribners sons, 1888). The other two

‘\'D
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'"P'ig ¥ity She's A VWhore edited by V. W. Bawcutt (196%), and The
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Broken Heart edited by Ponald XK. Anderson {(1969). In quobting

from the latter two plays, I have included Act, scene and line

references, putting them in parentheses immedilately following

-
«

the quotation. In quoting from Love's Sacrifice, I have in-

dicated only the Act and scene, line references not being in-
cluded in Ellis! edition.

I wish to express my thanks to my supervisor, Hr, R.
Vince, and to my classmates in ZFnglish 703 (Flizabethan and
Jacobean Drama) who, through discussion and argument, led ne

1

to this

4

topic and to many of the conclusions found in the fol-

lowing pages.

O

Hemilton, Ontario

August, 1971.
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INTRODUCTION

Our knowledge of the 1life of John Ford is extremely
scanty. Even the exact date of his birth is unknown, though
he was baptized on April 17, 1586, at Ilsington, Devonshire,
the second son of Thomas and Elizabeth Ford. He wes admit-
ted to the Middle Temple of the Inns of Court on November 16,
1602, but whether he actually practiced law is impossible to

ascertain. From 1606 (the publication date of Fames Memor-

ial and Honour Triuwmphant, or the Peers! Challenge) until
i s i MO b - $ . s e 4

1620 (publicaticn of A Line of Lifc) he was apparently intere

mittently engaged in non-dramaetic writing, none of which i

wn

to be too highly valued except for its contribution to the to-
tal picture of Ford's thought and poetic development. During
the next few years (cl620-clb625) he worked in collaboration
with a number of dramatists -~ Dekker, Rowley, aud Webster, in
particular -- in the production of tragi-comedy, comedy, mas-
ques and domestic tregedy. After 1625, however, Ford seems
to have worked independently. During the years 1625-1638, he
wrote three tragedies, The Broken Heart, !'Tis Pity She's a

.

Whore, and Love's Sacrifice; a history play, FPerkin Warbeck;

and at least three tragi-comedies, The Lady's Triel, The

P

1



Lover's Melancholy, and The Fancies, Chastc and Ncble ( a

fourth, The Queene, is also generally attributed to Ford).

These pleys are all that remain of Ford's dramatic work,
though it is probable that he wrote others as well. The
date of the dramatist's death 1s also unknown: he may have
died as early as 1639 or he may have lived until sometime
after 1655~56.1

The chronology of Ford's independent work canmot be

positively ascertained. The Lover's lMelancholy was licensed

on November 2., 1628, The Lady's Trial on May 23, 1638, but
no evidence is available to indicate when, or in what order,
Ford's remaining six plsys were written. All three of the

tragedies were published in 1633. G. E. Bentley provides the

following epproximate dates during which each may have been

written: The Broken Heart (c¢1627-16317?), Lovel's Sacrifice

(16327), and !'Tis Pity She's s VWhore (1629?7-1633). Based on

the evidence about the production of the plays, it is Bent-

ley's hypothesis that Ford wrote The Lover's Melancholy,

Beauty in a Trance, and The Broken Heart for the King's Come

peny, "then, at lesst a year or so befere 1633 . . . he made

i Fal

some sort of agreement with Christepher Beeston and wrote all
the rest of his plays for the menagement of the Phoeﬁix,“z

Degpite the thoroughness of Bentley's research and the logic
of hiz conclusion, this matter of chronology remains contro-

versial at best. Since it is of no direct concern to this

study, I will leave further mention of the dating of the plays



until the concluding chapter.

Vinat is of concern tc this study is the wide variety
of kinds of drama in which Ford was involved in the course of
his dramatic career: they inélude tragedy, tragi-comedy,
comedy, the history play, and the masque. One inference that
can be drawn from this variety is that Ford was an experimen-
ter in dramatic form. Indeed, H. J. Oliver makes just this
conclusion after examining all of Ford's works. He sees Ford
as a "constant experimenter . . . who, because he never guite
cast off the shackles of Llizabethan and Jacobean drems, did

2
not find the new form he was seeking."” Whether or not 0li-
ver's suggested reason for Ford's faillure to find a satisfac-
tory form is valid, it seems apparent that, as Oliver suggests,

Ford was digssatisfied with the forms which he heaed inherited.

1Tis Pity end The Proken Heart are perhaps representative of
the heights of Ford's dramatic achievement: significantly,

however, he abandoned tragedy after 1633, attaining modest

success with Perkin Warbeck in the almost-forgotten genre of

the history play, but failing noticeably in his attempts at
tragi-comedy. The fact that Ford never again returned to
tragedy (unless, of course, in some play which is no longer
extant) suggests that he may have been seeking new forms for
dramatic presentation.

This notion that Ford was experimenting in dramatic

genres leads to yet another hypothesis: that Ford may have

been experimenting with style and technique within the par-



e
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ticular genre of tragedy. With this hypothesis in mind, I

Lo

have approached the three plays, The Broken Heart, 'Tis Pitly

She's a Whore and Love'!'s Sacrifice with the idea of examin-

ing them for significant differences in technique, rather
then for similarities. I hope to demonstrate that Ford was

a conscious artist, a manipulstor of dramatic tools, and that
when a critical interpretation of one of his plays is based

on consideration of the dramatist's evident intent, we may

more correctly estimate the extent of the dramatist's skill.
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THE BROKEN HEAR

LRy

Much has been sald in Ford criticism of the peculiar

static quality of The Broken Heart. Clifford Leech speaks of

the play as "like a frieze" which has the "effect of a sculp-

$ 5% 5 1 e 5 o x ; o o i ;
tured stillness""; Havelock Bllis, in the introduction to his
edition of Ford's plays, calls it Ya Niobe group of frozen
n3

4 0o y
griefs"™; George 3ensabavgh refers to it as a "tablesu

while Doneld XK. Anderson writes of the "preternatural calm"

¢f the c‘w?ar-.;a,LL Yet while these terms and phrases may ade-

\-\.

quately describe the lack of plot movement (spproaching ime
mobility at times) in the play, they revesl nothing of Ford's
technique, his careful shaping of plot, dramatic structure,
characterization, and even language, so that each of these
elements contributes, directly or indirectly, to the realiz-
ation of a particular dramatic effect. By constently reflect-
ing the theme, or the dominant tone of that theme, Ford a-
chieves a final effect which is remarkable for its totality.
Perhaps the most revealing statement regarding Ford's

technique in the construction of the plot of The Broken Heart

is made by Robert Ornstein:

[Ford/ develops a tragic situation, not a tragic sequence
of events; he dramatizes the mounting, unendurable pres-
sure of remembered wrongs that explodes at last in a spasm
of violence.



This emphasis on a particular situation, a sibuation which
remains unchanged through much of the play, contributes much
to the feeling of stasis in the play. This static quality in

The Broken Heart sets it apart, not only from Ford's other

tragedies, but from the other major tragedies of the period.
The plsay opens with the situation which Ford wishes
to examine already established. With his characteristic e~
conomy and simplicity of language the drematist repidly sup-
plies the details of the past action which has brought the
the present set of circumsteances. In & concise eighly lines
we are given the pertvinent details of the past events and
brought uwp to the present which is the conseqguence of these
events. We learn of the feud which had existed between Cro-
tolon, father of Orgilus and Buphranea, and Thrasus, father
of Ithocles and Penthea. Amyclas, king of Sparta (Laconia),
had eventually brought sbout a peaceful settlement of this
feud and, to ensure a lasting peace, the families had proposed
the marriage of Orgilus and Yenthea, who were subsequently
betrothed. The "untimely death" (I,1i,35) of Thrasus, how-
ever, had left his son Ithocles as head of the family and he,
seeking to improve the position and fortune of the family,
had broken the Orgilus-Penthea contract, despite the "holy
end e¢haste love" (1,i,30) between them, and had forced Pene-
thea to maerry Bassanes, an old but rich man. Bassanes, having
gained Penthea as his wife, has subsequently developed a se-

vere case of Jjealousy and Penthea:



« « o is now so yok'd
To a most barbarous hralldom, misery,
Affliction, that he savors not humanity
Whose sorrow melits not into more than pity
In hearing but her name.
(Iji’SB”SV)

We find Orgilus, her lover and the cheracter who gives us this
account of past events, prepering to flee from a situation in
which he can exist only in frustration. Ford has established

a set of circumstances which promise some interesting and po-
tentially violent developments e« Orgilus and Penthea ere in

a state of love, which, though thwarted, still continues both
strong and deep; the figure of Bassanes, Penthea's legal hus-
band, stands firmly in the way of the two young lovers; and
Ithocles, ambitious and self-seeking (or so we have been told),
is the ostensible villain of the play. The expectations that

are raised by this description of the circumstences, th
P )

[¢1)

an-
ticipated desperate actions of passioh, are not realized, how-
ever, in the play, at least in the menner which we expect in

a play of this literary period.

In fact, Ford quickly dispels some of the assumptions
which we might have entertained after the opening scene. Itho-
cles is introduced (I,ii), not as a sinister Machiavel or a
heartless scoundrel, tut as a courageous soldier fresh from
victory who displays a most becoming humility end grace. The
general opinion of the Spartaen court is that he is "A miracle

of man" (I,ii,48). As the play progresses, we discover that

he has thoroughly repented of his treatment of Penthea and Or-



gilus, which, he says, was the result of

« + o the heat
Of an unsteady youth, a giddy brain, .
Green indiscretion, flattery of greatnsess,
Ravness of judgement, willfulness in folly,
Thoughts vagrent as the wind and as uncertain . . « .
(IT,414,0L-148)

Ford emphasizes Ithocles' change of heart in other instances,
finally stressing his helplessness in the present situation:
I did the noble Orgilus much injury,
But griev'd Penthea more. I now repent it;
Now, uncle, now. This "now" is now too late.
So provident is folly in sad issue
That after-wit, like bankrupts' debts, stand tallied
Without all possibilities of payment.
(Iv,i,8=13)
Ithocles, like Penthea and Orgilus, is treapped in the situ-
ation, though the difference is that it is one of his own mak-
ing. His recognition of his responsibility for the unhappiness
of Penthea and Orgilus brings him an agony nearly comparsble
to that felt by the unhappy lovers:
Ithocles must suffer the conseguences of & course of ace-
tion which once set in motion cannot be averted . . .
The tragedy of Ithocles is that of man's inability_to
atone for sin; his penance is of no avail . . . . 7
Bassanes, too, is revealed as a not entirely repre-

hensible character. Ford, utilizing the scientific thought

which Burton had expressed in his Anatomy of Melsncholy (1621),

portrays the old man as a victim of a disease, one which he
finally recognizes (IV,1i,1~-39) and endeavours to cure. As
a sick man, he evokes a slight pity in us; as a result, we canw-

not entirely despise him for his rash words and actions. UNei=

ther does he emerge as a sinister figure, for his verbal vio-



lence never suggests a capability for destructive physical ace
tion. In his blustering obnoxiousness he cen only provoke the
scorn of his fellOchharacterg and of the reader. Yet he, like
Ithocles, also repents of his actions and feels a measvre of
painful guilt for his past behaviour. His decision to seek out
a cure for Fentheca's illness (IV,ii,160-67) is well-intentioned
even though it is the remedy of a foolish old man. Bassanes!
major short-coming is his inability to understand the serious=-
ness of Penthea's heart-gsickness. Too, he is perhaps overly-
concerned with his own need for cure: but since control of
self is one of the reguirements of the scciety portrayed in

the play, end one of Ford's themes, we cannot completely con-
demn him for his self-concern. The significant fact is thst
neither he nor Ithocles can alter the situation, no matter

how well~intentioned they are after repenting of past actions:
the time when Orgilus and Penthea could have found happiness
and fulfillment of their loves has long since receded into the -
irrecoverable past.

Until well into Act IV, Ford's depiction-of Orgilus is
also calculated to emphasize the inebility of the protagonist
to discover a remedy for his ills and those of Penthea. During
this part of the play, Orgilus, whom we would normally expect
to be engaged in some plot of revenge against Ithocles, or at
least seeking ways and means of access to Penthea, is instead
playing the role of passive victim of thwarted love and obser-

vor of events. His single attempt to woo Penthea into adultery

%
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(II,4i14) is completely blocked by her determination to adhere
to her vows of marriage to Bassanes, even though this act has
brought about, as she says, "Divorce betwixt mny body and my
heart" (II,iii,57).

Penthea's attitudes must be clearly understood so that
her determination to sbide by her merrisge vows.does not seem
mere obstinacy, an unreasonable resolve to continue in a situ-
ation which is clearly unbearable. She has been the victim
of Ithocles'! youthful rashness end, in keeping with the social
code of the Spartan society, she has decided to accept her
fate with a resignation which forbids any outward expression
of her suffering. Though cmscious of the wrong which has been
done to her, she is determined to prevent the spread, to other,
perhags uninvolved, people, of the consequences of her situ-
ation. She considers herself to have committed a sin, for,
loving Orgilus, she has ellowed herself to be pressed into a
narriage which is repugnant to her. Consequently, her marriage»
is an ect of "adultery with Bassanes" (III,ii,7L) and she feels
herself to be "at best a whore" (IIT1,ii,75). Her rejection of
Orgilus! passionate suit (II,iii), while based partly on the
conventionsgl moral tenets against adultery, is motivated even
more by her consciousness of her soiled purity. She can no
longer offer Orgilus the spotless innocence which originally
was hers to give and she refuses to offer him anything less:

The virgin-dowry which my birth bestowed

Is ravished by another; my true love

Abhors to think that Orgilus deserved

No better favours then a second bed.
(IT,141,99-102)
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When Penthea says, "Honour,/ How much we fight with weakness

to preserve thee" (II,iii,130-~31), she is referring as much

to Orgilus' honour as to her own. Penthea's desire to stifle
her passion, to suffer in silence, is consistent with the Spar-
tan moral code. Like Calentha, however, she is unable to cone
tain her emotion successfully: the attempt to do so leads her
to madness and the desperate decision to starve herself to
death.

Orgilus departs from this scene in frustrated rage,
stating, "Action, not words, shall show me" (II,ii1i,126). Yet
the promiée of these words, ostensibly revealing a resolve to
embark on either a plan of revenge or some act of despeair, is
never fulfilled. Instead, we become more and more aware ol the
fact that Orgilus is in a state of complete inaction. He re-
mains in this state of passivity until Act IV, scene ii, when,
in his desperation and with a powerful sense of guilt concern-
ing Penthea's madness ("I, I have seen it, and yet live" (1V,
ii,50)), he interprets Penthea's raving words as instructions
to revenge:

She has tutor'd me;

Some powerful inspiration checks my laziness.

® ® @ e © L e e © . ¢ ® . . . ® . .

this be madness, madness 1s an oracle.
(Iv,3ii,12~25,133)

Ir

At lsst, Orgilus has decided on a course of action -- revenge.

"oracle" is highly

His acceptance of Fenthea's words as an
questionable. For Penthea, unable to contain her passion, un-

able to stifle her sense of having been wronged by Ithocles,
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lashes out egeinst him in her madness -- "That!s he, and still
1tis he'"., Such an outburst, however, motivated as it is by the
passion which now dominates hér mind, is contrary to the Spar~
tan ldeas of socially-acceptable behsviour, as is her decision

to commit cide. Her passionate accusations, so contrary to

her earlier reasoned forgiveness of Ithocles, merit condemna-

tion, jw t as Bassanes! outbursts were condemmed as "megrims,
firks, and melancholies" (IIl,ii,155). Orgilus! acceptence of

her revings as directions to revenge is in complete disregerd
of her distracted state. Penthea is no longer responsible for
what she says and Orgilus displays a like irresponsibility by
taking heed of her words. In fact, Orgilus!' inability to cor-
rectly respond to Penthea's madness is indicative of his owr
weakening restraint. He, too, is nearing the point where pas-
sion will burst the bonds of reason and spur him to a senseless
revenge. His interpretation of Penthea's words is more the re-
sult of his own inablility to discover a remedy for his frustrae-
ted passion and his grief then it 1is a logical reactiocn to the
ravings of a woman gone rmad.

Other than through his attempt to persuade Penthea to
an act of illicit love and, finally, his decision to teke pos=
itive ection against Ithocles, the only way in which Orgilus
controls the action of the play is through his power of decis-
ion in the marriage of Prophilus and Euphranea. The attention
given by Ford to the development of the love between these two

characters seems disproportionately large unless we see their
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love, as we are vndoubtedly meant to, s an czample of the
bliss and harmony which Penthea and Orgilus would have ate
tained had not Ithocles thwarted thelr love. Orgilus des-
cribes this happiness in a bridal song:
Comforts lasting, loves increasing,
Like soft hours never ceasing;
Plenty's pleasure, peace complying
Without jars or tongues envying;
Hearts by holy union wedded
More than theirs by custom bedded;
Fruitful issues; life so graced
Not by age to be defaced,
budding, as the year ensu'th,
Bvery spring another youth . « .+ o
(II1,3v,T70~79)
The exquisitely beautiful, harmonious love which this song
describes takes on an additional poignant sadness when conside
ered as a description, not only of what Buphranea and Pro-
philus will enjoy, but of what Orgilus and Penthea will never
know.
It is significent also, that the joining of these two
-- Buphranea, dauvghter of Crotolon, and Prophilus, member of
the faction originally led by Thrasus, father of Ithocles -
indirectly esteblishes the bond between the two families which
the union of Orgilus and Penthea was to have effected. Once
again, however, this action, promising harmony, has occurred
too late. The damsge has been done and sll of the actions in
the play are futile attempts to rectify the present unbearable
situation. Consequently, Ford has ignored the political rami-
ficetions of the Prophilus-Euphrenea union: he uses it in-

stead as a contrast to the unhappy situation of the centrel
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Penthea and Orgilus; the third, "Oh, no more, no more, too
late . . . " (IV,iii,142-53), heralds the death of Penthea,
en event which compels Orgilutho an ect of revenge; the
fourth and final song, "Glories, pleasures, pomps, delights,
and ease . . o " (V,i11,81-9l.), masks with its harmony the
catastrophe of the breaking of Calasnthals heart. On two
other occasions, the sound of music is similarly misleading:
the loud music of Act V, scene ii, joyfully celebrating the
nuptials of Prophilus and Euphranea, simultaneously accome
panies the arrival of the messages of deatn and sorrow; the
soft music of Act V, scene iii, contrasts with the violence
occurring within Calentha which climaxes in. the verbally-

1

presented "Crack, crack" of her heart-strings. Like the sur-

a3

face impression of the society pictured in the play, the use

of music creates an i1llusion of harmony, whereas, in reality,
the passions of the characters are wreaking violence on their
minds and hearts., While the surface of the drama remains une-
troubled and tranguil, the depths are filled with the throes

and agonies of thwarted passion.

