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LEARNING GOALS

After reading this lesson, you will be able to:

« Know about the English Dramatist, "ChristopherrMae"
e Have a broad understanding of his works.
« Narrate the story of the play, "Doctor Faustus™

e Understand and discuss the themes that occrinJaustus.’

INTRODUCTION

‘The Tragical History of the Life and Death of DoctFaustus’,
commonly referred to simply as Doctor Faustus, isplay by
Christopher Marlowe, based on the Faust's storwhith a man sells
his soul to the devil for power and knowledge. Dodtaustus was first
published in 1604, eleven years after Marlowe'sttdesmnd at least
twelve years after the first performance of theypla

"No Elizabethan play outside the Shakespeare cdraanraised
more controversy than Doctor Faustus. There is goeaement
concerning the nature of the text and the dateoofposition... and the



centrality of the Faust legend in the history o€ tiWestern world
preclude any definitive agreement on the interpi@teof the play..."

ABOUT THE AUTHOR

Christopher Marlowe (baptised 26 February 1564-3@y M 593)
was an English dramatist, poet and translator ef&lizabethan era. A{
the highly acclaimed Elizabethan tragedian, nexa, William
Shakespeare, he is known for his blank verse, hisrreaching
protagonists, and his mysterious death.

U7

A warrant was issued for Marlowe's arrest on 18 M&@3. No
reason for it was given, though it was thought & donnected tg
allegations of blasphemy—a manuscript believedaweehbeen written
by Marlowe was said to contain "vile heretical cepts.” He was
brought before the Privy Council for questioning 26 May, after
which he had to report to them daily. Ten daysr|dte was stabbed tp
death by Ingram Frizer. Whether the stabbing wasneoted to his
arrest has never been resolved.

Early Life

Marlowe was born to a shoemaker in Canterbury nadauh
Marlowe and his wife Catherine. His date of bigiot known, but heg
was baptised on 26 February 1564, and likely tcehasen born a few
days before. Thus he was just two months older themontemporary
Shakespeare, who was baptised on 26 April 1564tiatf8rd-upon-
Avon.

Marlowe attended The King's School, Canterbury (wlehouse is
now named after him) and Corpus Christi Collegem@adge on a
scholarship and received his Bachelor of Arts degnel584. In 1587
the university hesitated to award him his mastidegree because of ja
rumour that he had converted to Roman Catholicischiatended to gg
to the English college at Rheims to prepare foegithood. However
his degree was awarded on schedule when the Poup&l intervened
on his behalf, commending him for his "faithful deg" and "good
service" to the Queen. The nature of Marlowe's iserwas not
specified by the Council, but its letter to the Qeirige authorities has
provoked much speculation, notably the theory tNErlowe was
operating as a secret agent working for Sir Frandalsingham's
intelligence service. No direct evidence suppdnis theory, although
the Council's letter is evidence that Marlowe haerved the
government in some capacity.
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Literary Career

‘Dido, Queen of Carthage’ was Marlowe's first plagarlowe's
first play performed on stage in London was "Tandioe" (1587)
about the conqueror Timur, who rises from shepherdarrior. It is
among the first English plays in blank verse, amdlh Thomas Kyd's
"The Spanish Tragedy", generally is consideredhbginning of the
mature phase of the Elizabethan theatre. Tamberlaias a success,
and was followed with Tamburlaine Part Il. The seuee of his plays
is unknown; all deal with controversial themes.

"The Jew of Malta", about a Maltese Jew's barbarmwenge
against the city authorities, has a prologue deddeby a character
representing Machiavelli. "Edward the Second" isEamglish history
play about the deposition of King Edward Il by Hiarons and the
Queen, who resent the undue influence the king/eulidtes have in
court and state affairs. The Massacre at Paris shaat and luridly
written work, the only surviving text which was peably a
reconstruction from memory of the original, perfamce text,
portraying the events of the Saint Bartholomew'sy Ddassacre in
1572, which English Protestants invoked as the Kelsicexample of
Catholic treachery. It features the silent "Englislgent”, whom
subsequent tradition has identified with Marlowanmbelf and his
connections to the secret service. Along with "Thagical History of
Doctor Faustus"”, "The Massacre at Paris" is comsdlehis most
dangerous play, as anarchist in London seizedsothéme to advocate
the murders of refugees from the low countries andeed, it warns
Elizabeth | of this possibility in its last scene.

"The Tragcal History of Doctor Faustus"”, based on the German
Faustbuch, was the first dramatised version of Rhast legend of a
scholar's dealing with the devil. While versions"®ohe Devil's Pact"
can be traced back to the 4th century, Marlowe atesi outstandingly
by having his hero unable to "burn his books" anéat to a merciful
God in order to have his contract abolish at thed eh the play.
Marlowe's protagonist is instead torn apart by desn@nd dragged off
screaming to hell. Dr Faustus is a textual problenscholars as it was
highly edited (and possibly censored) and rewritaéier Marlowe's
death. Two versions of the play exist: the 1604rgpjaalso known as
the A text, and the 1616 quarto or B text. Manyodats believe that
the A text is more representative of Marlowe's ioiady because it
contains irregular character names and idiosyrcrapelling: the
hallmarks of a text that used the author's hantewitanuscript, or
"foul papers", as a major source.



Marlowe's plays were gigantically successful, nailmo to the
grandiose stage presence of Edward Alleyn. He vwasually tall for

the time, and the haughty roles of Tamburlaine,skesj and Barabajs

were probably written especially for him. Marlowgdkays were the
foundation of the repertory of Alleyn's companye tAdmiral's Men,
throughout the 1590s.

Marlowe also wrote "Hero and Leander" (publishedthwia
continuation by George Chapman in 1598), the paplyac ‘The
Passionate Shepherd to His Love’, and translatain®vid's Amores
and the first book of Lucan's Pharsalia.

The two parts of Tamburlaine were published in 1590
Marlowe's other works were published posthumousty. 1599, his
translation of Ovid was banned and copies publmiyned as part o]
Archbishop Whitgift's crackdown on offensive maaéri

Spying

Marlowe is often imputed to have been a governnsgyt Park
Honan's 2005 biography even had "Spy" in its tdled the author
Charles Nicholl speculates this is so, suggestihgt tMarlowe's
recruitment took place when he was at Cambridgevi@ng college
records from the period indicate Marlowe had aesewf unusually
lengthy absences from the university - much lortgan permitted by
university regulations - that began in the acadeysar 1584-1585
Surviving college buttery (dining room) accountglicate he began
spending extra vagrantly on food and drink during periods he was
in attendance - more than he could have bestowedisnknown
scholarship income.