There is a continual pressure in the play for the es-
tablishment of lasting unity. Along with the Euphranea-Pro-
philus sub~plot, there are a number of movements in the plot
of the play toward social and political harmony. King Amy-
clas!' settlement of the Thrasus-Crotolon feud is the first of
these movements and, even though Ithocles thwarts the marrisge

union, pecace between the two families is effected. Then, in
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Act I, scene ii, we learn that the Spartsn army, under the com-
mand of Ithocles, has conquered Messene:

Death-braving Ithocles, brings to our gates

Triumphs and peace upon his conquering sword.

Laconia ig a monarchy at length.

(r,i1,11-13)

This last line, in fact, suggests that the submission of
Messene is but the last step in & long process to bring about
Spartan political unification. The arrival of Hearchus, prince
of Argos, suing for the hand of Calanthe in merriage (III,1),
promises further political unity through the union of Argos
and Laconia: and even when Hearchus discovers that he is not
Calantha's choice, he is determined to promote harmony in the
court, even though somewhal deviously: "To be jealocus/ In
public of what privately I'1ll further" (IV,ii,210-11). Itho-
cles,also, strives hard to bridge the gulf between himself
and Orgilus, though the latter regards his overtures of friend-
ship with some suspicione.

Nearchus!' clear division between public end private ap-

pearances raises once again the issue of the constaent conflict

in The Broken Heart between illusion and reality. It is a conw

flict which has definite thematic importance, for it stresses

the fact of the limitations of man's knowledge. There is con-

siderable discussion throughout the play of the difficulty of

really knowing a person. Tecnicus is wary of Orgilus! motive

for taking on a scholarly disquise and warns him that, though
1

he, Tecnicus, cannot see "the secrets of . . . [his] soul" (I,

iii,)y), the stars, or fates (or gods) can. Bassanes 1is tor.

L
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mented by the thought that Penthea may be practising the dis-
simulation of "the city housewives” who ''set all at a price/
By wholesale; yet . . . wipe their mouths and simper,/ Cull,
kiss, and cry, 'sweetheart'!', and stroke the head/ Which they
have branched" (II1,4,23-27). Fenthea, though not acting in
the monner feared by Bassanes, is actually hLdlng her true
feelings behind a mask of passive acceptance of the situation:
she acts the role of perfect wife, while feeling herselfl to
be en adulterous whore. Ithocles, too, for politic reasons,
hides his love for Calantha and reveals it to Fenthea only afl-
ter much insistence and because he is obligated to her. Are-
mostes at one point questions the authenticity of the behav-

iour of both ITthocles and Orgilus and actually articulates the

-

main difficulty in communicating with one's Tellow man:

fo]

Yet, nephew, 'tis the tongue informs our ears;
Our eyes can never pievce into the thoughts,
For they are lodged too inwa & @

(Iv,*,lé )

It is hardly necessary to refer to the further examples of

this use of deception in the pley, those which lead to the vio-
lent climax and which are culminated in the ultimate example
Calaﬁtha's calm at the reception of the news of tragedy and

the restrained dignity of her subseguent asctions, concealing,
as they do, the destructive emotional turmoil within her which
eventually causes her death. Ford has the oracle to point

out the limits of men's knowledge of the future; he relies on
the illusion-reality motif to constently keep before his gudi=-

N

ence the difficulty of accurately interpreting actions of the



18

present. Is it any surprise, therefore, that individuals,

such as those presented in Tne Broken Hesrt, find themselves in

insoluble personal dilemmas? Ho person can accurately gauge

his social situation at any given moment. In Ford's Sparta,

one is fooled by the illusion of harmony: only when it is

does one discover benecath the surface both smouldere

8

ing passion and threatening chsos.

.
o
@

too ©

Parallelling the desire in the play for political and

social harmony is a distinct emphasis on the importance of

familial duty and unity. Buphranea's easy acquicscence to Or-
gilus! request for final say in the cholice of her marriage-

a

partner reveals her deep trust in her brother's feeling for

ny

er; a confidence that he will only do that which will ensure
her hasppiness. Fenthea's confrontation with Ithocles stresses
the fact that his crime has been as much against their family
as against Orgilus: when Ithocles expresses the wish that he
had died in child-birth, Penthea replies,
You had been happy

Then had you never known that sin of life

¥Which blots all following glories with a vegeance Egyf

For forfeiting the last will of the dead,

From whom you had your being. )

(IT1,ii,38-12)

A few lines later, she again emphasizes this aspect of his
erime?
The ashes of our parents will assume
Some dreadful figure and appear to charge
Thy bloody guilt, that hast betray'd thelr name
To infamy in this reproachful maich.

(IT1,ii,76-79)

Finally, her forgiving of her brother stems from recognition
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of how unnatural is bitterness between brother and sister:

We are reconcil'd:
Alas; sir, being children, but two branches
Of one stock, 'tis not fit we should divide.
(T11,44,131-13)

The sanctity and power of the family bond is revealed again
in Orgllus! decision, despite his personal objections, to ap-
prove the marriage of Euphraneca to Prophilus, largely because
his father desires it (as does EuphraneQ; of course). His
speech, grenting his approval, is in the form of a vow:

I will rather
Be made a sacrifice on Thrasus'!' monument,
Or kneel to ITthocles his son in dust,
Than woo a father's curse. My siste r‘u marr
Vith Frophilus is from my heart confirm'd.
May I live hated, may I die despis'd,
If T omit to further it in all
Thet can concern me.

=
e

S.
o)
)

(IIT,iv;16-53)
The third parent-child relationship, that between King Amy-
clas and the princess Cealantha, is depicted, like that between
Crotolon and his children, to be one of mutual love and af-
fection. Amyclas refuses to tyrennize his daughter in the mat-
ter of a husbend:
. « o Since we have ever vow'd
Not to enforce affection by our will,
But by her own choice to confirm 1t gladly.
(IIT,ii1, 1U~l2)
The king's reaction to Calantha's request for the hand of Itho-
cles in marriage is marked by a similar demonstration of the
closeness:
Still th' art my daughter,

Still grow'st upon my heart. -~ [To Ithocles.] Give
me thine hand;
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Calentha, take thine own. In noble actions

Thou'lt find him fim. and absolute. == I would not

Have parted with thev, Ithocles, to any

But a mistress who is all what I am. ;
(Iv,1i1,80-085)

The effect of this emphasis on the wide-spread harmony
in this society is largely pictorial. It provides s back-
ground, or framework, of harmony and uvnity upon which Itho=
cles! act of disharmony, and also the discord between Bassanes,
Ithocles; Penthea and Orgilus stands out in exaggerated relief.
There is, in this gencral movement toward havmony, a corres-
ponding sense of growing immobility as perfecltion is approached.
Yet, perhaps ironically, until the death of Penthea it is the
central situation which remains stationary while much of the
movement of the play takes place smong the pceople and events
which make up the framework within which the central charace-
ters are displeyed. With the death of Penthea, however, the
violence which is contained in the dis covd of the orimary char-
acters breaks out with destructive consequences, extending ite
self even into the background to Calantha, with whom Ithocles
has forged a link of love. Significantly, after the tragedy
has played itself out, unity and harmony are again restored,
though the value of these elements and the ability of man to
maintain them has been seriously questioned.

Also in connection with the desire for harmony and
peace is the rigid code of social behaviour which emerges in
the play. Self-control is stressed as the most important

element of individusal conduct. In the case of Bassanes, a



lack of control over self causes him to become an object of
scorn and ridicule:
.~ How 'a stares,
Struts, puffs, and swears. Most admirable lunacy!
(I1T,1i,136-37)

Bassanes, however, seems not to pose any thrcat to the so-
ciety. Though Orgilus charges Bassanes with the responsibile-
ity for Fenthea's madness «- "Penthea, Bassanes,/ Curs'd by
thy jealousies «- more, by thy dotage =~ / Is lelt a prey to
words" (IV,ii,h2-jl1) == we can hardly accept the thought that
Penthea might have been happy had Bassanes been a more loving
husband., Circumstance is the villsasin, not one particular per-
son. Still, perhsps Bassanes must bear some share of the bleme
simply for allowing himself to fall victim to pasgsions .for it
is this same error which makes first, Ithocles culpable for
the creating of the situation we have in the play, snd second,
Orgilus similarly culpable for extending the scope of the con-

sequences of that situation by murdering Ithocles. As & re-

03

sult of this latter action, Celantha, who is neither guilty
of any wrong-doing nor the object of anyone'!s vengeance, must
also suffer,
She is a poignant example of that human suffering which
Ford sees in the very nature of things, a suffering
which need not be attributed either Lo one's own act, or
to the malice of any externsal agent.
Her death, however., is necessary to complete, and to point
out the viciousness of, the chain of events begun by Ithocles.

The sociebty presented by Ford is one based on control of the

sssions, but the fragility of this society is clearly re-
$ & J o
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vealed by the destructive consejguences of even a momentary
outhurst of passionate action:

. o« « we are made to feel. how vulnerable arc the walls =«

the political, religious, legal and familial institutions

-=~ which seek to check or contain the uncivilized fury cof

civilized man.lO

It is necessary to point out, however, that even self-

control does not prevent tragedy. Penthea, able to control
her love and perhéps physical desire for Orgilus, is neverthe-
less forced, by the enormity of her contained emotion, to @
pessionate despair which leads her to an act of suicide, an zc-
tion morally condemned by her fellows:

Nature

¥Will call her daughter monster. -« What! not eat?
Refuse the only ordinary mesan
Wnich are ordain'é for life? Be not, my sister,

(4
A murd!'ress to thyself.
(IV,3ii,155-59)

£

the embodiment of restraint, dies oi

©
o]

Calantha, who emerges

¥

broken heart which is the result of the very control which
the pley seems to extol so highly. Thus, though the release
of passion through action is condemned as leading to destruc-
tion, the containment of passion leads to the same end. Per-
haps this is the impasse which Ford sees in life end which he
seeks to reflect in his play.

F. P, Wilson has described & characteristic of Jaco-

bean drama whieh perhaps is well exemplified in The Broken

Heart. He writes:

Vhat distinguishes the Jacobean age from the Elizabethan
is its more exact, more searching, more detailed inquiry
into moral and political questions and its interest in
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the enalysis of the mysteries and perturbations of the

human mind. T (TEalics 1 inc. )

Exhibiting in this play a nwnber of characters, some under sc-

vere emotional stress caused by circumstance, others infected

12 Ford often neglects plot

by verious kinds of melancholy,
development and event in his desire to "illuminate . . o char=-
acter and thought . . . .”13 Other than the arrival of Near-
chus, and Orgilus!' putting-on and taking-off of the disguise,

the situation in the play remains essentially the same until

it finally explodes into violence: the dramatist does not re-
ly on the introduction of new elements into the plot. Instead
of external plot complications,; Ford concentrates on internal
developments. He presents us with the gradual build-up of e¢-
motional pressure within the various characters, pressure

which resvlts from the frustration inherent in each individual's

ation and which increases because the soclal code necessile

n
e
ot
S:'

-

tates that the individusl keep his passion constantly in check.
The play is actually composed of a series of climaxes as first
Penthea, then Orgilus, and finally Calantha are destroyed, di-
rectly, or, as in the case of Orgilus, indir ectly,lh by the

explosion of passion within them. An analogy may perhaps be

drawn between Ford's technique in The Broken Hesr®d and a sci-

entific experiment in which materials are treated in such a
manner that a build-up of heat occurs within them which even-
tuelly breaks into open flame -~ that is, an example of in-

ternal combustion. Ford's audience witnesses no fuel being
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added to the situation, being asked instead to watch the

'_!

steady increase in heat and to awalt the inevitable conflsa
gration. -

Ford, however, makes skillful use of contrast in this
play: climaxes, major and minor, sre maerked by & curious im-
mobility. Miss Ellis-Fermor notes the pattern of movement

leading to the stillness characteristic of The Broken Hsart:

,
)
o

. o marks his initial revelation

r, & swiftness only possible to his
is often speeo too in the early
iling the necessary but f”“p1173J1w

Rapidity of dispatce
of rlot and charsct
packed pnrasing; th
parts of a scene, ¢

@

SO o
)
5

3
ary au3u~b“¢nts of the mind before the phase to be exam-
ined in detall is reached., But when this is touched,
there is a cessation of actien . . « and the scene changes
to the slow tempo essentisl to the revelation of the pro=-
cesses and ezxzperiences most significant to him, 15
This pattern of movement is further emphasized by the staging

. b 4

of the play in which many of the important scenes Iind the
characters seated in cheirs -~ the meeting of Ithocles and Yen-
thea (II1,3i), Penthesz at death (IV,iv), the murder of Ithocles

(Iv,iv), the execution-suicide of Orgilus (V,ii) and the ex-

hibition of the body of Ithocles in the last scene of the play.

jas)

These stoppsages of movement at such crucial times prevent the
encroachment of stage action on the carefully low-pitched, yet
important speeches of the characters. More then any other tech
nigue in the play, this deliberate cessation of stage movemer
reveals the extent of Ford's suboerdination of plot movement to
the revelation ol character,

Langusge 1s the means by which character is revealed
U

in drama, Ford, however, has a particular style which also en-
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hances the theme of restraint and dignity. Clifford Leech
observes that ". . . Ford could not have achieved his charac-
teristic effect of sculptured-stillness if his language were

) 0 " 22k nlb o ) B &
not of the simple and direct Kind . « « Though this is
perhaps an over-estimation of the importance of Ford's lan-
guage, especially in view of the effects of the other elements
in the play, Leech's statement rightly points out the power

ful contribution which language makes to the total effect of

—t

The Broken Heart There is, in the plsy, a definite correcse

pondenice between the emotion felt, and the language used by
the central characters: as the emotion becomes more intense,
the langusge becomes proportionately more subdued and restrain-
ed. "At the moment of great feeling, the tone is at its
< 3 . 1 S A 4-3 5 2 1 1 7

quietest, and the [}hpreouloq of] emotion is held back.
Bassanes!'! speecches, for example, motivated by a gross passion,
and often insincere, are full of figurative language and the
rhythm is fast-paced:

She comes, she comes. S0 shoots the morning forth,

Spangled with pearls of transparent dew.

The way to poverty is to be richs;

As I in her am wealthy, but for her

In all contents a bﬂnnrunt - Lov'd Penthea,

How fares my heart best Jjoy ¥
In contrast, the spceches of the main characters during moments
of great emotional stress are considerably subdued «- compare
Ithocles!' death speech:

Nimble in vegeance [sic?, I forgive thee. Follow

Safety; with best success, O, nay it prosper! «-

Penthea; by thy side thy brother bleeds,
The earnest of his wrongs to thy forc'd faith.



Thoughts of ambition, or delicious banquet

With beauty, youth, and love, together perish

In my last breath, which on the sacred altar

Of a long-look'd-for peace =~ now -~ moves =-=to heaven.

(IV,iv,63~70)
Here is no protest, no anger, no justification -« only a calm
acceptance of death., The movement of the speech is slow and
dignified. There are a number of pauses in the lines and the
words used necessitate a slower speaking-pace until, in the

last line, the words are drawn out in the final exhausted brea

ms

which ends in death. The same kind of restrained language, barec
of ornsmentation, is found in Calantha's last long speech:

0, 1y lords,
I but deceiv'd your eyes with antic gesture,
Wnen one news straight came huddling on another
Of death, and death, and death. Still I danc'd

forward;

But it stiruck home, and here, and in an instant.
Be such mere women, who with shrieks and ocutcries
Can vow a prescnt end to all their sorrows
Yet live to vow new pleasures, and outlive thcn
They are the silent griefs which cut the heartstrings;
Let me die smiling.

A

11,67-76)

[N

(V,
Once agein, the simplicity of expression is in direct contrast
to the intenzity of the emotions felt by the character. In
this latter example, the emotion is so intense that the effort
of restraining it is sufficient to break Calantha's heart
An extension of Ford's restraint in moments of strong
feeling is his use of silence in the play. Robert Davril obw
serves that "when he became aware of the possibilities of si-
lence on the stage, Ford made it one of the basic elements of

nd8

his dramatic technique and psychology. Miss Ellis-Fermor
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also comments on the clear understanding which Ford demon-
strates of “the immensity of feeling that finds few words or
none,“19 It is remarkable, yét perfectly consistent with
Ford's aims, that he should take us through the stage in which
action stops and the drama 1s carried by the language alone to
that point where silence itself is more expressive of tragedy
than are mere words. The "horrid stillness" (IV,311i,153) fole
lowing Penthea's death song, and the lack of reaction dis-
played by Calantha on learning of the deaths of Amyclas, Pen=-
thea, and Ithocles, effectively arouse our apprchensions of
tragedy; for these two are victims of "afflictions/ Above all

5). They are blasted by "the silent

e

sufftrance” (IT,iii,Ll-l

griefs which cut the heartstrings" (V,1ii,75).

With this concentration on a single situation, this
tendency toward immobility and the corresponding restraint in
the language and the mood, what, then, is Ford trying to say?
What is the major theme of the play? To answer this gquestion
with statements like the rather glib, "The Broken Heart is a

. . . 20
thorough argument for the freedom of choice in love', or the

equally facile, "[it] is actually concerned . . . with the
problem of frustrated love and the reactions of various people

",21 is to be guilty of greatly

to the emotion of love . . &
under-estimating Ford's understanding of life and the univer-
sality of the truths which he discloses in this play. In The

Broken Heert he has demonstrated the limitations of man's know-

o R



ledge, the fact that at no time can we be sure of the con-
sequences of any individual sction. Neither can we avoid or
nullify actions which will lead to tragedy: we are prisoners
of time. Surely this is the significance of the oracle. It
mey reveal a truth about the future, bul man is incapable of
seeing that truth until the future becomes the unavoidable
present:
« » « the pith of oracles

s to be then digested when th' events

Zpound Luc;r tx uih, not bpougnu as soon to light
\s uttertd; truth is child ‘time, and herein

I find no scvuo]o, rather cuu e of comfort
Viith uvnity of kingdoms.
(17,

It is also made clear that present joy and happiness 1s no

ki
B

’1>

F"'

iii, 35«010)

guarantee of future felicity. Looking back on her life, Pen-
thea has become very aware of this fact:

¢ o o ON the stage
Of my mortality, mny youth hath acted
Some scenes of vanity, drawn out at length
By varied pleasures, swecten'd in the mixture,
But tragicel in issue.
(I11,v,15-19)

With a calm simplicity, PFord admits that the only certainty in
life is the inevitable arrival of death:

Those theat are dead
Are dead; had they not now died, of necessity
They must have paid the debt they ow'!d to nature
One time or other.

(v,1i,89-92)
Life itself is a process of dying which begins at birth:
Vhen feeble man is bending to his mother,

The dust 'a was first fram'd on, thus he totters.

(V,i1,1)8=L9)



N
O

It is the stoic acceptance of these truths, regardless of
theilr unpleasantness, which is urged in the play. Ford echoes
the calmness of his own recoghition of these aspects of life

leart., His may be a pes~

apm

in the calm immobility of The Droken

simistic view of life, bubt we cannot deny the simple truth of
his observations:

The counsels of the gods are never knouwn

Till men can call th'!' effects of them their own.

(V,111,105=06)
In writing a play intended to demonstrate the mortelity eand
failings of humen beings, Ford scems to have endeavoured to
have every element of that play expressive of the dignified
stoicism with which he would have his characters face life,
and, eventually, death. His ultimate achievement, and per-
haps most important contribution to Fnglish drama, is the
fusion of his dramatic meterials with a particular poetic re-
straint to create an emotional tone and pictorial effect neve
er seen previously on the Elizabethan or Jacobean stage.

If there is a countering optimism in the play, it re-
sides in the conclusion that, regardless of the suffering end
sorrow in life and of the death of individuals, 1life goes on.
Thus, Calanthea, prior to her death, reorganizes the kingdom
so thet order is re-cstablished and chaos is prevented. Vhile
SO many havé suffered in the play, while death has asserted

.ts inevitable presence, Prophilus and Euphranea yet live:

e
~

4

the celebration of their marriege, overshadowed though it is

by the tragedy of others, is a reaffirmation of life and a
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symbol of regencration. Man's existence is a mixture of good
and evil, joy and tregedy. Though Ford has chosen to deal in

The Broken Heart with the tregic side of 1life, he has not ne~

gated the possibility of achieving happiness. Death does not
detract from the miracle of life. Ford's characters, in their
acceptance of the vagaries of life and the inevitability of
death, demonstrate the courage and even magnificence of the

creature celled Man.
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'TIS PITY SHE'S A WHORE

When we move from The Broken Hesrt to 'Tis Pity She's

A Whore, we enter a world which is totally removed from that

e

€

which we have left. In contrast to the stoical Spartan, or

. % 1 i o b il
"pseudo-Grecian"" sebtting of the former play, the events out-
lined in 'Tis Pity occur in the violent seiting of renalssance

Italy. 7o Hlizabethan play-goers, the use of this Italianate

P!

3 s

o
{

setting would mean that a play would be full of desperate p
sions and bloody and violent imtrigue: thus, for a tale of in-
cest, adultery and revenge, such a setting was traditionally
appropriate. In utilizing this type of setting, Ford is much
nearer in 'Tis Pity to his Jacobean contemporaries -- compare,

for instance, Webster's Duchess of Malfi and The VWhite Devil,

Middleton's Women Reware VWomen, and even Shakespeare's Romeo

and Juliet, to the latter of which Ford is undoubtedly indebt-
2

ed for several aspects of 'Tis Pity. The choice of setting

is obviously of great importence to Ford in his efforts to-

ward a total effect in his plays. Significantly, the pseudo-

b

Grecian settings of The Broken lieart and The Lover's Melancholy

seem more or less original to Ford: the originality of setting

is parallelled by the original and strikingly individual tone

105}

which Ford achieves in the first of these two play
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While Ford remained traditional in his choice of setie

-
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ting for !'Tis Pity, his use of an incestuous situation

s et s s

2 ’ = ¥ .
not entirely original,” is singular in that he has made it the

central theme of his play. 'Tis Fity is the only extant play
which fully explores the "nature and conseguences of . . .
[such a] relationship”.u Unfortunately, the theme has had a
serious effect on criticism of the play. Too many critics have
condenned the play entirely because of Ford's painting the in-

cestuous love of Giovanni and Annabella "in too beautiful cole-

=

5

ours'. Even modern critics find themselves unable to escape

their moral bias against Ford's treatment.é There can, of
course, be little doubt that Ford intends us to sympathize with
both Giovanni and Annabella. His characterization of the two
lovers eclevates them to a position of nobility, and attributes
to them a purity of soul which is far beyond that exhibited by
the subordinate characters of the play. To conclude, however,
that by seeking our sympathy for the lovers Ford is attempbting
to justify incest is as uncritical and unjustified as would be
the similar conclusion that because Shakespeare presents Mac-
beth sympathetically, he, the dramatist, is advocating regi-
cide; With both dramatists such unlawful and immoral actions
are means by which great social stress and emotional strain can
be brought to bear on the characters under study. Both dreama-
tists are aware of the difference, as we should be, between
sympathy for a character and approval of that cheractert's ac-

=

tions: sympathy need not imply approval. KFord does not ate
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tempt to persuvade his audience to approve of the incestuous
situation; he does, however, ask us to understand the lovers.
!Tis Pity opens with e discussion between Giovanni and
Friar Bonaventura that "simulteneously sets the mood and the
thought and introduces the main theme and the necessary ex-
planation,”7 This opening, distinguished by Ford's character-
istic economy of words, establishes Giovenni as a deeply
troubled young intellectual, a man who isrfully aware of the
objections to his gratifying his desires, while at the same
time desperately awarc of the force of his love for his sister:
It were more ease to stop the ocean

From floats and ebbs than to dissusde my vows.
(T,i,6l~65)
Giovanni has confessed a2ll to the Friar -=-
Gentle father,
To you I have unclasp'd my burdened soul,
Emptied the storchouse of my thoughts and hesart,
Made myself pcor of secrets; have not left
Another word untold, which hath not spoke
All that I ever durst or think or know; (I,1,12=17) ==

and awaits counsel:
e o« o« tell me, holy man,
What cure shall give me ease in these extremes.,
(I,i,h1=L2)
The Friar, however, can offer only the traditional advice:
Repentance, son, and sorrow for this sin:
For thou hast mov'd a Majesty above
With thy unrang'd-almost blasphemy.
(I,3,03-45)
Giovanni's reply to this -~ "0 do not speak of that, dear con-

fessor" «- is difficult to interpret: while it suggests im-

patience with the conventional religious reply, it &lso cone
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teins a hint of horror at the thought, end threat, of divine
anger. At this point, Giovanni has not repudisted Christisan
doctrine and morality, yet he-feels strongly the distance be-
tween religious teaching and human action. He accepts the
Friar's advice, however, as a possible remedy for the passion
which he realizes is leading him into an irrevocable course of
action, into undoubted mortal sin:

Friar. Yet hear my counsel.
Giovanni. As a voice of life.
Friar. Hie to thy father's house, there lock thee fast
Alone within thy chamber, then fall down
On both thy knees, and grovel on the ground:
Cry to thy heart, wash every word thou utter'st
In tears, and (if't be possible) of blood:
Beg Heaven to cleanse the leprosy of lust
That rots thy soul, acknowledge whalt thou art,
A wretch, a worm, a nothing: weep, sigh, pray
Three times a day, and three times every night.
For seven days'!' space do this, then if %hou find'st
No change in thy desires, return to me:
I'11 think on remedy. FPray for thyself
At home, whilst I pray for thee here. -~ Away,
My blessing with thee, we have need to pray.
(I,1i,68-82)

)

This elaborate attempt at removing passion from the mind and
cleansing the soul fails, however, and the very failure of it
confirms Giovanni's conviction that his love for Annabella is
justified. He does not return to the Friar for further "reme~
dy"; in fact, it is questionable whether the Friar can actually
offer any cure other than the ritual cleansing which Giovanni
has already undertaken unsuccessfully. VWhen he and the Friear
next meet (II,v); the incestuous love has been consummated and
Giovanni, having capitulated to his desires, has put aside all

religious and moral objections. Since he has found his love
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for Annabella to be stronger then his religion, he has cone-

cluded, rather unreasonably perhaps, that his love is right

Wi
¥

and religion wrong.

Annabella, meanwhile, has not gone through any such

intellectual and spiritual struggle. She has recognized and

accepted her love for Giovanni, even though fearing social

and religious condemnation 1if she reveals it. Faced with Gio-

vanni's des

erat

®

3

avowal of love, however, she quickly sur-

renders her heart and soul:

A.

Live: thou hast won

The field and never fought; what thou hast urg'd
My captive heart had long ago resolv'd.
I blush to tell thee - but I'1ll tell thee now --
For every sigh that thou hast spent for me
I have sigh'q ten; for every tear shed twenty:
And not so much for that I lov'd, as thsat
I dvurst not say I lov'd, nor sc%roolv think it.

(T lL,t_'O 7)

C. Swinburne, in his treatment of Ford's plays, accurately

.

noted the differences between Giovanni and Annabellsa:

Nothing can be finer then the touches which bring out the
likeness and the unlikeness of the two; her fluctuation and
his steadfa ne%s, her ultimate repentance and his final
impenltenbe. The sin once committed, there is no more wave
ering or flinching possible for him, who has fought so hard
against the dazmoniac possession; while she who resigned
body and soul to the tempter almost at a word remains li-
able to the influences of religion and remorse.

By the end of Act I, Giovanni has determined to love and remains

in defience of soclety and God until his death: Annabella, on

the contrary, though her love for Giovanni is no less powerful

than is his for her, continues to be buffeted by the struggle

v

T
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Q

hin her between passion and conscience. Given her varying
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states of mind, her suscepltibility to the Friar's persuasions,
on the one hand, and her taunting defiance of Soranzo, on the
other, become reconcilable. She is, as Aristotle demands,
"consistently inconsistent', 19

That Annsbella should choose Lo love Giovanni (that
"blessed shape/ Of some celestial creature") is not so very
remarkable when we examine the three suitors from whom she is
to select a husband. Bergetto is a fool, though naively childge
like and not emminently distasteful. Grimaldi is a breggart
and an incompetent whose "honor" ("got . . . with expense of
blood") reveals much about the standards of the society. So-
ranzo, the third suitor, is of the higher nobility of Parma,
but Hippolita's confrontation with him (II,ii) and his hypo-
critical attitude toward the vows of love which he had made to
her prevents us from feeling any admiration for the man:

-

The vows I made, if you remember well,

Were wicked and unlawful: !'twere more sin

To keep them than to break them; as for me

I cannot mask my penitence.

(I1,4i1,84-87)

Bven did Soranzo demonstrate a penitent attitude, which he does
not, we should still pronounce the logic of this denial as some-
what contemptible, particularly since he has obviously enjoyed
the bed of Hippolita after first expressing the vows he now re-
jects just as he rejects Hippolita herself. BEven the villain-
ous Vasgues 1is compelled to comment on Soranzo's perfidy -

"This part has been scurvily playtd" (II,1ii,100).

The mention of these vows, brief as it is, serves as a



37

significant comment on the vows exchanged by Giovanni and Ane
nabella. Their vows (I,ii,2,49-55) are not to be treated as
lightly as Soranzo treats hiss; Annabella, though she repents
of their incestuous behaviour, never denies oOr renounces her
love for her brother: Gilovanni, in his near-madness (V,v),
feels that Annabella has betrayed her vow of love to him and
carries out the appropriate sentence, forcing us to recall the
words of the sister:

On my knees,

Brother, even by our mother's dust, I charge you,

Do not betray me to your mirth or hate,

Love me, or kill me, brother.

(1,ii,2L9-52)
The prophesy contained in these lines is a token of the serious-
ness of such a ritual promise: Giovanni's love becomes, first,
a jealousy, and uvltimately, a near-hatred as he increasingly
loses all control of his passions.

The remainder of the characters in the play serve mere=-
ly to emphasize the corruptiocn and sordidness of the Parman so-
ciety in which the story tekes plasce. Richardetto, cuckold-
ed husband of Hippolita, returns in disguise to Parma after give
ing out rumours of his own death, and seems to teke a perverse
pleasure in observing the actions of his wife:

Now would I see with what impudence

She gives scope to her loose adultery,

And how the common voice allows hereof . . . .

(IT,311,12-13)

There is little honor in his behaviour on this occasion; neil-

ther has he courage enough to brave Soranzo himself, but must
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urge Grimaldi to murder him, supplying him with poison to en-
sure suvccess. That the plot rebounds and causes distress to
Philotis, Richardetto's niece, provides a pathetic piece of
irony.
Bergetto, the victim of Richardetto's bungled plot,
serves a dusl function in the play, as do most of the charac-

ters in the sub-plots of Ford's tragedies. DBergetto is a fool,

but his foolishness hurts no one -- except, perhaps, Donado,
whose pride is damaged by the smbarrsssment and ignominy which
he feels at having to acknowledge Bergetto as a kinsman. Ber-

getto, however, parades his folly and wishes the world well.
His very naivebé heightens considerably the callousness of
characters like Soranzo, Richardectto and Grimaldi. In another
way his actions contrast with the behaviour of others: in his
unsophigticated, open, uncensurable affection for Philotis he
differs from both Soranzo and Giovenni. Perhaps, in this so-
ciety, only a simpleton can love openly and with a refreshing
candour, WMaturally, also, in this society of intriguers, in-
nocents must suffer., Bergetto dies at Grimaldi's hands, misg-
taken for Soranzo, the intended victim; and the pathos of his
death 1is Ford's tribute to the senselessness and cruelty of it:
Bergetto. s all this mine own blood? Nay, then, good
nignt T with me. Poggio, commend me to my uncle, dost
hear? Bid him for my sske make much of this wench.
0! «-~ I am going the wrong way sure, my belly aches

so, == 0, farewell, Foggio! «= 0! =« 0! «-
Dies.

(ITT,vii, 30=3l)

Poggiol's grief for his master and play-fellow 1s genuine and

b
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touching: "0 my master, my master, my master!" (II1I,vii,38)
The wantonness of Bergetto's murder serves to point
out the injustice of the Cardinal's granting Grimaldi, the
murderer, sanctuary, an injustice which even the ordinary cit-
izens, Florio and Donado, recognize:
Donado. Is this a churchman's voice? Dwells

justice here?
FPlorio. Jus ice is fled to Heaven and comes No nearer,

O ean gy st

Soranzo! Ves't for him? 0 impudencel!

Had he the face to speak it, and not blush?

Come, COu@, Donado, there!s no help in this,

When cardinals think murder's not amiss.

Great men may do thelir wills, we must obey;

But Heaven will jJjudge them for't another day.

(I11,ix,61-68)
In 2 manner strangely paralleling Giovanni's decision, Florio
recognizes the vast gulf between the moral law which is preache
ed by socliety and the church, and that by which men actually
live. In this society, the suvecessful and the strong are right
e individuals make their own laws and moreality. We must, of
course, condemn them for it, as does Ford.

The perversion of justice demonstrated by the Cardinal
is shown to be widespread by the public approvael of the murder
of Hippolita. She 1is poisoned by Vasques while herselfl attempt-
ing to poison Soranzo, her betrayer. To Vasqgues' explanation
of his actions, in which he reveals Hippolita's plottings and
the death she will quickly suffer, all present cry out, "Won-
derful justice!" (IV,1,88). Ford, with a heavy irony, has Riche

ardetto proclaim, "Heaven, thou art righteous" (IV,1i,88). Sure-

ly the heavens would want no praise for the despilcable intrigues
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which have led to Hippolita's death «- these -are man's sor-
did plottings, not Godt's,

The question of the tiue meaning of "justice" is of
some importance at the climax of the play; the ambiguity of
the term as used throughout the play allows varying interpre-
tations of Giovanni's attitude in death. There is a definite
paradox in Gilovanni's reply to the Cardinal's pious counsel:

Cardipal. Think on thy life and end, and call

for nercy.