\"2J

As noted above, in 1587 the Privy Council orderemm®@ridge
University to award Marlowe his MA, repudiating sibebutt that he
intended to go to the English Catholic college ineRns, instead he
had been engaged in unspecified "affaires” on ‘@nsttouching the
benefit of his country”. This is from a documenteth29 June 1587
from the Public Records Office-Acts of Privy Counci

It has sometimes been theorised that Marlowe was'khorley"
who was a tutor to Arbella Stuart in 1589. This ity was first
raised in a TLS letter by E. St John Brooks in 1,987 letter to Noteg
and Queries, John Baker has added that only Marlomald be
Arbella’s tutor due to the absence of any othemkm&Morley” from
the period with an MA and not otherwise occupiddMbrlowe was
Arbella’'s tutor, and some biographers think that¢ ttMorley” in
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guestion may have been a brother of the musiciavmBs Morley it
might indicate that he was a spy, since Arbellacaiof Mary, Queen
of Scots, and cousin of James VI of Scotland, l1dsenes | of England,
was at the time a strong candidate for the proges® Elizabeth's
throne.

In 1592, Marlowe was arrested in the town of Flaghin the
Netherlands for his purported involvement in thplicating of coins,
presumably related to the activities of seditiowh®lics. He was sent
to be dealt with by the Lord Treasurer (Burghleyt Imo charge or
imprisonment resulted. This arrest may have disdipanother of
Marlowe's spying missions: perhaps by giving theulieng coinage to
the Catholic cause he was to infiltrate the follosvef the active
Catholic co-conspiration William Stanley and repoatck to Burghley.

Arrest and Death

In early May 1593, several bills were posted abdaondon
threatening Episcopal fugitives from France and Natherlands who
had settled in the city. One of these, the "Dutatirrch libel, "written in
blank verse, contained implication to several ofrlgae’'s plays and
was signed, "Tamburlaine”. On 11 May the Privy Gouardered the
arrest of those responsible for the defamation. Adra day, Marlowe's
colleague Thomas Kyd was arrested. Kyd's lodgingevgearched and
a fragment of a dissident stretch was found. Kyskeded that it had
belonged to Marlowe, with whom he had been writitig one
chamber” some two years earlier. At that time tieyl both been
working for an patrician frequenter, probably Feathdo Stanley, Lord
Strange. Marlowe's arrest was ordered on 18 Maywrwthe Privy
Council accidently knew that he might be found stgywith Thomas
Walsingham, whose father was a first cousin of l&te Sir Francis
Walsingham, Elizabeth's principal secretary in if580s and a man
more deeply involved in state infiltration than asther member of the
Privy Council. Marlowe duly appeared before thev?iCouncil on 20
May and was instructed to "give his daily attendanon their
Lordships, until he shall be licensed to the cagtraOn Wednesday,
30 May, Marlowe was killed.

Various accounts of Marlowe's death were currerdrdhe next
few years. Francis Meres says Marlowe was "skewwredkeath by a
risqué serving-man, a rival of his in his lewd 16\ punishment for
his "epicurism and atheism." In 1917, in the Dinaoy of National
Biography, Sir Sidney Lee wrote that Marlowe waléekl in a drunken
fight, and this is still often stated as fact today



The official account came to light only in 1925 wh#he scholar
Leslie Hotson discovered the coroner's report ¢ thquest on
Marlowe's death, held two days later on Fridayude] 1593. Marlowe
had spent all day in a house in Deptford, ownedhieywidow Eleanor
Bull, and together with three men: Ingram Frizeichwlas Skeres and
Robert Poley. All three had been employed by onedtber of the
Walsinghams. Skeres and Poley hed helped snaotifederate in thg
Babington plot and Frizer was a servant of ThomadsiNgham. These
witnesses deponed that Frizer and Marlowe had drgwer the bill
now famously known as the 'Reckoning’ exchangingverd
malevolent words" while Frizer was sitting at aléabetween the other
two and Marlowe was lying behind him on a couchrlelae snatched
Frizer's poniard and wounded him on the head. énetiisuing struggle|,
according to the coroner's report. Marlowe was see@above the right
eye, killing him instantly. The jury concluded tHatizer acted in self-
defence, and within a month he was condoned. Marlanvas buried in
an unmarked grave in the churchyard of St. Nicholagptford
immediately after theinquisition, on 1 June 1593.

Marlowe's death is purported by some to be an assd®n for the
following reasons:

1. The three men who were in the room with him whendied
were all connected both to the state secret semasicketo the Londorn

underworld. Frizer and Skeres also had a long tkasroan sharks and

con-men, as shown by court records. Bull's house laad "links to the
government's snoop network".

2. Their story that they were on a day's pleasuwdng to
Deptford is purported to be far-fetched. In fatieyt spent the whole
day together, deep in discussion. Also. Robert Yal&as carrying
urgent and confidential dispatches to the Queeno wias at her|
residence, Nonsuch Palace in Surrey, but instealofering them, he
spent the day with Marlowe and the other two, ambh'din fact hand
them in until well over a week later, on 8 June.

3. It seems too much of a coincidence that Marlswadeath
occurred only a few days after his arrest, evigefut apostasy.

4. The manner of Marlowe's arrest is purporteduggest causes
more entwine than a simple charge of apostasy wadderally

indicate. He was released in spite of ostensildefavidence, and even

though other asseveration about him received withifew days, ag
described below, unadulterated connected Sir W&tdeigh and the
Earl of Northumberland with the apostasy. Thus, s@ontend it to be

U7
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Oedipus the King-Sophocles probable that the investigation was meant prima#ya warning to the
politicians in the "School of Night", or that it waconnected with a
power struggle within the Privy Council itself.

5. The various incidents that hint at a relatiopskhith the Privy
Council, and by the fact that his patron was Thom&dsingham, Sir
Francis's second cousin once removed, who had d&esely involved
in intelligence work.

For these reasons and others, Charles Nicholl,isnbbok "The
Reckoning on Marlowe's death” argues there was rtwmdarlowe's
death than emerged at the inquisition. There afferdnt theories of
some degree of probability. Since there are onlyteyr documents on
which to base any conclusions, and since it is @bt that the most
pivotal information about his death was never cottadito writing at
all, it is unlikely that the full circumstances dfarlowe's death will
ever be known.

Works

The dates of composition are approximate.

Plays

e Dido, Queen of Carthage (c.1586) (possibly co-emittwith
Thomas Nashe)

e Tamburlaine, part 1 (c.1587)

e Tamburlaine, part 2 (c. 1587-1588)
e The Jew of Malta (c.1589)

e Doctor Faustus (c.1589, or, c.1593)
e Edward Il (c. 1592)

e The Massacre at Paris (c.1593)

The play, "Lust's Dominion" was ascribed to Marlowpon its
initial publication in 1657, though scholars andtice have almost
concordantly rejected the ascription.

Poetry
e Translation of Book One of Lucan's Pharsalia (detlenown)

e« Translation of Ovid's Elegies (c. 1580s7?)

e The Passionate Shepherd to His Love (pre-1593;usecH is
constantly referred to in his own plays we can eonjre an
early date of mid-1580s)
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e Hero and Leander (c. 1593, unfinished; completedseprge
Chapman, 1598)

Fictional Works About Marlowe
. Leo Host's Marlowe, stage musical based on Rostk.Hd 981

. Louise Welsh's Tamburlaine Must Die, about the lasbd
weeks of Marlowe's life. 2004 (Novel)

e Anthony Burgess' ‘A Dead Man in Deptford’ fictiomnsdd
account of Marlow's death. 1993 (Novel)

e Ged Parsons' The Christopher Marlowe Mysteriestevritoy
for BBC Radio 4 (1993) (Radio comedy series)

. Michael Butt's Unauthorized History: The Killing fadBBC
Radio 4 investigation into Marlowe's murder. Prosilicby
Sasha Yevtushenko. 2010 (Play)

. Peter Whelan's The School of Night about Marlow
playwriting career after his faked death at Deqtfd¢Play).