Giovanni. NMercy? Vhy I have found it this justice.

in
(Vyvis 102-103)
From the conventional moreal standpoint, the justice awarded

b

to Giovenni is that which the Friar prophesied in Act I, scene

ja
by
ae

Then I have done, and in thy willful flames
Already see thy ruin; Heaven is Jjust.
(66-67)

Yet it is also very clear that Giovamni's statement is a cry of
trivmph, and it therefore implies a very different concept of
justice in his mind. To him it is a merciful justice, but to
what exactly is he referring? His killing of Sorsnzo he would
undoubtedly consider an act of justice, since Soranzo had meant
to kill him, but in no way would Soranzo's death imply mercy
for Giovanni. Perhaps he considers his execution of Annabella
to be a just act, as she has been, to some extent (at least in
Giovenni's mind), a faith-breaker and a "treacherous" sister
and lover: but neither is this a satisfactory conclusion.

There are really two satisfactory interpretations, but there
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is some conflict between them. The first vpossibility is that
Giovenni meets death while yet an atheist, confident that he,
as he asserted to Annabella earlLer, is master of his own fate
we "I hold fate/ Clasp'd in my fist" (V,v,11~12) =-- and that
he has ensured Annabella'’s constancy to him by taking her life:
then, by taking his ouwn life (wilfully going to the assassins),
he has kept the vows he pledged to her., By ending their lives
together, Giovanni may feel the mercy which attends the double

5

aea

)

h 1 n not live without the other. This interpre-
th, that one need not live without the other T e

tation of his statement seems consistent with his growing ar-
rogance and cgotism and the proud near-madness of his behav=
iour during the action in which he kills Annabella. But such
an interpretation does not evoke much sympathy from the read-
er. I am therefore inclined to favour the following explan-
ation, that Giovanni's triuvmphant cry is due to the final re-
alization that in death he and Annabella will somehow be re-
united, that wherever one goes after death,; he will receive
greater understanding end pity than cean ever be found on earth.
The question of incest aside, the love shared by Annabella and
Giovanni has been a powerful force and a beautiful thing in
its inception: it merits an understanding judge. This inter-
pretation seecms much more consistent with Giovannits eloguent
plea for the sympathy of posterity -

Kiss me; if ever after-times should hear

Off our fast-knit affections, though perhaps

The laws of conscience and of civil use

May Justly blame us, yet when they but know

Our loves, that love will wipe away that rigor
Which would in other incests be abhorr'd. (V,v,68-73)
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and Annabella's guiet faith in an after-life:

Giovenni. « « « could I believe
This might be true, I.could believe as well
There mignht be hell or Heaven.
Annabella. That's most certain,
Giovenni. A dream, a dream! Else in this other world
We should know one another,
Afnnabella. 50 we shall.
Giove . Have you heard so?
Annabella. For certain.

(V,v,33-38)

As H., J. Oliver points out, "What Giovarmi says . . « is not
that love is a justification [of incest| but that it is en al-
leviation, an alleviation of & sin which caun Jjustly be cone

3L ua : ;
1 thile Giliovanni goes only so far as to concede the

derned.
sinfuvlness of their actions, Annabella completely repents and
her final appeal is directly to God:
Forgive him, Heaven =- and me for my sins; farewell.
Brother unkind, unkind! - Mercy, great Heaven --
0l we Ol o=
Dies,
(V’V,(/)E""/B)

Gicvanni, though uvnable to believe in a religion which denies
his love fTor Annabella, can guite conceivably come to believe,
at the point of death, in a Heaven which is more understande
ing and merciful than its earthly representatives.,

Since the injustice of the Cerdinal is so clearly il-
lustrated in the play, it is also necessary to examine the
second and more important religious figure, Friar Bonaventura.
A. C. Swinburne took note of the reprehensible aspects of his

character:

« « o the sanctity of Giovanni's confessor . . . has some-
thing of the compliant quelity of Bianca's virtue; it sits



so loosely and easily on him that, fresh from the con-
fession of Annabella's incest, he assists in plighting
her hand to Soranzo, and passing off on the bridegroom
as immaculate_a women whom he knows to be with child by
her brother;“d and this immediately after that most no-
ble scene in which the terror and splendour of his re-
buke has bowed to the very dust begfore him the fair face
and ruined soul of his penitent.l)
Swinburne reached the wrong conclusion regarding this action,
however: feeling that the Frisr was "designed on the whole for

1l

a type of sincere and holy charity", ™ he blames Ford's craft-
manship for the moral discord sounded by the Friar's inconsis-
tent behaviour, missing the obvious point that "moral discord"
is exactly what Ford is striving to portray. The Friar's
questionable suggestion that Annsbella should marry (why not
insist that she, like Philotis (IV,ii), enter a convent to ese-
cape the corruption of the world?) is consistent with the com=-
plete absence of any other sympathetically-presented character
in the play.

Even Florio, the father of the lovers, must be con-~
demned for his actions, though his punishment (V,vi) is perhaps
over-severe. Though he at first appears to respect the wishes
of Annabella in the choice of a husband, echoing the familial

affection which we find so prevalent in The Broken Heart --

My care 1s how to match her to her liking:
I would not have her marry wealth, but love (I;iii,10-11)

-= 1t soon becomes evident that this attitude is a pose main-
tained by Florio so as not to insuvlt Donado, his old friend.
Florio's first words to Soranzo belray prior negotisastions:

My lord Sorenzo, this is strange to me,



Why you should storm, having my word engag'd:
r eap¥

Owing her heart, what need you doubt he
Losers may talk by law of any geame .
/ (I,i1,52=55)

A lsaster conversation between Philotis and Richardetto

Florio's complete disregard of Annabella's feelings:

Rich. « ¢ « wWhat, you learn'd for certsin

s rens

How Signor Florio means to give his daughter

In merriage to Soranzo?

Fhilotis. Yes, for certain,
Rich. But how find you young Annabella's love

“TTnelin'd to him?

Fhilotis. For sught I could perceive,

She neither fancies him or any else.

(II,iii,17=-22)

Florio himself admits his deception to Giovanni

bella has refused Bergetto:

Glovunnlo '"Twas no mateh for her.

Soranzo is the man I only like -
Look on him,Annabelle.

(I1,vi,122-2L)

'Twas not indeed, I meant it nothing less;

reveals

after Anna-

Finally he takes steps to arrange the marriage without any

consultation with his daughter

FlOorio. o« o« » o s« s o » &« » 5.8 ¢« 5 » 4
nd once, within these few days, will
She shall be married ere she know the

s0 order !
time.

t

Rich. Yet let not haste, sir, make unworthy choice:

TThat were dishonor.
Florio. Master Doctor, noj;

My Lord Soranzo is the man I mean.

Rich. A noble and virtuous gentleman.
FJorJo. As any 1is in Parmna.
. (IT1,iv,10=1

FPlorio hkas intended all along that Sorenzc should

husband; he is no respector of the girl!'s wish

I will not do so neither; in plain words,

7)

eSe

opinion of Soranzo's noblility and virtue say much

be Ann

abellats

Nor does his

for his

own



concepts of honour and morality. Like all but the two cenw-

tral characters (and Bergetto), Florio displays touches of
y

deceit and cruelty in his behaviour.

In yet one more traditional symbol of moral and so-
cial order is perversion demonstrated. In the despicable be-
haviour of Vasques, all of which he justifies in>the name of
loyalty to Soranzo, Ford depicts the corruption of the servanti-
master relationship. In Shakespeare's King Lear, Kent, though

a8 devoted servant of the king, still exercises his cun con-

S

sciences in Webster'!'s Duchess of Mslfi, Bosola finally recoge
4 Sl el (=)

nizes the evil in Ferdinand and rejects the ties of loyelty:
Vasques, however, recognizes no morality, no universal good
other than that which benefits his master, Soranzo. His de-
ceplion and subsequent poisoning of Hippolita, and his guegw
tioning and intolerably cruel treatment of old Putana betray
8 pitilessness which 1s only becoming to a servant of Satan
himself. His constant return to dedeption and intrigue re-
veals his willingness to use any means to achieve the desired
end. Once again, only individual will and desire determines
right from wrong: no law or morality is recognized which is
applicable to all. A loyalty which ignores vice and cruelty
can only be contemptible. Who can join with Vasgues in his
wish for the dead Soranzo? -

The reward of peace and rest be with him, my ever

dearcst lord and master.

(V,vi,94~95)

Ford, stressing the corruption of the Parman societly
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and the near-complete moral disorder (perhsps one could even
say moral ansarchy) in its citizens, succeeds in impressing on
us the comparative nobility arnd worth of Giovenni snd Anna-
bella as they originally sppear =« he, "that miracle of
(T,i,47), "all that could make up a men" (1,i,52), and she,
whose "beauty . . . if fram'd anew, the gods/ Would make a god
of" (I,i,21-22). As Mark Stavig points out, however,

[t] he initial contrast of their nobility with the degra-

dation eround them does not lead to a defense of their im-

moral relationship as something purer and more ideal. Ra-

ther it reveals their weskness in betraying their earlier
values and descending to the level of the society around

them . « - As the pizy progresses, we see that a steady
decline in the spiritual qualitly of thelr relationship ac-
companies thelr continuing revolt against the moral order.
The deterioration of Giovanni's character is most no-
ticeable. The Friar's command that Giovenni "Beg Heaven to
cleanse the leprosy of lust/ That rots thy soul" (I,i,74=75)
seems too hsarsh a judgement, elmost a lack of apprecistion of
the guality of Giovanni's love. Ford, however, has already
hinted that Giovanni's passion is largely provoked by Anna-
bella's physical charms:
Shall then, for that 1 brother born,
h

I e
My joys be ever banish'd from her bed?
(1,31,36<37) (italics mine)

Giovanni's use of the conventional utterances of the Platonic

love cult of Queen Henrietta-Maria in his wooing of Annabella

(I,i1,171=263) quickly becomes ironic, for his goal is the ene-
joyment of a physical relationship with her rather than the

cultivation of a divine union of souls. This is mede clear at

5

"
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the end of the wooing scene by their "passionate kiss and

their not-too-subtle declaration that they are off to an in-
ulb

cestuous bed

Come ther,
After so many tears as we have wept,
Let's learn to court in smiles, to kiss, and sleep.
(I,ii,261-63)

When they again appear (II,i) they are no longcr.sister and
brother, but lovers, the incestuous act having teken place.
The enormity of theilr act is revealed by Putana's crudely
casual commentary:

Anna. O guardian, what a paradise of joy

Have I pass'd over!
Putana. Nay, what a paradise of joy have you pass'd

under! Vhy, now I commend thee, charge: fear nothing,
sweetheart; what though he be your brother? Your
brother's a man, I hope, and I say still, if a young
wench fecl the it uvpon her, let her take anybody,
father or brother, all is one.
(II,3,043-19)
Putana's answering pun correctly establishes the basis for the
brother-sister love. The quality of their love has quickly
descended from the spiritual to the physical. Giovanni, de-
siring to be the sole possessor of Annsbella's physical beauty,
soon displsays signs of jealousy in his fear that she will some-~

day marry. Immediately after their initial physical union,

ers

ci

Giovanni subtly extracts a promise of faith from his sis
_(:{ME . e ° L Ll . ° € L3 . e ° © e L] ° L e L3 L]
But I shall lose you, sweetheart,
Anna. But you shall not.
Giov. You must be married, mistress.
Anna. Yes? To whom?
Giov. Someone must have you.
Anna. You must.
Giov. Nay, somc other.
Anna. ©Now prithee do not speak so: without jesting,
You'!ll make me weep in earnest.




Giov. What, you will not!
But tell me, sweet, canst thou be dar'd to swear
Thet thou wilt live to me,; and to no other?

Anna., By both our loves I dare, for didst thou know,
My Giovanni, how 21l suitors seem
To my eyes hateful, thou wouldst trust me then.

Giov. Fnough, I take thy word.

(I1,i,21-31)

That Giovanni requires this reassuraence of Annsbella's love even
after the solemnity of their initial vows marks a deterioration

in his estimation of her love and faith.

face of the Friar's denunciations, he begins his argument with
reference to Annabella's virtue, but inevitably ends up ex-
tolling her physical charms -~ her face, lips, breath, eyes,
hair, cheeks, voice and "what is else for pleasure fram'd" (II,
v,15-58). VWhen marriage of Annebella to Scranzo becomes nec-
essary (either that, or risk exposure of their relationship
through Annabella's pregnancy), Giovanni burns with a jealous
passion:

0 torture! Were the marriage yet undone,

Ere I1'd endure this sight, to see my love

Clipp'd by another, I would dare confusion,

And stand the horror of ten thousand deaths.

(Iv,i,15-18)

That his objections to her marriage are entirely due to jealw
ousy and a fear of being denied her bodily charms is amply
demonstrated in a later soliloquoy:

Busy opinion is an idle fool,

That as a school-rod keeps a child in awe,

Frights the unexperienc'd temper of the mind:

So did it me; who, ere my precious sister

Was married, thought all taste of love would die
In such a contract; but I find no change
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Of pleasure in this “ormal law of sports.
She is still one to me, and every kiss
As sweet and delicious as the first
I reap'd, when yet the privileges of youth
Intitled her a virgine « « .

< e * L . 3 e € L] © e © ® i € .
of pleasure is Elysiunm.

(V,iii,1-16)

A ii%e‘
The love that Giovanni had originally hailed as a total

union -« "to be ever one,/ One souvl, one flesh, one love, one
heart, one all"'" (I,i,33-3l]) == has now clearly become & sel-
fish desire in him for the sole ownership of Annabella's
physical attributes, a desire which completely overcomes rea-
son and morality and ignores the perversion exhibited in his
total disregard of the religious and social prohibitions a-
gainst incest and adultery.

s he is by his jealousy, Giovannl approaches

©

Obsessed
a state of complete madness when Annabella informs him of her
repentance. The only reason for her action which he can com~
prehend, because of his preoccupation with the physical, is
that Soranzo has proven the better man in bed:

What, chang'd so soon? Hath your new sprightly lord

Found out & trick in night-games more than we

Could know in our simplicity? Hal Is't so?

Or dces the fit come on you, to prove treacherous

To your past vows and oaths?
(Vyv,1-5)

For a moment in this scene, Annabella's obvious sincerity and
deep feeling for him restore some of the nobllity and purity
which characterized their love originally, and their discussion

of the possibility of an after-life is touching in its sim=

plicity (V,v,30-li1). However, when Annabella recalls the con-



50

-

versation to the present (V,v,Lh2-Lli), Giovanni's madness again
reappears, signalled by his "Distraction and . . . troubled
countensnce" (V,v,h6). There’is only irony and perverted i-
deals at work in his murder of Annabella -~ "Revenge is mine;
honor doth love command” (V,v,86). That Giovanni should feel
that Annabella's repentance and defection from him calls for
revenge reveals the complete irrationality of his behaviour.
His resorting to an act of vengeance, declaring it necessary
for the upholding of honour, serves to establish the fact that
he has at last reached the moral level of the society arocund
him, PFord has previously shown the corruption of those who
rely on "revenge" and who justify its use in the mainteneance
of "honour" - Giovanni is now an equal member of this society
rather than a superior to it.

Giovenni's depravity 1s clearly shown in the final
scene,

In his deluded concern with dying a glorious death, Gio=-
vannil sacrifices all decency. First he breaks the hesart
of his father and shames the memory of Annabella by re-
vealing [and boasting of] his incestuous love; then he is
much more impresscd by the appropriateness of his father's
death then he is with his own guilt in causing it; finally
he glories in his "brave revenge'" on Soranzo even though
what Soranzo has actually done hardly justifies such gloat-
ing lsesnguage. In his final welcome of death Giovanni is
concerned only with seeing Annsbella again; the romantic
grandeur of his death is more important to him than the
state of his own soul. If we allow ourselves to be ime
pressed by ‘passionate but vacuous rhetoric we can perhaeps
see even these final actions as noble, but to do so we
must ignore Giovanni's twisted logic, self-conscious role-
playing, and lack of concern for others.

I would differ with Stavig's interpretation of Giovanni's ac-
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tions on two points, one of which is minor, the other, rather
gsignificant. PFirst, 3tavig finds no justification for Gio-
vannits "gloating lenguage" in regard to his "brave revenge"
on Soranzo: the critic seems to have forgotten that Giovanni
is aware of Soranzo's plot to kill him, a plot which he has
thwarted. Soranzo, after all, was preparcd to luxuriate in
his revenge; Giovanni's mad exultance is a result of his knowe-
ing that he has frustrated Soranzo's preparations. What is

more important, however, is that Stavig seems to have disre-

<

garded the abrupt change in Giovanni's language which occurs
when he receives his death-wound. There is a distinct break
in his speech at this point:

Welcome, come more of you whate'er you be,

I dare your worst o-

O, I can stand no longer! Feeble arms,

Have you so soon lost strength?

(Vyiv,81-8h)

The weakness of his body, & reminder that he is only human,
brings Giovanni down from his flight of defiant madness. From
this point until his death, his language is calm and dignified,
no longer characterized by the "passionate but vacuous rhetoric"
which he displays prior to receiving the wound. Though he has
dominated the dialogue throughout the whole scene prior to being

wounded, he utters only a brief ten lines (five lines of which

are devoted to his death speech) in the tuwenty-three lines fol-

<

lowing the speech quoted above. Rhetoric has disappeared from
his speech; simplicity of utterance takes its place. In his

welcome of death, that "guest long looked for', Giovanni demon-
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strates, along with recognition of his sin, the awarenes

w
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that only death will release him from the tortures of his de-

pravity. Moreover, freed from the bonds of 1life, he cen, withe

]
¢

out reproach, anticipate a reunion with Annabella, The ob-
stacle to their love was purely physical, an accident of birth
which created them brother and sister. Death's separation of
body and sovl, its relegation of the former to tﬁe grave, ree
moves this obstacle and; at the same time, removes the taint

of perversion from their love. Gilovanni neither asks nor ex-

ects heavenly reward for his life on earth: he only asks un-
derstanding and a single boon:

Where 'er I go, let me enjoy this grace,
Freely to view my Annabella's face.
(V,vi,107-108)

It is significant, also, that Giovenni expresses this last

o

wish in the form of a plea to God (or, at least, since he is

4.

even now not entirely convinced of the existence of God, to

whatever power might determine the manner of life after death),

.

and that he asks for '"grace"., It is also importanlt to recog-

3

nize that, in his calmness and restored sanity, Giovanni dies

well: since "a brave facing of death . . . was one of the es-

K1 i 18

sentials for a 'good! Elizabethan character his manner of
& 3

T T

dying perhaps partly redeemed him in the eyes of FPord's audi-
ence, as it does in mine:

0, I bleed fast.
Death, thou art a guest long look'!'d for; I embrace
Thee and thy wounds; O, my laut ninvte comes!
Vhere 'er I go, let enjoy this grace,
Freely to view ny anubslla‘q Tace
(Vyvi,10 hmlOB)
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Irving Ribner writes, ”[t]he tragedy of Ford's heroes
and heroines is in thelr inebility to find & satisfactory al-
ternative to sin. They can oély die with courage and dignity.“19
Stavig, on the other hand, implies throughout his criticism
that Ford is presenting characters who are themselves culpable,
since they ignore the proper moral response to chfwv dilermas.,
The correct conclusion must surely lie somewhere between thesc
two opinions: though Ford condemns the actions of those swayed
by passion and the processes of mental and moral disintegration,
at the same time he realizes the weaknesses of humen nature for

9

which the individual cannot be held responsible. VWhen the pres-
sures of a certain situation become unbeareble, or when a char-
acter falls vicetim to a disease of the mind, irrational and
passionate behaviour, though contemptible, is unavoidable. As
Ribner indicates, however, Ford has his characters (those, at

4

least, who display the requisite nobility of mind) return to

sanity and a recognition of the fingl peace which is offered
by death. Giovanni, in his courageous facing and welcoming of
death, is (like Orgilus, Calantha and Annabells) restored to

a position of esteem among Ford's character elite,

Annabella's character undergoces a deterioration which
parallels that taking place in Glovanni. She, too, is guilty
of irrationally idolizing the object of her love:

This noble creature was in every peart

So angel-like, so glorious, that a woman

Vho had not becn but human, asg was 1

s
Would have kneelt!'d to him, and thP begg'd for love.



She, too, seeks to avoid resronsibility by blaming the f
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Would thou hadst been less subject to those star:
That luckless reign'd,at my nativity . « « &
(V,3,19~20)
She, too, exults madly in her sin: it is hard to reconcile
the Annabella who tauntingly flaunts her adultery and pregnan-
cy in the face of her husband (IV,iii) with the Annabella who
blushingly admits her love to Gilovanni (I,ii). There is a
hardness in the confrontetion scene which deepens into brutal-
ity:
[t]he ferocious nakedness of reciprocal invective in the
scene where Soranzo discovers the pregnancy of funnabells
has no parallel in the works of [Ford‘s] great compeers.ao
The severity of this scene, paralleled nownere else in Ford's

other plays, is remarkably avprooriate as a measure of the
moral deprevity of both Soranzo and Annebelle at this point
in the action.

Unlike Giovanni, however, Annabella has never convinced
herself of the rightness of their incestuous union. She has
remained open to attescks of conscience: as a conseguznce, her
final repentence (V,1i) is not entirely unexpected. She has e~
ven been able, wnile in the heat of passion, to feel pity for
Soranzo's plight:

I must confess I know you lov'd me well . . .

These words wound deeper than your sword could do.

(Iv,3ii,121,130)
Troubled so much by her conscience, she cannot be expected to
continue long in depravity. Ve are sure that her final repent-

ance is genuine, since it comes of her own free will, unpro-
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voked by the Frier's threats of damnation as was her earlier

3

verbal admission of scin and her earlier plea for mercy (ILI,
¥
vi). Having sincerely repented she displays a greatness of

nind which has previously been hidden from us (though Giow

T 1

vanni has worshipped it): she sees their roW"uwonol as a
mortal sin and insists on breaking it off; she demonstrates

sympathy for Giovanni in his distreacted state and easily for-

.

gives him.

But significantly there is no romanticizing of their love
and no thought in her mind of sa co.nbcrwrcvpnge against
Soranzo. She wants to find a way of avoiding the catas=
trophe that she knows is boing pwcoared for them, but she
is insistent that iuC most important factor is their re-
lationship to God.

Most noticeable is her resolution in the face of approaching
death, though she expects it ab
than Giovanni:

And know that now there's but & dining time

'"Tfwixt uvus and our confusiont: -let's not waste

These precious hours in vain and useless speech « .«

This banquet is an herbinger of death

To you and me; resolve yourself it i

And be prepar'd to welcome it.
(V,v,17-19, 27-29)

The hours are "precious"

because they allow her but little
time to ask the mercy and forgiveness of God. In her concern
for her brother, she wants him, too, to "o prepar'd', Her
solemnity and duietude contrast strongly with Giovanni's
chaotic mental state and, as mentioned above, serve to restore

sanity in him, even if only momentarily. Like Ford's her

O

in The Broken Hearit, she faces death with coursge. Her last

r'\
2



words ask mercy of Heaven, nct only for herself, but for the

yet unrepentant Giovanni:

!
Forgive him, Heaven «- and me my sins; farewell

Brother unkind, unkind!e2 ~<Mercy, great Heaven m-

o

0! ww 0! w=
Dies.

e e

°

(V,v,92-93)
Her nobility end greatness of soul restore her, as I think
Giovanni is later restored at death, to a position well ébove
the moral level of the society presented in the play.
Ford, to restore dignity to both Giovanni and Anna-
bella, relies once again on the language. Much of
newed dignity comes as a result of their return to the use of

5

ple and direct soeech. As in The Broken Hearg, [w]hen

3.
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Ford's characters speak from the heart, with no need to ca-

Y

B} 5
i

mouflage and conceal thelir feelings, they always do so with &
remarkable directness. There is a scarcity of imagery, even

~ k] 3

of adjectives; and a high proportion of words become . . .

23

z

monosyllabic':

0, I bleed fast.
Death, thou art a guest long looked for; I embrace
Thee and thy wounds; 0, my last minute comes!
Where 'er I go, let me enjoy this grace,
Freely to view my Annabella's face.
(Vy,vi,10=108)

Throughout most of !'Tis Pity, however, I believe one will find
a preponderance, of passionate and figurative speech in direct

. K

contrast to the characteristic calm of The Broken Heart. This

is not inappropriate since Ford's incestuous story deals with

characters who give in to passion and become victims of it,



characters who stifle their emotvions: as Donald Anderson ob-
serves, "in 'Tis Pity . . . the banquet is eaten; in The Bro-

e

ken Heart . . « it is not. I heve noted Swinburne's comment
on the brutality of the Annabella-Soranzo confrontation (IV,iiil):
the invective and hatred found in the language of this scene

are appropriste to the play as marks of the degeneration into

fte
v

passion which Annsbella and even Soranzo have undergone:

SOranZo. o ¢ ¢ e ¢ s e s 6 o 4 ¢ o s o o o
e » o« &« o « Harlot, rare, notable harlot,
That with thy brazen face maintainst thy sin,
Was there no men in Parma to be bawd
To your loose cunning whoredom else by I?
Must your hot itch and pleurisy of lust,
The heyday of your Jluxury, be fed
Up to a surfeit, and could none but I
Be picked out to be cloak to your close tricks,
Your belly-sports? Now I must be the dad
To all that gellimaufry that's stufflecd
In thy corrupted bastard-bearing womb,
Say, must 17
Anna. Beastly man! Vhy, 'tis thy fate.
I sued not to thee; for, but that I thought
Your over-loving lordship would have run
Mad on denial, had ye lent me time,
I would have told 'ee in what case I was.
But you would needs be doing. ;
Soranzo. Whore of whores!
(Iv,iii,-20)

It is impossible to conceive of language such as this being

used in The Rroken Heart.

As in The Broken Heart, Ford has built 'Tis Pity large-

PR - A

ly as a contrast between the central figures and the society
around them. We cannot avoid being impressed by, and sympa-
thetic to, these two, Giovanni and Annabella, who stand out as

1.7

so muach. better than their fellows. 'Tis Pity, however, calls



for a much more complicated response by the audlence or read-

er than does The Broken Heart. Much more so than the latter

25
.

play, the former is "a tragedy of spiritual disintegration'

T

Vhereas the central situation of The Broken Heart remains sta-

tic throughout much of that play, the degeneration of the bro-

ther-sister love in 'Tis Pity begins almest immediately the
2 Sy : :

.

dramatist has established it. Increasingly we see the corrupi-

y being reflected

©
cr

ion and soraidness of the surrounding socic
end echoed in the behaviour of the hero and heroine. In The
Breken Heart, the tragedy spills outward into the background
society; in 'Tis Pity, tragedy results largely from the ero-
sion of virtue and nobility csaused by the intrusion of the
values of the society into the centrel situation. In the final
scenes of the play, we can still be impressed by the passion
and violence of Giovanni and Annabella's love, but we can no
longer be as sympethetic as we once were. Only when the hero
and heroine meet death docs Ford again ask our sympathy and
understanding and, in tribute to his dramatic genius and poetic

skill, we do, I believe, give of both.
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LOVE'S SACRIFICEH
Thou cheat'st us kst one seeme two by Art
What is Love's 5 -agpgﬂ.,ivg:’, but The Brolken Heart. 1
(Kichard Crashaw)™
Crashaw's couplet, while in .all probsability written
merely as a pun on the titles of Ford's two plays, has often
been alluded to, in all seriousness, as a clue to the chrono-
logical ordaring of the two worksog While the inconclusive=
ness of Crashaw's ordering of the plays in the couplet has

: . 3
been pointed out,” ¢t

the e

1y
S anl

der, etc. <« but, si

was devoted to explor

larity alone indicat
J

similerities between

of husband-wife<love

and somewnat foolish

ancholy; the wife an

the use of the Platonic love code

.

and the restrsint

the use also of the

. There are no

plays

shown by the lovers in respect

he comparison of the two by the poet mer-

ation. It is true that the plays both deal
-= the nature of love, honor, justice,or-
nce almost all of Ford's dramatic energy
I 5 A 1 . e
ing these particular themes, " this simi-
es little. There are, however, other
them: the use of the eternal triangle
r (the husband, in both plays, being old

of mel-

s end a victim of varying degrees

d lover both being young and attractive);

in contrast to physical lust,

of that code;
both

funeral ritusl in the last scene of

decubt other points of similarity.
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Love's crifice, however, while demonstrating sn af-

finity with The Broken Heart, also displays a marked resem-

blance to 'Tis Pity She's A Vhore, Both make use of the Itale

1

ianate setiting, both deal with the question of adultery (actual

and intended), both have a larger share of passion and vio-

lence, in action and language, than does The Brolen Hesrt,

2
o

both give greater importance to the theme of revenge than does
the quieter play, both display a lover driven to ncar, or com-
plete, madness in his degeneration, and, fineally, both possess

cormtic sub-plots, while The Broken Heert is singular for its la

~5

;”.4

Ford's other two tragedies, it has long been regarded as much

the less successful as tragic drama; some critics, in fact,

consider it an outright failure. fmong the many objections

to the play, the feollowing are most frequently noted: the

inconsistency of the charactorization; the irrelevance of the
sub-plots, the incompetence demonstrated by Ford in the comic
its, the absurdity of the final act with its tendency toward

b
bathos, the frequent inc
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inally,

the complete lack of a uni
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iany of these object-
ions, however, seem to stem from the too-comuon scholarly prace
tice of attempting to force the many widely-diversified plays

of Hlizabethan and Jacobean Ingland into convenient and narrow

categories., Vhat seems most incomprehensible is that so many
critics and scholars have judged Love's Sacrifice to be a fail-
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ure as serious tragedy, while completely overlookjng an ele=
ment in the play which completely alters any possible reading
of it ~- that is, the pervading presence of satire.

Marl Steavig, the one critic who has sought to outline
the satirical aspects of the play, writes:

In Love's Sacrifice Ford deals almost exclusively with
love and seldom suggests lavger dimensions. . . . The
satiric impulse dominates, and the audience would prob-
ably have come away from the play as much amused by the
foolishness of love as appalled by the tragedy of it.
Fernando, Bianca, and the Duke are combinations of the
passionate sinner and the rationalizing fool, end the
stress in Love's Sacrifice is as much on exposing their
folly as on developing sympathy for them. Because the
characters represent less, their tragedies imply less,
and the sudience could relax and enjoy the satire and
the melodrama without veing forced to gonsider the more
profound questions posed by 'Tis Pity.°

S

e

;avig'!s apprecistion of the satirical elements in the play
necessitates an entirely new consideration of Fordt!s dramatic
art, and demands that we discard our preconceptions about what

qualities Love's Sacrifice does or does not display. We can

no longer decide that the play is a failure as a tragedy since
we can no longer apply to it the standards (if there are such)
by which we gpproach the conventional Elizabethan tragic drama.
I hope to show that, as a consequence of this new approach to

Ford's play, many of the typical objections to it are no long-

er valid.

G. F. Sensabaugh, in his books and articles on Ford,7
has led the school of critical opinion which sees the drama-
tist as an exponent of the Platonic love cult ideals which

S

Qo

flourished in the court of Charles I and his queen, Henriett
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Maria, initiator of the cult. Sensabaugh has argued that
Ford, and probably the members of the cult, used Platonic
doctrine to justify perversions of the moral order:
He would have his characters constant in love, yet allowus
them to shift their affections if they so desire; he
would have them love with their souls only, yet they
tasted carnal delights; he would @ake adultery and incest
pure if his lovers are beautiful.
Unfortunately, Mr. Sensabaugh, in his search for evidence of
this tendency in Ford, has been content to 1ift lines and
phrases from the plays with a total disregard for their con-
text. He has frequently ignored the charscters who utter the
words he selects, thereby missing the quealifications which

Ford, in hig attitude toward that particular character, would

expect his audience to apply. For instence, to demonstrate

FaRt]

Ford's "belief" that "Beautiful women are saints to be worship-

9

ped",’ Sensabaugh refers to The Broken Heart:

Bassanes, regretting the Tormer Jealousy he held for Pen-
thea, makes her an idol and implores the gods to forgive

xﬁ‘

him for drﬁuﬁlnf in the dust "That Temple built for ador-
ation onely'"; and after she has declared her innocence cone
cerning her love for Orgilus, he asks permission to 'kneele"
before his "goddesse"
Surely it is an insensitive criticism which holds up the attie
tudes held by Bassanes, that foolish old melancholic, as repre-
sentative of Ford's personal belief. There is 1ittle doubt
that we are meant to condemn Bassanes' excessive idolatry of
Penthea at least as much as we condemn his excessive Jjealousy.
Sensabaugh, however, repeats this error of accepting a charace

ter's utterances for the dramatist's personal declaration time

and time agsin. Consequently, his conclusions regarding Ford
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and the Platonic doctrines of the court must be seriously

questioned.

»

!

It may be granted tha% the Flatonic doctrines which
Sensabaugh enumeratesll were frequently misapplied and per-
verted for licentious purposes: Ford himself supplies evi-
dence of this in the characters of Giliovanni, Biaﬁca and Fere-
nando. Admission of this, however, does not deny the fact
that the central tenet of the Platonic love coterie was, in
Sensabaugh's own words, the "insistence that true love is of
the soul only"; as a consequence, to use Platonic doctrine to
justify incest and adultery is to debase and pervert the Pla-

tonic ideals. Thus, Stavig attributes the bewilderment of

LJe

scholars as to the intention of Love's Sacrifice to their

@

’
[}

"failure to understand the play's relationship to the Platon-

ic love cult”:lZ

The view of the cult are quite different from those of
Fernendo and the other Platonists in Love's Sacrifice,

and what happens to the court in Love's Sacrifice is the
direct opposite of what the queen intended for the Eng-
lish court. The utilization of Platonic doctrines to
glorif'y passionate love would have been viewed by Hen-
rietta Maria's group with aghast disapproval or more
likely with amused superiority. In all of his plays, but
particularly in Love's Sacrifice, Ford illustrates the ef-
fects of using such twisled arguments. Far from glori-
fying passion, Ford ridicules it by showing its sabsurd,
but unfortunately also tragic, effect on individual lives.