PLOT OF DOCTOR-FAUSTUS

Doctor Faustus, well respected German Scholar, giiissatisfied
with the limits of traditional forms of knowledgedic, medicine, law,
and religion-and decides that he wants to learprawtise magic. His

friends Valdes and Cornelius instruct him in thadk arts, and he

begins his new career as a magician by mobilizim$/lephastophilis, &
devil. Despite Mephastophilis's warnings about twrors of hell,
Faustus tells the devil to return to his mastewgitan, with an offer of
Faustus's soul in banding for twenty-four years sefrvice from
Mephastophilis. Meanwhile, Wagner, Faustus's sérvaas picked up
some magical ability and uses it to press a cloanmed Robin into his
service.

Mephastophilis returns to Faustus with word thatcitar has
accepted Faustus's offer. Faustus experiences soisgivings and

wonders if he should lament and save his soulh@ndnd, though, he

e's

)

agrees to the deal, signing it with his blood. Asrsas he does so, th
words "Homo fuge,” Latin for "O man, fly," appearabded on his
arm. Faustus again has second thoughts, but Meylss vouchsafe
rich gifts on him and gives him a book of incargatito learn. Later,
Mephastophilis answers all of his questions abbet nature of the
world, refusing to answer only when Faustus asks Wwho made thg
universe. This refusal prompts yet another stint nukgivings in

e
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Faustus, but Mephastophilis and Lucifer bring icamation of the
Seven Deadly Sins to prance about in front of Resysand he is
galvanized enough to quiet his doubts.

Armed with his new powers and attended by Mephdmlisp
Faustus begins to travel. He goes to the pope'® aolRome, makes
himself invisible, and plays a series of tricks. Herange the Pope's
convivial by stealing food and boxing the Pope'sse&ollowing this
incident, he travels through the courts of Europath his fame
spreading as he goes. Eventually, he is invitedht court of the
German emperor, Charles V, the enemy of the Pope,agks Faustus
to allow him to see Alexander the Great, the farwenth-century B.C.
Macedonian king and conqueror. Faustus entreatarupmage of
Alexander, and Charles is suitably impressed. Ashiir perpetual
separation from God and his repeated reflectionthernpain that comes
with perdition.

Chorus

Chorus is a character that stands outside the ,stomyviding
narration and commentary. The Chorus was prevaiiimgGreek
tragedy.

Old Man

Old man is an inexplicable figure who appears ia fimal scene.
The old man urges Faustus to lament and to askf@odemency. He
seems to replace the good and evil angels, whibeiriirst scene, try to
ascendancy Faustus's behaviour.

Good Angel

Good Angel is a spirit that impulses Faustus todaimfor his
entente with Lucifer and return to God. Along witle old man and the
bad angel, the good angel represents, in many whkgasistus's
compunction and divided will between good and evil.

Evil Angel

Evil Angel is a spirit that serves as the analogu#&e good angel
and provides Faustus with reasons not to repensifia against God.
The evil angel represents the evil half of Faustasmpunction.

Lucifer

Lucifer is the prince of devils, the ruler of helland
Mephastophilis's master.



Wagner

Wagner is Faustus's servant. Wagner uses his nsabmoks to
learn how to convene devils and work magic.
Clown

Clown is the character, who becomes Wagner's servEme
clown's antics provide comic relief; he is a diwvggtcharacter, and hi
preposterous behavior initially disparity with Fawss magnificance
As the play goes on, though, Faustus's behaviooresoto resemblg
that of the clown.

Robin

Robin is an ostler, or innkeeper, who, like thewaip provides a
comic disparity to Faustus. Robin and his friendeRaarn some basi
illusion, demonstrating that even the least sclyleain possess skill in
magic. Marlowe includes Robin and Rafe to illusgrafaustus's
abasement as he submits to simple trickery sutheds.

Rafe

Rafe is an ostler, and a friend of Robin. Rafe appeas Dick
(Robin's friend and a clown) in B-text editions@dctor Faustus.
Valdes and Cornelius

Valdes and Cornelius are two friends of Faustush Ibeagicians,
who teach him the art of black magic.

Horse-Courser

A horse-trader who buys a horse from Faustus, whighishes

after the horse-courser rides it into the wateadieg him to ransack

revenge.

The Scholars

The Scholars are Faustus's colleagues at the Uitiweof
Wittenberg. Loyal to Faustus, the scholars appe#rteabeginning andg
end of the play to express consternation at the Raustus's studie
have taken, to gape at his achievements, and théedr his brooded
divulgence of his entente with Lucifer.

The Pope

The pope is the head of the Roman Catholic Chunchaapowerful
political figure in Europe at Faustus's day. The@é’serves as both

7
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source of hilarity for the play's Episcopal audierand a symbol of the
religious faith that Faustus has rejected.
Emperor Charles V

Emperor Charles V is the most powerful sovereignEuwrope,
whose court Faustus visits.
Knight

Knight is a German nobleman at the emperor's cdim. knight is
dubious of Faustus's power, and Faustus makes bpiigeon from his
head to teach him a lesson. The knight is furtlesetbped and known
as Tybalt in B-text versions of Doctor Faustus; dlylbansacks revenge
on Faustus and plans to murder him.

Brun

Brun is a candidate for the papality, supportedtlivyy emperor.
Bruno is captured by the pope and freed by FaufBusno appears
only in B-text versions of Doctor Faustus.

Duke of Vanholt

Duke of Vanholt is a German nobleman whom Fausigitsv

Martino and Frederick

Martino and Frederick are friends of Benvolio wharily join his
attempt to kill Faustus. Martino and Frederick appenly in B-text
versions of Doctor Faustus.

ANALYSIS OF MAJOR CHARACTERS

Faustus

Faustus is the protagonist and tragic hero of Megls play. He is
a antithetical character, capable of prodigious nemation and
possessing stunning ambition, yet susceptible tetrange, almost
willful blindness and a willingness to waste pow#rat he has gained
at great cost. When we first meet Faustus, he s pueparing to
commence on his career as a magician, and whilalkeady precede
that things will turn out badly (the Chorus's imtugtion, if nothing
else, prepares us), there is nonetheless a magmfecto Faustus as he
scrutinizes all the gapes that his magical poweils pvoduce. He
imagines accumulating up wealth from the four cosnef the globe,
reshaping the map of Europe (both politically ard/sically), and
gaining access to every snippet of knowledge abbmiuniverse. He is



—F

an haughty, self-augmenting man, but his ambitiares so grand thal
we cannot help being impressed, and we even feelnmiserating
toward him. He represents the spirit of the rewafion, with its
rejection of the gothic, God-centered universe, @sdembrace Oof|
human possibility. Faustus, at least early on Biddcretion of magic
is the quintessence of possibility.

But Faustus also enthrals an absurdity that becqmeeseptible
during his bargaining sessions with Mephastophiisving decided
that a entente with the devil is the only way tdfilfunis ambitions,
Faustus then blinds himself happily to what suckngéente actually
means. Sometimes he tells himself that hell issoobad and that on
needs only "resilience"”; at other times, even wluteversing with
Mephastophilis, he remarks to the disbelieving derimat he does not
actually believe hell exists. Meanwhile, despits lck of concern
about the prospect of immutable perdition,-Faustuglso assail with
doubts from the beginning, setting a pattern far phay in which he
repeatedly approaches penitence only to pull backealast moment
Why he fails to lament is unclear: -sometimes @mse a matter of pride
and continuing ambition, sometimes a persuasioh Gad will not
hear his plea. Other times, it seems that Mephbagispsimply
persecutor him away from bewailing.

1)

11%

Compacting Faustus is less difficult than it migleiem, becaust
Marlowe, after setting his protagonist up as a dhanragic figure of
sweeping visions and immense ambitions, spendartidelle scenes
revealing Faustus's true, petty nature. Once Faugains his long-
desired powers, he does not know what to do wigmthMarlowe
suggests that this precariousness stems, in pam, the fact that desir¢
for knowledge leads indubitably toward God, whomud$tas has
renounced. But, more generally, absolute powerupbsr Faustus: onct
he can do everything, he no longer wants to dohangt Instead, he
traipses around Europe, playing tricks on bumplansl performing
illusion acts to impress various heads of state.uskes his incredible
gifts for what is substantially trifling entertaimmt. The fields of
possibility narrow gradually, as he visits ever moninor nobles and
performs ever more unimportant magic tricks, utité Faustus of the
first few scenes is entirely devoured up in amasaur Only in the final
scene is Faustus rescued from amateurism, as thwldaige of his
approaching annihilation restores his earlier giftpowerful diction,
and he regains his panoramic sense of vision. Nawever, the vision
that he sees is of hell looming up to emerging Warlowe uses much
of his finest poetry to describe Faustus's finaursp during which

1%
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Faustus's desire for contrition finally wins outhaugh too late. Stillj
Faustus is restored to his earlier grandeur ircloising speech, with its
hurried rush from idea to idea and its despairingyivification
repudiating last line, 'Til burn my books!" He bewmes once again a
tragic hero, a great man undone because his iritame¢ tuped up
against the law of God.

Mephastophilis

The character of Mephastophilis (spelled Mephisilggphor
Mephistopheles by other authors) is one of the firsa long tradition
of congenial solemn literary devils, which includiggures like John
Milton's Satan in Paradise Lost and Johann von @&t
Mephistophilis in the nineteenth-century poem "Edudlarlowe's
Mephastophilis is particularly interesting becahsehas mixed tropes.
On the one hand, from his first appearance he lgléatends to act as
an agent of Faustus's damnation. Indeed, he ophtits it, telling
Faustus that "when we hear one rack the name of Gétjure the
Scriptures and his savior Christ, / We fly in hdpeget his sublime
soul" (3.47-49). It is Mephastophilis who witnessesistus's pact with
Lucifer, and it is he who, throughout the play, pstein whenever
Faustus considers contribution to wheedle or tlere&im into staying
loyal to hell.

Yet there is an odd equivocation in Mephastophiie. seeks to
damn Faustus, but he himself is jinxed and spedatyf of the horrors
of hell. In a famous passage, when Faustus rentlaakshe devil seems
to be free of hell at a particular moment, Mephpbiits insists,

why this is hell, nor am | out of it.

e Think'st thou that I, who saw the face of God,
e And tasted the eternal joys of heaven,

e Am not excruciated with ten thousand hells

* In being deprived of everlasting blise?
(3.76-80)

Again, when Faustus sunnily-and farcially, givenmatthhe is
speaking to a demon-declares that he does notvbelie hell,
Mephastophilis mewls and insists that hell is, edlereal and terrible,
as Faustus comes to know soon enough. Before tiemtenis sealed,
Mephastophilis actually warns Faustus against npkive deal with
Lucifer. In an odd way, one can almost sense thatt pof



Mephastophilis does not want Faustus to make thee gaistakes that
he made. But, of course, Faustus does so anywaighwhakes him
and Mephastophilis lineage spirits. It is approjeridghat these twg
figures dominate Marlowe's play, for they are twaeidy proud spirits
doomed to hell.

IMPORTANT THEMES, MOTIFS AND SYMBOLS

Themes

Themes are the fundamental and often universatidgplored in al
literary work.

Sin, vindication, and Imprecation

In so far as Doctor Faustus is a Christian playdeals with the
themes at the heart of Christianity's understandinthe world. First,
there is the idea of sin, which Christianity defines acts clashing t
the will of God. In making a entente with Lucifdfaustus commitg
what is in a sense the ultimate sin: not only deeslisobey God, but
he consciously and even eagerly repudiates obediwnlaim, choosing
instead to swear adherence to the devil. In a @Gamisframework,
however, even the worst deed can be forgiven thrabg extenuating
power of Jesus Christ, God's son, who, accordin@hdstian belief,
died on the cross for humankind's sins. Thus, hewesrrible Faustus's
pact with Lucifer may be, the possibility of redewop is always open
to him. All that he needs to do, theoretically, ask God for
forgiveness. The play offers countless moments hckv Faustus
considers doing just that, urged on by the goodhog his shoulder or
by the old man in scene 12—both of whom can be sédber as legate
of God, quintessence of Faustus's compunctionothr. b

O
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Each time, Faustus decides to remain loyal to fatiler than seek
heaven. In the Christian framework, this turningagwfrom God
denounces him to spend an perpetuity in hell. Guiyhe end of his life
does Faustus desire to repent, and, in the firahesche cries out t(
Christ to redeem him. But it is too late for himreEpent. In creating
this moment in which Faustus is still alive but apable of being
retrained, Marlowe steps outside the Christian dx€ew in order to
maximize the dramatic power of the final scene. iAgvnhabited a
Christian world for the entire play, Faustus spelmidsfinal moments in
a slightly different universe, where indicationnis longer possible and
where certain sins cannot be forgiven.

7
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The Conflict between Medieval and Revivification
Values

Scholar R.M. Dawkins famously remarked that Do€taustus tells
"the story of a revivification man who had to pdme tgothic price for
being one.” While slightly simplistic, this quotai does get at the
heart of one of the play's central themes: thenskin between the
medieval world and the world of the emerging Resmise. The
medieval world placed God at the centre of existeand swerved
aside man and the natural world. The revivificatwas a movement
that began in Italy in the fifteenth century an@drsspread throughout
Europe, carrying with it a new accentuation on thdividual, on
classical learning, and on scientific inquiry i@ nature of the world.
In the gothic academy, theology was the queen efsttiences. In the
revivification, though, secular matters took cerstage.