Stavig's clarification of the attitudes with which the audience

woeuld have viewed Love's Sacrifice makes possible the realiza-

tion of the satiric potential in the play. To demonstrate this

potential is my intent in the remainder of this chapter. Such
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a study will perhaps eliminate many of the so-called flaws in
Ford's dramatic presentation.
!
Unlike the economical introductions with which Ford

introduces the situstions in both The Broken Heart and 'Tis

Pity, the opening of Love's Sacrifice contains much which

seems irrelevant. Roseilli's opening words, "Depart the

court?", echoing as they do Lodevico's "Banished?" in Web-

ster's The Vhite Devil, appropriately lead to a discussion of

the corrupted state of the court. It is cut off rather abrupt-

1y, however, by Fernando's hunmorous description of the re-

spective merits of the countries of Spain, France and lingléend.

This lightening of the mood of the opening scene is perhaps

meant to imply that the action which is to follow will be con-
fla-

serious Fernando's

siderably less

]

grant disregard of th

suggestions

OO

subsegquent

liberate parody of the

than VWebster's pleay.
sentence imposed on Hoseilli and the
of intrigue seem almost to be a de-

Italianate plays of VWebster:

FPern. And whither are you bent?
Ros. My lord, for travel;
To speed or England.

Fern. No, my lord, you must not:
. I have yet some private conference
Tt impart unto you for your good; at
I'11 meet you at my Lord Fetruchio's
Till then be secret,
Ros.

night
house:

Darces my cousin trust me?

Pet. Dare I, my lord! yes, 'less your fact were greater
Than a bold woman's spleen.
(I,i)
The secrecy and seriousness of this plotting is later shouwn to

be a mockery: the "private ntly called



only to plan Roseilli's disglising himself as a fool, the

g : L 1l
purpose of which is not immediately clear.
J

To make mat-
ters even more confusing, we learn at the end of Act I thsat
the Duke's banishment of Roseilli was but for "a day or two
at most" (I,ii). D'Avolos is put into a position of some
embarrassment by the exposure of his guile, and ﬁhe sgene is

not without some humour., Thsat Ford has Roseilli continue in

cuise until Act V, scene 1iii, with no need for doing so,

.

dis

~

may be orne means by which he seeks to stress the parodic na=-

ture of the play.

In yet other respects, Act I serves to set the satiric

~

tone of the play. The Duke, Philippo Caraffe, since coming

(]
b=
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to power, has epparently sllowed the court to degencrate.
himself is "lMuch altered from the man he was before" (I,i)
and, in his dissipation ("To soothe him in his pleasures" [I,
i]) has collected a group of licentious parasites of Ferentes!
kind. The Duke shuns the advice of hilis counsellors and followus
his own whims. His wooing of, and marriage to Bianca is depict~
ed as & result of his unwise behaviour:
Fortune -~ gueen to such blind matches ~-
Presents her to the duke's eye, on the way,
As he pursues the deer: in short, my lord,
He saw her, loved her, wooed.her, won her, matched her;
No counsel could divert him.
‘ (1,4)
It is Bianca's beauty which attracts the Duke: he ignores her

rcal virtues. The Platonic love adherents would perhaps ap-

prove of Caraffa's tribute to her beauvty, but Ford also makes
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it clear that the basis of the Duke's love is physical: "the

image of the deer hunt cen be taken as an icon of the search

. 15 g
for a bestisal love.,"'” Caraffals physical passion is emphae

sized by his first words:

Come, my Biqn(a, revel in my arms;

Whiles I, wrapt in my admiration, view

Lilies and roses growing in thy cheeks.

(1,1)

His excessive use of Flatonic conventional speech betrays his
foolishness in love., His words to Fernsndo and Bianca, in-
viting them to share with him a Platonic union of souls, are
highly ironic in light of the developments to come in the play:

I am a monarch of felicity,

Proud in a pair of jewcls, rich and beautiful, -

A perfect friend, a wife above compeare.

e e © © e . ° © € © . © ° € o . ° e e ° e

« « » «Philippo and Fernando

° ©

ll bp xit hout distinction. -«- Look, Bisanca,
On this good man; in all respects fo him -
Be as to me: only the name of husband,
And reverent observance ol our bed,

Shall d*““zﬁ us in person, else in soul
We are all one.
(I,l)
Bianca's obedient answer only stresses the irony of the scene
I shall, in best of love,
Regard the bOsON"Oa“uPef of my lord.
(I,i)
One can imagine Ford's audience, sceing the two young people
together on the stage, whispering, "Oh, oh! Watch out now!"
Ford's insertion, at this point, of an aside between Fior-
monda and Ferentes exposes the unreality of the Flatonic con-

-

ventions as used by Caraffa (and later by Fernando):

Fior. [Aside to FIRINTES] Ferentes, w=-
Feren. [Aside to FIORMONDA] Madam?
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Fior. [Aside to FERENTES] You are one loves.courtship
He hath some chenge of words 'twere no lost labournr
(&) . 5
To stuff your table~iooks; the man speaks wisely!

11

These two characters '"see the-'fallacies but they also see that

Platonic arguments can serve as a useful mask for libertini um.“lé
Ford will demonstrate throughout the play that his characters
use the conventions of the Flatonic love cult only as a means
to achieve eventual sexual gratification or, at least, for fur-
ther titillation of their physical desires.

;o8

The sub<plots of the play, rather than being totally

17

irrelevant as so much criticism has labelled themn, serve
admirably to point out the distortion which the Platonic ideals

receive in the pleay, and the chaotic moral order which results,

The story of Ferentes' deception of the three women (Colona,
Julia and Morone) through the use of the elaborate courtship

“rituals borrowed from the coterie has been termed repugnant and
disgusting -~ and rightly so. Undoubtedly, Ford intends us
have such a reaction, to condemn these persons, Ferentes for

his duplicity and misuse of Platonic arguments, the women for

N

the ease with which they succumb to his honeyed words. I must
disagree with H. J. Oliver, who sees the "wanton Ferentes" as

.18 . . .
a contrast to the noble Fernando: I would suggest, instead,

that Ford means us to see that they differ, not in kind, but

11

only in degree., Just as Ferentes uses arguments of "constan-

cy of mind" and his "unworthiness" to gain his physical con-

quests, so, too, does Fernando speak of his "vassalage" and
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urge Bianca to have "pity" on him. That he, like Ferentes,

seeks physical consummation is made clear by his surprise

when Bianca vows to commit suicide should he possess her. His

114

%

disbelieving "Pish! do you come to try me®" (IL,iv) reveals

his incredulous reaction to Bianca's serious regard for her

u

Ite

chastity. He is sure that she is joking:

Come, come; how many women, pray,
Were ever heard or read of, granted love,
And did as you protest you will?
(II,1v)
Only her persistence in her threat causes him to consider a re-

lationship in which consummation will not occur. It was cer-

tainly not his original intention.

@)}

Ferentes and Pernando &re similar in other respects,
also, DBoth are favorites of the Duke, though Fernando's re-

lationship to the man is much more personazl. Both meet ca-

o

tastrophe as a result of their blunt rejection of a member
(or members) of the opposite sex, Fiormonda being the primec
mover, indirectly, of Fernando's unhappy end. Ferentes! vio-
lent death demonstrates the lamentable folly of subjugating
oneself to passion and sexual indulgences. His fate fore-
shadows the eventusl destruction of both Fernando and Bianca
as they increasingly move toward the physical consummation
demanded by their passionate desires.

In the figure of Mauruccio, Ford indulges in some

double-edged satire, In his excessive behaviour and his e-

laborate conce1tu, Mauruccio is set forth as a parody of the



Platonic lover. IHe is,

in his extrava

gsource of hu-

mour to the whole court:
Fernandd, hadst thou heard
The pleasant humour of Maurucclo's dolage
Discoursed, how in the winter of his age
He is become a lover, thou wouldst swear
A morris-dance were but a tragedy
Compared to that: well, we will see the youth.
(I,i1)
Yet Mauruccio, ironically, despite his foolishnes is the

one lover in the play who does not seek physical consummation.
He is evidently content, as the Platonic lover should be, to
exchange gifts with Flormonda, to compose poetry in praise of

his beloved, and to receive

only the slightest sign of favour

but he is

from her. He is Judicrous figure, uandoubtedly, al-
so most true to the Flatonic tenets. The perversion of the
love demonstirated by Fernando and Bisnca, as it becomes ine
creasingly physically-motivated, is stressed by the innocent
nature of HMauruccio's foolish antics. I might add that I do
not believe that Ford, in the figure of Mauruvuccio, is ridicul-
ing Platonic love itself. Stavig notes that the Platonic

love cult "emphasized that

rationality and spirituality were

essential if love were to escape cont: amination". T Obvious-
ly, Mauruccio ig far from rational in his dotage Consequent-
ly, he himself, rather than the idea of Platonic love, is the
butt of the satire.

Throughout Acts I and II Ford continues to expose the
folly of the love declared by Fernando and the Duke. Through
the careful juxtaposition of scenes, Fernando is compared first
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with Ferentes (I,1i) and then with Maurvccio (II,i-iii).

The latter's plan to present Fiormonda with e picture of him-
self, complete with an elabordtbe conceit, "provides a satiric
parallel to the later scene involving Fernando and the picture
of Bianca”.zo Both Mauruccio and Fernando are strongly affect-
ed by the appearance of beauty. Fernando's reaction to Bi-
anca's portrait is highly satiric and, in light of the danger
should his love for her be exposed, extremely foolish. D'Avo-
los, already suspicious of Fernando's behaviour, carefully
notes his reaction to the pictures -~ "How constantly he

i) == and correctly as-

'_-

dwells upon this portraiture!” (I11,:

1

"

'j
°

Blessed, blessed discovery!

It

sumes that Fernando loves Bianca ("
Fernando himself realizes the powerful effect the signt has had
on him: "I'm lost beyond my senses . . I fear I spcke or did

I know not what;/ All sense of providence was in mine eye'" (IT,
ii). PFord's audience would undoubtedly have condemned Fer-
nando for his inability to temper his love with reason.

Earlier in this same scene Ford provides the opportun-
ity for a deliberate caricature of the courtly lover: as D!'Avo-
los enters the stage, he sees Fernando standing alone:

Alone? reading a

letter? good; how now! striking his breast! whet, in the

name of policy, should this mean? tearing his hair!

passion; by all the hopes of my life, plain passion! now

I perceive it. If this be not a fit of some violent

affects Lon, I am an ass in understanding; why, 'tis plain,

«- plainer and plainer; love in the extremest.

fLLl, 34
This pantomime would, of course, depend on the actor's interpre-

tation of the action described by D!Avolos. It would not be



inconsistent, however, for the actor to over-play the bit,
stressing the ludicrous aspects of Fernando's actions, there-
by making him an object of satire. In fact, this over-play-
ing might continue throughout the entire scene with Bianca's
picture, imperting, perhaps, not just a 1little humour to the
scene,

There are moments, too, in the second Act when the line
between theatrical illusion and the reality of actors and audi-
ence almost disappears. While observing Mauvruccio's antics,

Caraffa asks Fiormonda for her opinion of the 0ld men's heroical

rant:

What think you of this language, sister?
Fior. Sie,

e =
i

I think in princes' courts no age nor greatness

But must admit the fool; in me 'twere folly

To scorn what greater states than I have been.
(X1,4)

Though tactful, she is plainly scornful of this kind of lan-
guage. The audience must surely have agreed. Ford has subtly
prepared his audience: when, only a few lines later, Fernan-
do breaks into extravagant speech, those listening would have
undoubtedly felt the same scorn for his posturing:
Please but to hear

The story of a castaway in love;

And, O, let not the passage of a jest

Make slight a sadder subject, who hath placed

All heappiness in your diviner eyes!
Bianca. My lord, the time -=-

Fern. The time! yet hear me speak
For I must speak or burst: I have a soul

I

je
S0 anchored down with carcs in seas of woey
That passion and the vows I owe to you
Have changed me to a lean anatomy:
Sweet princess of my life, =« . « . .
(rz,1)
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The audience cannot have failed {0 respond with ridicule of

+

this hero. In his next Ltpmp t0 seduce Blianca, Fernando

employs some highly nygewbolvc language:

Forgive me; let my knees for ever stick

Neiled to the ground, s earthy as my fears,
re 1 arise, to part away 3
In my vnbounded anguis h ag the rsge

Of flames beyond all utterance of words
Devour me, lightened by your sacred eyes.
(II,i.l)

o(j

=
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Bianca's response is ours: What means the man?" Tt is so

unlike Ford to have a character whom he admi fos, and whom he
wants us to admire, speak in this manner that it seems dif-
ficult to avoid the conclusion thet he is inviting ridicule
of Fernando's passion.

Neither does this elaborate language fool Bianca,
She is very much awsre of the physical basis of Fernsando's
love:

Look on our face:
What see you there that may persuade a hope
Of lawless love?Y Know, most unworthy men,
So much we hate the baseness of thy lust,
As, were none living of thy sex but thee,
We had much rather prostitute our blood
To some envenomed serpent than admit
Thy bestial dalliance,

Her reaction to Fernando's advances, though somewhat excessive
in its vehemence, 1is, morally, the proper one. She condemns
not only his improper lust, but also his betrayal of the Duke,

his "disease of friendship" (II,iii). Fernando, chestened by

her violent rebuke, vous never again to spesk his love to her,



yet even in the act of swearing restraint, he reveals his
lack of it:

« «» o yet, 'by this hand,
Kisses her hand,
This glorious, gracious hand of yours, -
e e « e © s 6 s e & e s o e ¢ o e e o s
I swear,
Hencef01 h I never will as much in word,
In letter, or in oyllable presune
To make a repetition of my griefs.
Good-night t'yel! If, when I am dead, you rip
This cof in of my heart, there shall you read
With constant eyes, what now my tongue defines,
Bianca's name carved out in bloody lines,
For ever, lady, now good-night!
(Ir,4iii1)

There is a touch of irony even in this moment of seriousness,
FPernando's extravagant outburst «- "This glorious, gracious
hand of yours" -- belies his statement that she has "schooled"

him, Once ggain, the actor could make much of the line by

prlacing emphasis on its lavishness. The conceit with which Fer-
nando vows restraint would perhaps be impressive did it not
parallel so closely Mauruvccio's absurd conceit of the glass
heart in the picture (II,i). Since the parallel is so clear,

however, it seems evident that Ford wishes the connection to
be made and Fernando's folly recognized.

Throughout this same scene, Ford plays with the contrast
between illusion and reality. D'Avolos, secretly watching Bi-
anca and Ferrendo but apperently unable to hear their words, con-

5

cludes, quite mistakenly it seems, that '"the match "

made

e
[}

(II,iii). He informs Fiormonda of what he hss witnessed:

s
him kneel, make pitiful faces, kiss hands and fore-
fingers, risc, -= and by this time s up, up, mé-
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am. Doubtless this youth aims to be duke, for he
is gotten into the duke's seat an hour ago.

Fior. Is't true?

2L§1‘ Oracle, oracle! .Siege was laid, parley admitted,
composition offered, and the fort entered; there's no
interPuption « « « =

(TT,444)
Obviously, D'Avolos has misinterpreted what he has seen. Or
has he? Bianca enters but four lines later (II, j.) and pro-
ceeds to tell Fermando that she has loved him all along. Those
who recall the violence of her rejection of him in the previous
scene could not help but note the ironic juxtaposition of these
scenes. Moreover, D'Avoles! interpretation of the previous

scene turns out to have been correct: i1illusion has become re-

105]

elity; reelity, illusion. PFernando hss woen the battle; Bi-

The very importaent fourth scene of Act II, important
as a gauge to the tone of the entire play, is a curious mixe
ture of serious drama, comedy, me lodrama eand satire, There is
a conbinual discordant tone throughout the entire scene. A
strong contrast is apgparent in the behaviour of the two princi-
pals vntil very near the end of the scene: Bianca displays a
desperate solemnity, while Fernando adopts a much less serious
stance. Fernando's slow recognition of Bianca is comicel, I
think, considering the protestations of anguvished love which
he has formerly been uttering. Bianca herselfl notes the in-
congruity of his sability to sleep soundly. Fernando's astone
ishment at Bianca's vow to kill herself clecarly points out the

physical basis of his love and the absurdity (he thinks) of
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her taking all this so seriously Actually, one cannot keep
from almost agreeing with Fernando: Bianca's desperate

threat and the extravagant passion of her language are just

a little excessive., After Fernando has been convinced of her
seriousness, however, the conversation becomes somewhat ine
congruous. Bieanca, to prove that she is not mocking Fernando,
swears, "by the faith I owe my bridal vows", This is neither
the time nor the place to speak of her marital promises: she
has come to Fernando resolved to break them. Almost as ludi=-
crous is Fernando's sbtatement, "In you my love as it begun
shall end", meaning, apparently, that he will maintain his love
in its Platonic state. This would be appropriate if such hed
formerly been the basis of his love for her, but Ford has made
it clear that Fernando's goal has been physical consummation,
The ambiguity of this statement is ironic and raises the sup-
position that their love will yet demand sexual fulfillment.
Finally, Bianca's pearaphrasing of Fernando's elaborate concelt
must again call forth a satirical response in the audience or
reader. All together, these incongruities and ambiguities suge

gest that Ford is writing something other than a totally seri-

One critic, however, -« Peter Ure -~ contends that Fer-
' T B e o ) ‘ i % .22 ; 21

nando is not guilty of desiring physical union with Bianca,
He argues that, in the period of time between Fernando's first

overtures of love to Bianca (II,ii) and the second (II,iii),

Fernando's leve changes  -from passionate desire to Platonic wor-
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ship and remains in this elevated state throughout the remaine-
o 19 22 T ) E » s 1) p)
der of the play. Ure draws attention to Fernando's speech
in the second seduction scenel
Bianca. What means this man?
Fern. To lay before your feet
In lowest vassalage the bleeding heart
That sighs the tender of a suit disdained.
Great lady, pity me, my youth, my wounds;
And do not think tha t I have culled this time
From motiont's swiftest measure to unclasp
The book of lust: if purity of love
Have residence in virtue's breast, lo here,
Bent lower in my heart than on my knee,
I beg compassion to a love as chaste
As uoﬂ,ne.m of desire can intimate,
(IT,4i4dd)