Faustus, despite being a magician rather thanemtsst (a blurred
distinction in the sixteenth century), explicithgjects the medieval
model. In his opening speech in scene 1, he goesdh every field of
scholarship, beginning with logic and proceedingotiyh medicine,
law, and theology, quoting an ancient authority dach: Aristotle on
logic, Galen on medicine, the Byzantine emperotidias on law, and
the Bible on religion. In the medieval model, ttamh and authority,
not individual inquiry, were key. But in this sermd-austus considers
and rejects this medieval way of thinking. He regeel in full
revivification spirit, to accept no limits, tradis, or authorities in his
quest for knowledge, wealth, and power.

The play's attitude toward the skirmish between imed and
revivification values is dubious. Marlowe seemsfcomtational toward
the intent of Faustus, and, as Dawkins notes, k@Xkdis tragic hero
straightforwardly in the medieval world, where petigmal imprecation
is the price of human pride. Yet Marlowe himselfswao devout
traditionalist, and it is tempting to see in Fagsttas many readers
have—a hero of the new modern world, a world frée&od, religion,
and the limits that these obtrude on humanity. keusnay pay a
medieval price, this reading suggests, but hisaledant will go further
than he and suffer less, as we have in modern ti@edhe other hand,
the disappointment and amateurism that follow Ragistpact with the
devil, as he subsides from grand intent to pettyjwing tricks, might
suggest a contradictory expounding. Marlowe maysibggesting that
the new, modern spirit, though pioneering and dgleganwill lead only
to a Faustian dead end.



Power as a Corrupting Influence

Early in the play, before he agrees to the entevite Lucifer,
Faustus is full of ideas for how to use the powet the seeks. Hg¢
imagines tumbling up great wealth, but he alsoraspio rotund the
mysteries of the universe and to remake the mapurbpe. Though
they may not be entirely admirable, these plans ardbitious and

inspire awe, if not sympathy. They lend a magnife to Faustus's

schemes and make his quest for personal power abeast heroic, a
sense that is reinforced by the eloquence of hig sarmons.

Once Faustus actually gains the practically lirsglgpower that he

so desires, however, his horizons seem to narroweryhing is

possible to him, but his intent is somehow erodestead of the grand

designs that he inspects early on, he contentseffiméth performing
illusion tricks for kings and noblemen and takestimange delight in
using his magic to play practical jokes on simpdéks. It is not that

power has falsified Faustus by making him evil: dad, Faustus's

behaviour after he sells his soul hardly rises he tevel of true
wickedness. Rather, gaining absolute power corrupasistus by
making him mediocre and by transforming his illiatote ambition into
a meaningless delight in petty celebrity.

In the Christian framework of the play, one canuardhat true
greatness can be achieved only with God's blesBip@utting himself
off from the creator of the universe, Faustus iscprious/perilous tg
amateurism. He has gained the whole world, but desdot know
what to do with it.

The Divided Nature of Man

Faustus is constantly dubious about whether heldhepent and
lament to God or continue to follow his entente hwltucifer. His
internal struggle goes on throughout the play,aa$ @ him of wants to
do good and serve God, but part of him (the domtimpant, it seems
fervor after the power that Mephastophilis promisélse good ange
and the evil angel, both of whom appear at Fausgigulder in ordel
to Yearning him in different directions, symbolidgs struggle. While
these angels may be intended as an actual paurpafrisatural beings
they clearly represent Faustus's divided will, iahiompels Faustus t
commit to Mephastophilis but also to question tlmiemmitment
continually.
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Motifs

Motifs are recurring structures, contrasts, orrditg devices that
can help to develop and inform the text's majontés.

Magic and the Supernatural Elements

The supernatural elements permeates everywheréndanstory.
Angels and devils flit about, magic incantation aesst, dragons pull
barouche (albeit offstage’, and even fools like tthhe hostiers, Robin
and Rafe, can learn enough magic to muster den®&tilk.it is worth
noting that nothing terribly significant is virtumsthrough magic.
Faustus plays tricks on people, entreats up graguas,explores the
macrocosm on a dragon, but he does not fundamgnedhape the
world. The magic power that Mephastophilis vouchshim is more
like a toy than an asbounding, earth-shaking gbikurthermore, the
real drama of the play, despite all the supernatucks and pageant,
takes place within Faustus's indecisive mind and, sas he first sells
his soul to Lucifer and then considers repenting.tHis sense, the
magic is almost incidental to the real story of $as's struggle with
himself, which Marlowe intentional not as a fani@estbattle but rather
as a pragmatic portrait of a human being with d dif¥ided between
good and evil.

Practical Jokes

Once he gains his awesome powers, Faustus doaesadhem to
do great deeds. Instead, he delights in playinckdrion people: he
makes horns sprout from the knight's head and gaddhorse-courser
an enraptured horse. Such magical practical jokemsto be Faustus's
chief hilarity, and Marlowe uses them to illustrédtaustus's decline
from a great, prideful scholar into a bored, middlimagician with no
higher ambition than to have a laugh at the exp@hse collection of
ninny.

Symbols

Symbols are objects, characters, figures, or caleesl to represent
notional ideas or concepts.

Blood

Blood plays multiple symbolic roles in the play. & Faustus
signs away his soul, he signs in blood, connotizhg permanent and
supernatural nature of this entente coagulateshenptge, however,
symbolizing, perhaps, his own body's revolt agamsat he intends to



do. Meanwhile, Christ's blood, which Faustus sagsshes running
across the sky during his terrible last night, splides the sacrifice
that Jesus, according to Christian belief, madetloa cross; this

sacrifice opened the way for humankind to lamensihs and be saved.

Faustus, of course, in his proud injudiciousneags o take this patl]
to deliverance.

Faustus's Rejection of the Ancient Authorities

In scene 1, Faustus goes through a list of the mii@jols of human
knowledge-logic, medicine, law, and doctrine-andwake for each arj
ancient authority (Aristotle, Galen, Justinian, addrome's Bible,
respectively). He then flotsam all of these figunedavor of magic.
This declining symbolizes Faustus's break withgb#hic world, which
prized authority above all else, in favor of a moredern spirit of free
scrunity, in which experimentation and upheavaltags trump the
assertions of Greek philosophers and the Bible.

The Good Angel and the Evil Angel

The angels appear at Faustus's shoulder early daheirplay-the
good angel beseeching him to lament and serve @Gedevil angel
beseeching him to follow his desires for power apdve Lucifer. The
two symbolize his divided will, part of which wartts do good and par
of which is sunk in sin.

SUMMARY AND ANALYSIS

Summary: Prologue

The Chorus, a single actor, enters and introdulsesptot of the
play. It will involve neither love nor war, he telus. but instead wil
unearth the "form of Faustus' fortunes" (PrologueBhe Chorus
annals how Faustus was born to lowly parents instimall town of
Rhode, how he came to the town of Wittenberg te iwth his agnate
and how he was educated at Wittenberg, a famousm&euniversity.
After earning the title of doctor of deity, Faustuscame famous for hi
ability to discuss ecclesiastical matters. The @b@dds that Faustus
"swollen with cunning"” and has begun to practicecery, or black

magic (Prologue. 20). The prelude concludes byngtahat Faustus is

seated in his study.

Analysis : Prelude
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The Chorus's introduction to the play links Dockaustus to the
tradition of Greek tragedy, in which a chorus ttimdially comments on
the action. Although we tend to think of a chorgsaagroup of people
or singers, it can also be composed of only oneachter. Here, the
Chorus not only gives us background informationulféaustus's life
and education but also peculiarly tells us that dvilling pride will
lead to his downfall. The story that we are abousde is compared to
the Greek parable of Icarus, a boy whose fathegdakus, gave him
wings made out of feathers and beeswax. Icarusdatidieliberation his
father's warning and flew too close the sun, caysiis wings to melt
and sending him showing to his death. Inj the sarag, the Chorus
tells us, Faustus will "mount above his reach" asdfer. the
consequences (Prelude.21).

The way that the Chorus introduces Faustus, thgsppaotagonist,
is significant, since it reflects a commitment ®&vivification values.
The European revivification of the fifteenth andteenth centuries
witnessed a rebirth of interest in classical leagnand inaugurated a
new emphasis uri the individual in painting andriture. In the gothic
era that preceded the revivification, the focussoliolarship was on
God and doctrine; in the fifteenth and sixteentinteges, the focus
turned toward the study of humankind and the néatwrarld,
concluding in the birth of modern science in therkvof men like
Galileo Galilei and Isaac Newton.

The Prelude locates its drama squarely in the résation world,
where humanistic values hold oscillate. Classical gothic literature
typically focuses on the lives of the great and das+—saints or kings
or ancient heroes. But this play, the Chorus issigill focus not on
ancient battles between Rome and Carthage, oreotcturts of kings”
or the "pomp of proud unflinding deeds" (Prologue&). Instead, we
are to witness the life of an ordinary man, bormtionble parents. The
message is clear: in the new world of the revidiiicn, an ordinary
man like Faustus, a common-born scholar, is as itapbas any king
or warrior, and his story is just as worthy of letold.

Summary: Scene 1

In a long serman, Faustus reflects on the most ndin@g type of
scholarship. He first considers logic, quoting Besek philosopher
Aristotle, but notes that disputing well seems ®the only goal of
logic, and, since Faustus's debating skills areadly good, logic is not
scholarly enough for him. He considers medicineptipg the Greek
physician Galen, and decides that medicine, wish possibility of



achieving inexplicable curative, is the most frulitipursuit—yet he
notes that he has achieved great prominence astardalready and
that this renown has not brought him satisfactide. considers law
quoting the Byzantine emperor Justinian, but disesslaw as tog
petty, dealing with inconsequential matters rattiean larger ones
Divinity, the study of religion and doctrine, seetosoffer wider vistas,
but he quotes from St. Jerome's Bible that all menand finds the
Bible's contention that "[tlhe reward of sin is t&aan unacceptablg
doctrine. He then dismisses religion and fixes mmsd on magic,
which, when properly pursued, he believes will malka "a mighty
god” (1.62).

14

Wagner, Faustus's servant, enters as his mastehds speaking
Faustus asks Wagner to bring Valdes and Corndhagstus's friends
to help him learn the art of magic. While they aretheir way, a good
angel and an evil angel visit Faustus. The gooclaadmonish him to
set aside his book of magic and read the Scripturgtead; the evil
angel uplifts him to go forward in his stalking thfe black arts. Aftern
they evanesce, it is clear that Faustus is goingigdance the evil
spirit, since he rejoices at the great powers thatmagical arts will
bring him. Faustus imagines sending spirits toghd of the world to
fetch him jewels and delicacies, having them teduim secret
knowledge, and using magic to make himself kinglbGermany.

Valdes and Cornelius appear, and Faustus grees, theclaring
that he has set aside all other forms of learnmdavour of magic.
They agree to teach Faustus the principles of #nk drts and describ
the wondrous powers that will be his if he rematosnmitted during
his pursuit to learn magic. Cornelius tells himtti{§he miracles that
magic will perform/Will make thee vow to study noth else" (1.136-
137). Valdes lists a number of texts that Faushamilsl read, and thq
two friends promise to help him become better ajimtéhan even they
are. Faustus invites them to dine with him, ang #vat.

11

\174

Analysis : Scene 1

The scene now shifts to Faustus's study, and Fslsstpening
speech about the various fields of scholarshipectdl the academi
setting of the scene. In proceeding through thedowuar intellectual
disciplines and citing authorities for each, hdakowing the dictates
of medieval scholarship, which held that learningswbased on th¢
authority of the wise rather than on experimentatamd new ideas
This serman, then, marks Faustus's rejection efgbthic model, as h¢
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sets aside each of the old authorities and resdtves$rike out on his
own in his quest to become powerful through magic.

As is true throughout the play, however, Marlowesusaustus's
own words to expose Faustus's blind spots. In miitgal speech, for
example, Faustus establishes a hierarchy of diseplby showing
which are nobler than others. He does not want iméoeprotect men's
bodies through medicine, nor does he want to ptdtesir property
through law. He wants higher things, and so hegmds on to religion.
There, he quotes selectively from the New Testanmoking out only
those passages that make Christianity appear iagative light. He
reads that M[t]lhe reward of sin is death,” and tHidtt we say we that
we have no sin, / We deceive ourselves, and tleermitruth in us"
(1.40-43). The second of these lines comes fronfitbiebook of John,
but Faustus neglects to read the very next linachvistates, "If we
confess our sins, [God] is faithful and just todime us our sins, and to
cleanse us from all unrighteousness” (1 John I1IT®us, through
selective quoting, Faustus makes it seem as thoelgdion promises
only death and not forgiveness, and so he eagigtsereligion with a
fatalistic "What will be, shall be! Divinity, adi¢u(1.48). Meanwhile,
he uses religious language—as he does througheudldly-to describe
the dark world of wizards that he enters. "Thesetapleysics of
magicians /And clairvoyant books are heavenly" 9150), he declares
without a trace of irony. Having gone upward froneditine and law
to theology, he envisions magic and wizards astbening discipline,
even though by most standards it would be the leaiste.

Faustus is not a villain, though; he is a tragicohe protagonist
whose character blemishes lead to his downfall.lddhese endues him
with tragic grandeur in these early scenes. The&lbg uses to reject
religion may be flawed, but there is something isipg in the breadth
of his ambition, even if he pursues it through diadal means. In
Faustus's long speech after the two angels havspeted in his ears,
his rhetoric outlines the modern quest for contreér nature (albeit
through magic rather than through science) in ghgwiinspiring
language. He offers a long list of imposing godls;luding the
acquisition of knowledge, wealth, and political ppwthat he believes
he will achieve once he has mastered the dark\afiiidle the reader or
playgoer is not expected to approve of his que#, ihtents are
imposing, to say the least. Later, the actual usesvhich he puts
magical powers are disappointing and gaudy. For ,nbeowever,
Faustus's reams to inspire wonder.



Summary: Scene 2

to scholars come to see Faustus. Wagner makes pmikélseir
expense and then Is them that Faustus is meetitly Valdes and
Cornelius. Aware that Valdes id Cornelius are inbais for their
involvement Al the black arts, the scholars ive hwheavy hearts
fearing that Faustus may also be falling into "tHdamned t" as wel
(2.29).