Ure points oul "the exalted tone, the attitude of adoration
toward the mi stv sg-delty, the assurance that the love is chas®
is does t deny the possibili owever, that Fernando is

th does not deny the possibility, how s that Fernando i
using the conventions. Ure ignores the rather signiflicant at-
titude of Pernando in the following scene (IL,iv) where his in-

credulous di

treating her chastity

SO serie-

A

ously contradicts the

1 ation,.

ssumption that he no longer scek

tl

q .

here is also signif

cal conswmm the play, a Lo
cant juxtaposition of scenes here. Nibrsssa's comments,
following immediately after the scene in which Bianca and Fer-

ando have pledged their vows

ed as applying to everyone who masquerades pas

Platonic arguments: and, consequently, the audience is invited
to recognize the failure of both Fernando and Bianca to keep

bl

of

*latonic love, mu

cr 4=

o U

.
)

lon behind

rhysical passion out of anlp relationship:

s physi-

be regard-

« « « canst thou imagine luxury is observant of religion?
no, no; it is with a frcquont lecher as usual to for-
swear as to swear; their piety is in meaeking idolatry a
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worship; thelr hearts and theilr btongues are as different
as thou, thou whore! a:d & virgin.
(Trf,1)

At this point in the play, Ford begins to develop the
revenge theme. The exposure of Ferentes! duplicity and the
subseguent decision of the three vietims of his ralseness to
seek "revenge . . . [to] redeem/ Our loss of honour by a brave
exploit™ (IIL,ii), is peralleled by D'Avolos! Iago-like play-

ing on the jealousy of the Duke and the latter's subsequent
O

desire for revenge on the lovers (IV,i). Fernando, meanwh
o 5 ]

o

le,

is becoming more and more irrational: when warned by Roseilli

-2

!

of D'Avolos! machinations, he replies in words reminiscent of

Giovanni's boast in 'Tis Fity (V,v,11-12):

Pish! Should he or hell
ront me in the passage of my fate,

Ford!
Roseilli answers, most incongruously,."l do admit you could.,"
Satirical touches like this, however, are rarc in Acts IIT
and IV compered to their prevalence in Acts I and II. The
suspense and tension builds steadily throughout the central
acts as Flormonda and D'Avolos continue to incite the Duke to
vengeance; while Blanca and Fernando grow more and more care-

0

less in their saion,. Ford shifts from humorous to dramatic

O}

!
o

irony. After having been tortured by the goad of D'Avolos!
sugspicions to a state of near-~distraction, the Duke's be-

haviour to Fernando is sinister in its sweetness: ‘'Come,
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mine own best Fernendo, my dear fricnd" (IIlL,iv).

Zven in these central scenes of intrigue, revenge and
murder, however, Ford cannot resist the temptation to poke fun
at these characters. For instance, the murder of Ferentes is
brutal even if somewhat Jjustified,; and true justice demands
that the murderers be punished. How cén we then explain t
absurdity of the final part of this scene, if it is not Ford's
satire again at work?

Duke. He is dead.
To prison with those monstrous strumpets!
Pet. Stay;
I'1)l answer for my daughter
Nib., And T for mine. -=
0, well done, girlsl]
I Tor yon gentlewvonan, sir.
Good £y lord, I am innocent in the business,
To prison with him! BRBear the body hence
Here's fatal sad presages: but 'tis just
dies by murder that hath lived in lust.
(I11,iv)
Caraffa, Fernando and even the Abbot are all made to eppear
ridiculous as Ford reveals the lunacy of a moral order which
sends the foolish Mauruccio to prison, for a crime of which
only he was entirely innocent Some critics would undoubted-
ly argue that this action of the Duke merely reveals the cor-
ruption of his authority and the accompsenying sordidness of
the society over which he governs. However, I find this in=
prisonmment of Mauruccio just too ludicrous to accept as a

genuine comment on the state
Ford writing this in all seri

There is no lack of

seriousness

of the society. I cannot imagine

in the following



scene, however. Ford's depiction of the Duke being taunted
by the scathing tongues of Flormonda and D'Avolos is remark-
ably well-drawn. The weak ke, distraught and unable to act
decisively of his own volition, is pitillessly battered by the
abusive arguuents of his tormentors:
Fior. What is she but the sellow-coloured brat
Of some unlanded bankrupt, taught to catch

The easy P@JCI() off young prodigal bloods
In springes of her stew-instructed art? --

Q.a o)

N

Here's your most virtuous duchess! your rare pjecel
D'Av. Iiore base in the infiniteness of her sensuality
than corruption can infect: «- to clip and an6¢g18

your friend, tool! O, insuilferable! ~-= a friend! how
of all men are you most UHLOPbuﬂ¢b61 == O pour out
your soul into the bosom of such a crealture as holds
it religion to make your own trust a key to apen the
passage to your own wife'ls Vomu, to be drunk in the
prive ClC“ of your bed! <« think upon that, sir.
(Iv,i)
The plisble receptiveness of the Dule's nature is emphasized

by the excessive heights of jealousy and rage to which he is
persuaded:

Bear witness thet if ever I neglect
One day, one hour, one minute, to wear out
With t011 of plot or practice of conceit
My bus kull, till I have found a death
More hOIPJQ than the bull of Phaleari
Or all the fabling poets! dreaming w
If ever I take rest, or force a smile
Which is not borrowed from a royal vengeance,
Before I know which way to satisfly
Fury and wrong, -- nay, kneel down [in kneol], -
let nme die
Nore wretched than despair, reproach, contempt,
Laug bCT, and poverty itself can make me

( V, .’)

Like Fernando, the Duke has been moved, because of the violence

of hisg passion, beyond reasonable thought. There is yet wisdom
a Fe

in his madness, however: his greeting to Biancsa ndo e

w
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"welcome, dear wife, sweet frlend!" -- drips with a venomous

irony. His banishment of Mauruccio, a harsh sentence, re-

)

veals his newly-awakened antipathy to any one associated with

sexual indiscretbtion:

We'll have no servile slavery of lust
Shall breathe near us; dispatch, and get ye hence.
(Iv,i
- His disgust and bitterness is made asbundently clear. Ford

reminds us agsin, however; of the loss of rationality involved

guruvecio, the ter

yeent

) - , VL 5
et for Caraffals

(G
(e

snger, is, 1t must be remembered, completely innocent of any

4

The atmosphere of the play grows darker throughout the

remainder of Act IV as thoughts of revenge and presages of vio-
lence become stronger. Fernando's savage refusal of Fiormon-

IV,i). D'Avo=-
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dats final offer of love reso
los is shown ingratiating himself to Julia,
by his plan to catch Fernando and Bianca in the act of passion.

The Duke, telling

)--4

Bianca of his dream, reveals to her his suse

1ls

O..
fud

w

picions an insane jealousy:

Were both of you hid in a rock of fire,

Guarded by ministers of flaming hell,

I have a sword -- 'tis here -~ should make my way

Through fire, through darkness, death, and hell, and

all,

To hew your lust-engendered flesh to shreds,

Pound you to mortar, cut your throats, and mince

Your flesh to mites: T will, «= start not, -« I will.
(Iv,41i)

}de

Bilianca is still under the delusion that her love is Platonic,

R |

however, and defends her purity:
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« = » G614 sueh 8 guilt

Hang on mine honour, 'twere no blame in you,
If you did stab me to the heart

—
-
-
-
[N
[~ o
S

§

Fernando, informed by Roseillil that Flormonda, D!'Avolos and
dge of his meetings with Bianca,
gain his irrational attitude. HNoreover, he indirect-

ly acknowledges that their love is dissolving into the physi-

cal passion which hes always been its basis, though they

so far avolided conswmmation:

Let him know it; yet I vow
: s as loyal in her plighted faith

5 the sun in Heaven: but put cas
She were not, and the duke did know she were not;
This sword 11JL00 vps and “ujded by this arm,
Shall guard her from an arméd troop of ";bﬁdo
And all the earth beside.

)

Roseilli's rejoinder =- "You are too safe in your destruction"

(IV,ii

e

-~ ade

ately sums up Fernando's madness: his pass

¢
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equ

reached such helghts as to meke his destruction ineviteable yet
the excessiv ss of this love makes him blind to any danger.
Roseilli recognizes the apprcach of disaster:

I see him lost already.

If &1l prevail not, we shall know too late

No toll can shun the violence of fate.

(rv,ii)

Act V brings catastrophe, the deaths of Bianca, Fer-
nando and the Duke; at the same time, interwoven among the
tragic events of the act, there is a marked resurgence of the

satiricsl tone. The first scene opens with a speech by Fior-

monda which emphasizes the approach of violence:



Now fly, Revenge, and wound the lower earth,

That I, insphered above, may cross the race

Of love despisged, and triumph o'er their graves

Who scorn the low-beni thraldom of my heart!
(v,1)

Oblivious to danger, and to the error of their conduclt, Fer-

nando and Bianca discuss their love. It is soon evident that

their self-control is breaking down. In fact, the scene "is

esign 0 emphse e the excessive physical attractios I
designed to emphasize the exces hysical attraction of

. v . - .
the lovers lor each other." 3 Bianca is " discovered in her

L

nisht-attire, leaning on a cushion at a table, ‘holding Fer.

nando by the hand" (V,i). She questions the moral law which

prohibits their love, cbviously nearing the decision to suce
cumb to her passion for Fernendo:

Vhy shouldst thou not be mine? WUWhy should the laws,
The iron laws of ceremony, bar
Mutual embraces? Vahet's & vow, a vow?
Can there be sin in unity?
(V,1)
A lacuna in the text mekes it difficult to interprel correctly

Nal

Fernando's reply, but "his vow to bury himself alive in Bian-
ca's coffin if she dies before he does is not the approach of
a rational man." L Neither do his words in regard to the use

of a kiss to seal a vow sound like the utterances proper to
a Platonic lover:
+ =« » Por whiles your lips
Are made the book, it is a sport to swear,
And glory to forswcqr
(v,1)

Given Rianca's weakening adherence to moral law, and Fernan-

do's delight in her physical charms, this kissing seems but



the prelude to complete physical union. It 1s prevented,
however, by the sudden entrance of the Duke, and disaster.
Fernando, on being discovered, resorbs once again to

the posturing of the heroical lover -- "duke, I dare/ Thy

worst, for murder sits upon thy cheeks:/ To't man!" (V,i).
The Duke's passion equals Fernando's in its excessiveness,
though he, too; seems to be consciously playing a role -=-

"I em too angry in my rage/ To scourge thee unprovided" (V,

o

i). Left alone with Bianca, Carsffa lsunches forth with
violent speeches appropriate to a passionate revenger. Ra-

ther significantly, however, he continues in a long conver-

£ A

sation with Bianca, unlike & determined revenger, and finale-

N

ly dispenses with the idea of revenge altogether:
Not this; I'1ll none of this; 'tis not so fit. «~-
Wny should I kill her? she may live and change,
O0r ==

[Throws down his sword.

Only the admonlshing taunts of the watching Fiormonda make
()

Fal

him carry out his revenge. DNotwithstanding the violence of

his verbal abuse of Bianca, the Duke is basically too wesk-
willed and indecisive to conclusively play the role of re-
venger. Ie secems rather shocked by Bienca's death -~ "Sister,
she's dead" =~ and Fiormanda's guidance is required again to
indicate to him his next course of action:
Then, whiles thy rage is warm
Pursue the causer of her trespass.
Duke. Good:
1111 slack no time whiles I am hot in blood.

[Tekes up his sword and exit.
(V,1)




8ly.

It is not unlikely that Ford is here ssastirizing the revenge
tradition, through the person of the revenger himself, and
through the reslization of thé Duke (and probably the audi-
ence) that revenge in itself is quite senseless. There can
be no doubt, also, that the murder of Bianca is a punishment
which far exceeds the crime.

Act V of Love's Sacrifice contains the argument con-

cerning the purity of the lovers which has provoked the ve-
hement disapprobation of the critics on moral grounds. The
essence of the objections to Ford's cheracterizations in this

4

play is found in Swinburne's comments

a0

« « « novhere else . . « shall we find within the large
limits of our early drams such a figure as Ford's Bieanca

<, U
O

3

et}

©

p g
set vp for admiration as a pure and noble type of v

In 2 gimilar vein, Havelock Ellis, in his introduction to
Ford's plays, "we can only smile when we hear these lovers w=-

Hid in a rock of fire, :
Guarded by ministers of flaming hell -

celebrated as miracles of chastity and truth. [This is a]
« « o complete . . o moral collapse « o » (unless we choose
a5.03 : . A e 2 B ll26 =5 > 1 L.
to regard it as intentional irony) . . « . £llis! aside
(in parentheses) is one of the extremely rare instances in
which the possibility of a less~thane-serious playing of Act
V is recognized. Ellis himself does not seem to be aware of
the possible ramifications of his remark. The traditional

cal attitude has been that Ford is here trying to seduce

fds

crit

his sudience into believing in the innocence of Bianca and
O
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Fernando. lNMore recent critical examinations of Ford, however,
have brought out evidence, most of it internsl, that PFord is

not the vigorous proponent of immorality which earlier criti-

!
¢

cism had made him out to be. H., J. Oliver's comment in con-

3,

nection with his study of Thes Broken He

v}

2t should perhaps be

S

Ie

epprlied to all of Ford's works, including Love'!s Sacrifice:

The more one examines Ford's allegedly darinc assavlts
on conventional morality, the more absurd the chaige
becomes .

=

Now if Ford, in his other plays, particularly !'Tis Pity anc
The Proken Heart, is not attacking traditional morsls, we

should be extremely cauvtious before assuming that he is in

4

Love's Sacrifice, even though the play, on the surface, ap-

pears to be a flagrsnt violation of drar atic propriety. Un-

bhat Ford is, instead

~

leas we therefore admit the possibility

o

of praising these characters, satirically exposing them to our

ridicule, the morality of Love!s Sacrifice remains totally in-
consistent with that of Ford's other two tragedies.,

o)
i3
QJ

Ford quite likely intends us to recognize Fernando

Bianca as incompetent Flatonic lovers: they are so blinded

£

by their passion that they cannot see the sordidness of their
relationship. Their elaborate attempts to justify their love
as pure and chaste are distortions of the truth. Ford's sudi-
ence, many of whom were likely members of Henrietta-Maria's
group, would have been quick to recognize the perversion of
Platonic ideals in the utterances of all three of the central

characters.
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Ironically, the Duke kills Bianca for the wrong rea-

po)

son. Despite her assertions that she was unable to persuade

4

Fernando to physicslly possess her, the Duke remains cone
vinced of her adultery:

Adultery, Bianca! such a guilt

As, were the sluices of thine eyes let up,
Tears cannot wash it ofP: 'tis not the tide
Of trivial wantonness frem youth to youth,

But thy ahusn“} of thy lawful bed,
Thy husband's bed;

3 . L3 e L3 < L] [ L3 °
® ° Ll L3 * L3 s ° Ll © L] < e < L3 et ° e
When thou shalt find the catalogue eﬂro1led
Of thy misdeeds, there shall be writ in text
£

Thy bastarding the issues of a prince.

On the one hand, Caraffa demonstrates a total ignorance of
the possibility of a Flatonic love free from lust: Bianca is,

icantly, innocent of the particular crime he charges her
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er hand, his accusations are somewhat justi-
fied: Fernando and Bianca gre gullty of adulterous thoughts.
Furthermore, Fernando hss olated his friend's trust and Bi-
anca has betrayed the spirit of her marriage vows; both, there-
fore, are guilty of aberrations for which they must be moral-

ly condemned.

Bianca's vehement defiance o the Duke reveals the ex-
tent of her degenerations into passion. She freely admits her
desire for Fernando:

Yet be'assured, my lord, if ever language

Of cunning servile flatteries, entreaties,

Or what in me is, could procure his love,

I would not blush to spesk it.
(V,i)

j=e
1651

The folly of masguerading passion behind Flatonic ideals

e
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revealed when Bianca draws a parallel between the Duke'!s love
for her and her love for Fernando. 'The Duke had indeed earned
her gratitude for elevating her social station:

But why ? !'twas because you thought I had

A spark of beauby more than you had seen.

To answer this,; my reason is the like;

The self-same appetite which led you on

To marry me led me to love your friend, « . .
(V,1)

Ford's use here of the word "appetite" revealsthe misconcep-

tions in both Bianca and the Duke's ideas of the nature of
Platoniec love. The Duke, in fect, really has no belief that
such a love is possible: he cannot disassociate love from

lust. Bianca, thovgh she understsnds the Platonic theory of
love, is simply unable to practice the restraint which should
go along with such a relationship between a man and a woman.
Her wecakness is perheps of the flesh rsther than the spirit;
consequently, she invites, not only ridicule, bgtalso pity.