Summary: Scene 3

lat night, Faustus stands in a magical circle mankgth various
signs and ards, and he chants in Latin. Four dawi¢sL ucifer, the ruler
of hell, watch him am the shadows. Faustus repeasidteaven and
God, swears fealty to hell, id demands that Mepslis rise to servy
him. The devil Mephastophilis then apears beforaiskas, who
commands him to depart and return dressed as &cancfriar, since
"[t]hat holy shape becomes a devil best" (3.2§)h&estophilis vanishes,
and Faustus reni.irks on his obedience. Mephadiseghn reappears
dressed as a monk, and asks Faustus what he désiresus lands his
obedience, but Mephastophilis says that he is Eusifservant and
obey only Lucifer. He adds that he came becausédaed Fau&lus
deny lience to God and hoped to capture his soul.

\"2)

Faustus quizzes Mephastophilis halt Lucifer and hal learns
that Lucifer id all his devils were once angels whbelled against Gog
and have been damned hell forever. Faustus poinis tbat
Mephastophilis is not in hell now but on th; Meptoghilis insists,
however, that he and his fellow demons are alwasts Bven when
they are on earth, because being impoverished eofptesence of )d
which they once enjoyed, in hell enough. Faustusmdises thig
sentiment as lack of courage on Mephastophiligsga then declare
that he will offer his to Lucifer in return for tweéy-four years of
Mephastophilis's service. IMephastophilis agreesatae this offer to
his master and departs. Left alone, Faustus renthetsif he had his
many souls as there be stars,” he would offer thkro hell in return
for the kind of power that Mephastophilis offeresnhiHe eagerly awaits
Mephastophilis's return.

=
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Summary: Scene 4

Antipodes with a clown and tries to coax him todree his servant
seven years. The clown is poor, and Wagner jokes ke would
probably sell soul to the devil for a shoulder o@itton; the clown
answers that it would have i be well-seasoned mutfter first

Oedipus the King-Sophocles

DRAMA 53



Oedipus the King-Sophocles

54 DRAMA

agreeing to be Wagner's servant, however, tie clalbbmiptly changes
his mind. Wagner threatens to cast a spell on himd, he then conjures
up two devils, who he says will carry the clown gwa hell unless he
becomes Wagner's servant. Seeing the devils, tbenclbecomes
terrified and agrees to Wagner's demands. After M¥agismisses the
devils, the clown [asks his new master if he cardéo entreat as well,
and Wagner promises to teach him how to turn hiinise any kind
of animal—Dbut he insists on being called "Mastergiver."

Analysis: Scenes 2-4

Having learned the necessary arts from Corneliud ¥aldes,
Faustus now takes the first step toward sellingshid when he entreats
up a devil. One of the central questions in the pdawhether Faustus
damns himself entirely on his own or whether thénqes of hell
somehow enmesh him. In scene 3, as Faustus makasatical marks
and carols the magical words that muster Mephadtsphe is watched
by Lucifer and four lesser devils, suggesting tielt is waiting for him
to make the first move before dashing on him. Mephzhilis
replicates this idea when he insists that he canrfeaustus of his own
vouchsafe when he heard Faustus curse God and nmesieniheaven,
hoping that Faustus's soul was available for tlken¢p But while the
demons may be active agents eagerly seeking tohcksustus's soul,
Faustus himself makes the first move. Neither Mspizhilis nor
Lucifer forces him to do anything against his will.

Indeed, if anything, Mephastophilis seems far leager to make
the contract than Faustus himself. He willinglylgeFaustus that his
master, Lucifer, is less powerful than God, havbaen thrown "by
aspiring pride and impertinent, from the face oaven" (3.67—68).
Furthermore, Mephastophilis offers a powerful pattrof hell that
seems to warn against any entente with Lucifer. WRaustus asks
him how it is that he is allowed to leave hell imer to come to earth,
Mephastophilis famously says :

e Why this is hell, nor am | out of it.

e Think'st thou that I, who saw the face of God,
e And tasted the eternal joys of heaven,

* Am not tormented with ten thousand hells

* In being deprived of everlasting bliss?

(3.76-80)



Mephastophilis exposes the horrors of his own arpee as if
offering sage guidance to Faustus. His honesty entimning the "ten
thousand hells" that anguish him shines a negégthe on the action of
committing one's soul to Lucifer. Indeed, Mephakibg even tells
Faustus to abandon his "puerile demands” (3.81).

But Faustus refuses to leave his desires. Insteadsxhibits the
blindness that serves as one of his defining claniatics throughout
the play. Faustus sees the world as he wants ti sstber than as it is
This eschewing of reality is symbolized by his stence that
Mephastophilis, who is veburably hideous, reappesara Franciscal
friar. In part, this episode is a dig at Cathokejs modulated af
Marlowe's ferociously evangelical English audienoet it also shows
to what lengths Faustus will go in order to dimimtee horrors of hell.
He sees the devil's true shape, but rather thanifieterror he tells
Mephastophilis to change his appearance, which smékeking upon
him easier. Again, when Mephastophilis has finistedling him of the
horrors of hell and urging him not to sell his sdedustus grudgingly
dismisses what Mephastophilis has said, accusimg &f lacking

"manly bravery" (3.85). There is a desperate innoeeto Faustus's

approach to the demonic: he cannot seem to adeaphell is really as
bad as it seems, which propels him forward intdkdess.

The pranks of Wagner and the clown provide a coooiatrast to
the Faustus-Mephastophilis scenes. The clown jdkatshe would sell
his soul to the devil for a well-seasoned shouldérmutton, and
Wagner uses his newly gained illusion skill to Iiign the clown into
serving him. Like Faustus, these clownish characp@hose scenes ai
so different from the rest of the play that somé&ews have suggeste
that they were written by a colleague rather tharMarlowe himself)
use magic to muster demons. But where Faustusisdgand ambitious
and tragic, they are low and common and farciectksig mutton and
the ability to turn into a mouse or a rat ratheanthworld power or
fantastic wealth. As the play progresses, thougystus's grandeu
diminishes, and he sinks down toward the level lo¢ ttlowns,
suggesting that degradation precedes damnation.

Summary: Scene 5

Faustus begins to waver in his persuasion to s£bdul. The good
angel tells him to abandon his plan and "think e¥ven, and heavenl

things," but he dismisses the good angel's woiaigng that God does

not love him (5.20). The good and evil angels mad®other
appearance, with the good one again urging Faustienk of heaven,
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but the evil angel convinces him that the wealtltée gain through his
deal with the devil is worth the cost. Faustus theadls back

Mephastophilis, who tells him that Lucifer has guteel his offer of his
soul in exchange for twenty-four years of servidaaustus asks
Mi‘ohastophilis why Lucifer wants his soul, and Nwgtophilis tells

him that Lucifer seeks to enlarge his kingdom arakenhumans suffer
even as he suffers.