Her pra:
plete distortion of the facts:

I must confess I missed no means, no tinme,

To win him to my bosom; but so much,

So holily, with such religion,

He kept the laws of friendship, that my suit

Was held but, in comparison, a jest;
Nor did I ofter urge the violence

Of my affection, but as oft he urged
The sacred vows of faith 'twixt friend and friend . . .
(V,1)
As Stavig notes, " significantly her assertion of what Fernando

did is very close to what Fernando should have done . . . The

passage puts the actual behaviour of Fernando in a decidedly

ise of Fernando's behaviour, however, is a com-~
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bad light. Ironically, Fernando initially hed been great-
ly troubled by this aspect of his love for Bianca:
. . she's the duke's wife;
Who knows 1oL this? -~ she's bosomed to my friend;
There, there, I am quite lost .

ER

Previously he had recognized the enormity of the breach of

. &

faith which his love wovld Gccasion:

oy
oy
®

lack of compunction
with which he apparently put this objection aside, however,
never to raise the issue again in the plsy, reveals the
ralseness of Bianca's account of his behaviour.

Obviously, Biencats account of her love for Fernando
is intended to provoke the Duke into killing her. The prob-

lem of the critic is to decide how Ford means us to react to

o

her display of defiance in death. If we regard her to be no-

ble in death, we to some extent exonerate her from blame for

the tragedy. Surely Ford 1s not suggesting that a noble death
() 3 5o &
is sufficient to make amends for one's sins during 1 I

think we must assume that Ford is being intentionally smbig-

uous, though he probably expects his audience to recognize

his intent. Vhile Bianca's courage evokes some admiration, we

cannot help but be aware of her irrationality and the destruct-

~

iveness of

®

her passion. Even her words are lacking in logic:

. « o but, in the latter act
Of thy revenge, 'tis all the suit I ask
At my last gasp, to spare thy noble friend;
For life to me without him wer? a death.
(V,i

st with her "last gasp" yet does so be-

cr
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Bianca mekes



cause to her "life . . . without him were a death": this is
a curiously illogical argument. The last line, however, does
reveal why she desires deatht! her passion for Fernando has
become so strong that it cannot be contained. S8ince the dis=-
covery of their relationship means separation from him, only
death can ease her mind and body. Tortured by desire, life
for her is no longer bearable. In willing and provoking the
he

Duke to take her 1life, she is morally culpable and, like the

suicides of Fernando and the Duke, hers is a '"Most desperate

Like Bianca, Fernendo wrongly considers their relation-

ship to have been free from sin.

Heither of them will admit thet dalliance, kissing and
fondling, lustful desires, and improperly placed love
are en indication of the weskness and sin that accomopaony
heroical love. Fernando mated

X and Bianca have nol consum
their love, but they dorie end said much morc than

innocent lovers wou

Contrary to all the evidence in the play, and even to Blanca's

own admission of her guilty desire, Fernando continues to pro-
cleinm her innocence:

Unfortunate Caraffa, thou hast butchered
An innocent, a wife as free from lust
As eany tcrms of art can deify.

(v,1d)

again into FPlatonic admiration of BPlanca:

+
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I ever I unshrined
The alter of her purity, or tasted
More of her love than what without control
Or blame a brother from & sister might,
Rack me to atomies.



In his idolatry he elevates her to sainthood:
Gloriouv Ejapcu,
Reign in the triumph of thy mariyrdom;
Barth was unworthy of theel

Again, the excesses to which a character is moved reveal his
irrationality: Fernando's account of Bianca's virtue should
properly be regarded as utter nonsense. His misrepresentation
of their relationship, the alacrity with which the Duke ac~
cepts this account, and the distorted view of Blanca which the
two men share, all demonstrate that both of them are victims
of an unrecasonable, self-blinding heroical love.

The final scene of the play cmphasizes the irrational-
ity of the two men. Between them, they make a mockery of the
formal ritual of Bianca's funeral. Fernandco, whom we have seen
in the previous scene gently restraining the Duke's sulcidal

urge, now emerges from the tomb, fantastically fulfilling the

himself in her

e}
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vow which he had made to Bianca to
supulchre. The vehemence of his speech is that of a man no
longer completely sane:

Forbear! what art thou that dost rudcly press
Into the confines of forsaken graves?

Has death no privilege: Com' st thou, Cararfa,
o prectice yet a rape upon the dead?

Inhumen tyrant! --

Whats'ever thou intendest, know this place
Is pointed out for my inheritaunce;

Here lies the monument of all my hopes:

Had eager lust inbtrunked my conguered soul,
I had not buried living Joy” in deatne

Go, revel in thy pel.oe, and be proud

To boast thy famous murders; let th

.

r
Low=-fawning parasites renown thy act
Thou com'st not here.
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death speech,

the central cheracters of

Heart, remains disjointed and devoid of

in decided contrast to

either 'Tis

91

the quiet lan-

the charactere

istic Fordian dignity:

Farewell, dukel! once I have oubstripped thy plots;
Not all T e cunning antidotes of artv
Can warrant me Euolvc minvutes of my life:
It works, it works already, bravely! bquclyi
Now, now I feel it tear each several joint.
0 roysal poison! tru°ty friend! split, split
Both heart and gall asunder, excelle nt bane
Rogeilli, love my memor;. -= llell searched out,
Swift, nimble venom! torture every vein., -
I come, Blianca «- cruel torment, feast,
Feast on, do =« Duke, farcwell, == Thus I «« hot flames!
Conclude my love, «- and seal it in my boson!
0!
[Dies.
(V,1ii)
Fernando's death is marked by that same characteristic which so
strongly distinguished the progress of his love -~ a passionate,
iymmoral irrationsality.
Caraffa's behaviour in this last scene is as erratic
as Fernando's. While having previously vowed renewed friend-
ship with Fernando, =-- ''come friend, now Tor her love,/ Her
love that praised thee in the pangs of death,/ I'11l hold thee
dear" (7,ii) ~- the appearance and words of his rival lead %o
a resurgence of the Duke's hate for the man:
Fernando, man of darkness,
Never till now, before these dreadful sipghts,
Did T abhor thy friendship . . o+
(V,iid)
Incongruously, however, the Duke's rage stems from a rather
inappropriate concern for his own reputation -- "thou hast

o

o
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robbed/ My resolution of a glorious name" (V,iii). With

4

Pernando's death, however, the Duke returns to his former
stance:

And art thou gone, Fernando? art t
Thou wert a friend uvnmatel 5
S

This stand

sal of the Duke's anger a
few lines -

h . . o i - I % N = -
he senses that with Fer-

he covets is again a

Caraffa's attempt to gloss over the sordidness of the whole
affair fails nmiserably: no sudience could possibly accept

his prophecy that "Children unborn, and widows whose lean
cheeks/ Are furrowed up by age, shsll weep whole nights,/
Repeatingbut the story of our fates" (V,iii). We may pi
Caraffa, Fernando and Biance for their weaknesses, but we can-
not admire their folly in persisting in this masquerade of

perverted Platonic love and honour. Because t

themseclve elr btregedies are less than those in Ford's oth-

n»
“
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icantly, the Duke dies, like Fernando, after a
speech full of figurative language:

Fools, why, could you drcam
I would outlive my outrage?
Run ou#s in rivers! O, that these
Could gather head, and make a
That jealous husbands here might ba
So! I grow sweetly empty; al

of
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Of lifec unvessel life, ~- Now
The writing of my sin! -~ Bis
I creep to thee -~ to thee -~ to thee, Bi~an-ca.,

[Dies.

s e mianin



Caraffa's use of an elaborate poetic conceit in this passage
I p

contrary to the kind of language which is characteristic
D

e

of Ford's heroes at the point.of death. There is too much

suggestion in the speech of conscious self-glorification --
of role-playing, one might even say. Caraffa's insis
(particularly through the thrice-used "to thee” in the last

line) that he expects reunion with Bisnca is gross self-de-

lusion in light of the abuse and ridicule which she had heaped

on him previously during her confession that she no longer

manner is not typical of the

- .

loved him. To meet death in th

"
e

Fordien hero, he or she whom Ford wents us to admire. Because
the dramatisi denies dignity to Fernando and Caraffa at the
final moment of l1lile we can perhaps assume that he is not seek-
ing our admiration for the characters in this play. Disapprov-
8l is our response, rather then sympathy. Consequently, the

play fails to achieve & tragic effect which compares favorab-
J L = st =

ly with those created in Ford's other two tragedies. Nor, ine

)

®

deed, do I think Ford desired such result.

The play ends with the restoration of order. Roseilli
discards the role of fool in love, something which the central
characters had not been able to do, and reasserts, within him-
self, the desired dominance of reason over passion. His sen-
tencing of D'Avplos to death is just, for the latter has been
largely responsible for the unnecegsary deaths of Bianca and

her passionate admirers, His rejection of Fiormanda is proper

punishment for her lustful behaviour; a punishment appropriate



ly fitting the crime., Filormanda's sudden repentance, how-

for to suggest that passion can be so quickly subdued makes
a mockery of those who have died because of their passions.

The Abbot's concluding lines are also ironic in suggesting

)

5

that this tragedy surpasses all others:
age hath heard, nor chronicle can say,
That ever here befell a sadder day.
It is, of course, not possible to definitely conclude
that all of the pessages examined in the course of this chape

ter were meant to be satirical; neither is it suggested that

they were necessarily played and spoken in the ways that I ha

sometimes outlined. I woul

Yhether or not the satirical potential of Love'!s Sacrifice

was exploited on the stage would have depended largely on the

players themselves, To deny the satirical content of the play,

however, seriously impedes an appreciation of Ford's skill:

as a serious tragedy, Love's Sacrifice has a number of irrecon-

cilable flaws; as a satirical tragedy, the organization of th

)

play displays a consistency much more commensurate with the a

tistic heignts which Ford achieved in !'Tis

Heart. Though' Love's Sacr irf

PO -

ice mey perhaps be Justifiably de

nied the esteem which Ford's other two tragedies merit, we
should, however, be willing to consider the various possible

interpretations of the play, particularly one which scems con

=
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ent with the dramatic proficiency which Ford demonstrates

e

is

{92}

elsewhere. To not show such consideration is to underestimate
Ford's craftmanship, and to perhaps demonstrate less sophis-
tication in ourselves than may have been exhibited by Ford's

seventeenth«~century audience.
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CONCLUSION

Ford's three tragedies demonstrate many similarities

and many differencez. Thematically, all of them are remark-

ebly similer: all deal with the subject of thwerted and ile

licit love, 2ll deal with the concept of honor, and all deal

with the conflict between the desirecs of the individusl and

O

the laws of the society in which he lives. In this respect,
Ford demonstrates a marked narrowness of vision. What is e-
ven more remarkable, however, is that Mord has created three
distinctly different plays within this narrow focus and that,

in at least two of them, 'Tis Tity and The Broken Heart, he

-

hss created a fresh vision of life and demonstrated the fre-
quently tragic position of the individual.

Structurally, 'Tis Pity end The Broken Heart present

azddera

us with the identical situstion: two lovers whose love 1s

o

somelow contrary to the laws of

B .

the society in which they live,
In both plays, the fact that this love is not allowed (for
varying reasons) to develop in the normal way is the cause of
the tragedy. Eere, in spite of the thematic similarities, the
resemblance between the two plays ends. In tone, in language,
in characterization, in setting, in pace; and in the working

out of the tregedy, the two plesys are almost diametrically op-
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osed. In The Broken is one

straint, the language is genereally calm and
cheracters {(with the excention of Bassanes)

refined and dignified, the Spartan society 13

de o

for contr

a

cognizes need ol and

social and moral laws, the play moves delibe
sis to crisis, and the tragedy of the situati
straint snd dignity are not sufficient to en

happiness and social hermony: idnevitably th
tained within the dilemma of Penthea and Org
ward with destruclive conseguences for them

el

of

are consistently

s one which ree-

ierence to the

tely from cri-

ion is that re-
sure individual

e teénsion cone-
ilus explodes out=

i<

i8 recopnized

knowledging no rule which does not contribut
the play moves swiftly to its violent climax
of this situation is that the individusl is

the influence of the society in which they 1
and sordid values of the Parman society insi

J

ren soclety 1s onse
h individugl ace
e to his own good,

and the tragedy

9
unahle to escepe
ive: the corrupt

diously penetrate

the relationshiv between Glovanni and Annsbella until their
degensration and ruin is complete. In both plays, however,
Mard veatrorea hi P p 3 ! s »3op + el
Yord restores his heroes and heroines to grace prior to their

deaths and we are reminded of their essential goodness., Con-
sequently, we are willing to grant them the respect and pity
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due to those whose story is truly tragic.

Clifford Leecn has pointed oult the affinities of 'Tis

Pity with the earlier, more virile Jacobean tragedies of 3heke-

speare, Chepmaen, Webster and Middleton, the major works of
vhich are, in Leech's words, 'characterized by an intellectual
tension":

On the one side there is a feoliwq of exeltation in the

nature of man, a delight in an dominance among created
things, in his ambitions and potec QULQ]LL*SS, his daring,
his readiness to assume feJn0qu1b lity for the patiern
of his life, his capacity for vhn“nstfn;mu;; on the othe
side there is a recognition of the limitations of man'se
power, his iSOl"thﬁ 1n bhc universe, the isolation a-
mong his fellows that grea gifLs or unusual embition or
the inheritence of high r]“c inevitably brings, the
death that must come at the end.l

=

This tension described by Lieech implies a conflict in the drama

CD

g ¥

vhich forms the basis of its action; it also implies a violent
clash between the forces that crezte thet tension. This clash

is found in !Tis Pity in a form unlike that which is in The

Broken Heart: in the former play there is a conflict betweer

characters representative of differing intellectuel idees (CGio-

vanni &nd the Friar), whereaz in the latter, all the characters

are more or less aligned on the same side -~ their adversaries,
on the other side, are time, circumstance and human frailty.

In The Broken Heart, defeat 1s inevitable and the response is

toicism. In !'Tis Fity, the end is shaped by events occurring
within the play znd, though defeat and destruction are even-
e

tvally inecvitable also, the protagonist meets death with a de-

fiance which only at the last moment changes to calm acceptance
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In this respect, Giovanni resembles Chepman's Bussy D!'Ambois
and VYebster's Duchess of Halfi as much as he resembles Orgilus

: for the traditional REliza-

or Ithocles. If we are looking

are looking

&
.—_l
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o

bethan vitality, we can turn to 'Tis Fity; i

for Ford's originality, we must turn to The Broken Heart,

Love's Sacrifice, however, is a play of a kind quite

unlike either The Brolken Heart or 'Tis Pity. Wi

phasis being on the satire in the play, the characters fail to

achieve tragic status If my interpretasion of the play, and
of Ford's intentions, is correct, the play may perhaps be con-

sidered as & link between two dramatic eras: it retains the
traditional characteristics of the Elizabethan drama, of which

in its satiric look at the cone

temporary seventeenth-century scene (albeit a very restricted,

narrowly-defined scene), it anticipates the more caustically

.

atirical drama of

‘e
-

'__J

Contrary to the accepted critical view, Love's

ce, if read as a satire of those who would pervert the ideals

fi
of the Platonic love cult, emerges as a very consistent and uni-

form play: the typical objections to the play sre no longer

valid. The inconsistent characterization becomes an essential
part of the drama The sub-plots become relevant also, though

5
i

they are admittedly not as skillfully wrought as those in !'Tisg

Pity. It seems possible that Ford's comedy has suffered from

et

ninecteenth- and twentieth-century critics largely because i

was highly tovical and, as such, does not seem even remotely



funny to some readers of todey. <The absurdity o:

act and the nuaerous melodramatic situations in the play can
now be seen gs contributing strongly to the satirical eflect
of the play, rather than being serious flaws in the play's

n

des the essential unity of

I“"

;ire prov:

tone which so many critics have found lacking in Love's Jacri-

fice. The play may perhaps be a fallure to twentieth-century

readers, but it is my distinct imprassxon that, to Ford's ceven-

been highly successful. Perhaps the comment on the

of the guarto, that the play was "Received Generally Well" is
truth as well ez the publisher's propaganda,

Ford criticism is generally in agreement in regard to
Ford's merit as a poet. There is little 3.
Fliot's praise of "the slow solemn rhythm which iz Ford's dis-

B

tinet contribution to the blank verse of the period. At the

refuse

4
(L‘
o
ﬂ
(‘I\
o
=
s
0]
s

o
-
=
o
-t

3
s
&
;,_l
o,

e
¢
(g 1
feoet

*J
o)
s
o]
o
5

i

J
:_.J
©
(%)
@

same time, ther

of erminence as a dramabtist. They only grudgingly admit that,

v e

B>

despite the moral unpleasantness of its subject-matter, Ford's

'Tig Pity is a fine play. Clearly, Ford has not received the

recognition which he deserves Ford erxhibits a desire Lo exnw-

seriment with dramatic technigue; he demonstretes tThe skill

i}

.

necessary to shape a play along the lines he has plamned; and

finslly, in The Broken Heart, he gives ample proof of his in-

)
vofe
<

dividuality end originelity, further evidence of which can be
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found in the satire of Love's Sacr

Ford had not the clear insigixt into the whole of life

\"q

vhich Shakespeare had, nor do his plays display the strength

and vitality of some of his contemporaries. Still, he demon-

N .

strates a clear understanding of the narrow piece of life of

b7}

which he writes, &nd his no little skill in the craft of

e

play-writing. It 1s comparatively easy to be a critic: Ford

~

knew this and left us his words of cautvion:

Where noble judgements and c

”
To grace endeavour, there sits truth, not ond
- .
A R

With ipﬂovﬁﬂcn: those censures may command
Belief which talk not till they understand.
(Epilogue, The Broken Heart)
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