Faustus decides to make the bargain, and he sislasrh in order
to write the deed in blood. However, when he tteewrrite the deed his
blood congeals, making writing impossible. Mephphilis goes to
fetch fire in order to loosen the blood, and, whike is gone, Faustus
endures another stint of indecision, as he wonddrs own blood is
attempting to warn him not to sell his soul. WherepgWastophilis
returns, Faustus signs the deed and then discawersscription on his
arm-that reads "Homo fuge,” Latin for "O man, fl{5.77). While
Faustus wonders where he should fly Mephastoppiksents a group
of devils, who cover Faustus with crowns and rielnngents. Faustus
puts aside his doubts. He hands over the deedhvgneamises his body
and soul to Lucifer in exchange for twenty-four geaf constant
service from Mephastophilis.

After he turns in the deed, Faustus asks his newasewhere hell
is located, and Mephastophilis says that it liasemact location but
exists everywhere. He continues explaining, saythgi, hell is
everywhere that the damned are cut off from Godnatly. Faustus
remarks that he thinks hell is a myth. At Faustustpuest for a wife,
Mephastophilis offers Faustus a she-devil, but &emusrefuses.
Mephastophilis then gives him a book of magic spahd tells him to
read it carefully.

Faustus once again wavers and leans toward cotitnbas he
envisage the wonders of heaven from which he hakimself off. The
good and evil angels.

Faustus could still be saved, if he lamented inespf everything.
Faustus's reply— "Bell, book and candle; candlepkbcand bell /
Forward and backward, to curse Faustus to hell"frasight with
prognosticating (7,83-84). Hell, of course, is dkagvhere Faustus is
"curse [d]" to go, but through his own injudicioess and not the
curses of monks or the pope.

The absurd behaviour of Robin and Rafe, meanwbihee again
contrasts with Faustus's relationship to the meppiselian. Robin and
Rafe entreat up Mephastophilis in order to scaf@ae@intner, and even



when he threatens to turn them into animals (ouagt does so
temporarily—the text is unclear on this mattergyhreat it as a greg
joke. Yet the contrast between Faustus on the amé land the ostler
and the clown on the other, the high and the lew\at so great as it i
originally, since Faustus too has begun using mawgitracking of
practical jokes, like boxing the pope's ear. Sumblifhness is quite 3
step down for a man who earlier speaks of usingrtagic to become
ruler of Germany. Although Faustus does step irte political
demesne when he frees Bruno and sends him bacletmaay, this
action seems to be carried out as part of the @ueadtical joke on the
pope, not as part of any real political trackingheTignoming of
Faustus's initially heroic aims continues as thaypbroceeds, with
Faustus coming to resemble a clown more and more.
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Summary: Chorus 3

The Chorus enters to inform us that Faustus hasmed home to
Germany and developed his fame by explaining wkdehrned during
the course of his journey. The German emperor, I€harf, has heard
of Faustus and invited him to his palace, wherenagt concurrence
him.

Summary: Scene 9

At the court of the emperor, two gentlemen, Martamal Frederick,
discuss the impending arrival of Bruno and Fauskigrtino remarks
that Faustus has promised to entreat up Alexaniler Great, the
famous conquistador. The two of them wake anothentlgman,
Benvolio, and tell him to come down and see the mewvals, but
Benvolio declares that he would rather watch th@oacfrom his
window, because he has a hangover.

Faustus comes before the emperor, who thanks himhdwing
freed Bruno from the clenched of the pope. Fauatksmowledges the
magnificence and then says that he stands reafiyfiloany wish that
the emperor might have. Benvolio, watching from ahoremarks to
himself that Faustus looks nothing like what he ldoexpect a
conjurer to look like.

The emperor tells Faustus that he would like to Alexander the
Great and his lover. Faustus tells him that he etmmoduce their|
actual bodies but can create spirits resemblinghth®& knight present

in the court (Benvolio in the B text) is dubiousidaasserts that it is as
untrue that Faustus can perform this feat as tteagbddess Diana hgs

transformed the knight into a hart.
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Before the eyes of the court, Faustus createsianved Alexander
embracing his lover (in the B text, Alexander'sagraval, the Persian
king Darius, also appears; Alexander defeats Daanud then, along
with his lover, salutes the emperor). Faustus atdra pair of antlers
onto the head of the knight (again, Benvolio in Bigext). The knight
petitions for mercy, and the emperor supplicatassttes to remove the
horns. Faustus complies, warning Benvolio to hawrenrespect for
scholars in the future.

With his friends Martino and Frederick and a graofpsoldiers,
Benvolio plots an attack against Faustus. His @igetry to faze him,
but he is so vehement at the damage done to higategn that he will
not listen to reason. They resolve to ambuscadetbalas he leaves
the court of the emperor and to take the treastinasthe emperor has
given Faustus. Frederick goes out with the soldierscout and returns
with word that Faustus is coming toward them arat the is alone.
When Faustus enters, Benvolio skewers him and aftitsis head. He
and his friends elation, and they plan the furtheubs that they will
visit on Faustus's cadaver. But then Faustus nrgiel his head
restored. Faustus tells them that they are footseshis life belongs to
Mephastophilis and cannot be taken by anyone dige. musters
Mephastophilis, who arrives with a group of lesdevils, and orders
the devils to carry his attackers off to hell. Theaconsidering, he
orders them instead to punish Benvolio and hiswftgeby tugging them
through barbs and flinging them off of ridges, kattthe world will see
what happens to people who attack Faustus. As the amd devils
leave, the soldiers come in, and Faustus musteasnogher precipice of
demons to drive them off.

Benvolio, Frederick, and Martino reappear. They @ertused and
bloody for they been quiets and harried by the ldeand all three of
them now have horns burgeoning from their headeyTéreet one
another unhappily, express horror at the fatehihatbefallen them, and
agree to camouflage themselves in a castle ratla@rfaace the scorn of
the world.

Analysis: Chorus 3-Scene 9

Twenty-four years pass between Faustus's entetelwcifer and
the end of the play. Yet, for us, these decadespwsy remarkably
quickly. We see only three main events from thentwdour years:
Faustus's visits to Rome, to the emperor's cond then to the Duke of
Vanholt in scene 11. While the Chorus assures at Faustus visits
many other places and learns many other thingswhadre not shown,



we are still left with the sense that Faustusts isf being expedite at A
speed that tensits belief. But Marlowe uses thisirrapg to his
advantage. By making the years pass so swiftlyptag makes us fee|
what Faustus himself must feel—namely, that hisdiort lifetime is
slipping away from him and his ultimate, hellishiefas drawing ever
closer. In the world of the play, twenty-four yeasems long when
Faustus makes the entente, but both he and we tomaalize that it
passes rapidly.

Meanwhile, the use to which Faustus puts his povwgepsosaic. In
Rome, he and Mephastophilis box the pope's ears dasidipt a
discombobulate party. At the court of Emperor CéaNV (who ruled &
vast stretch of territory in the sixteenth centungluding Germany,
Austria, and Spain), he essentially performs ibusiricks to entertain
the monarch. Before he makes the entente with eydfaustus speakis
of rearranging the geography of Europe or even nmakhimself
emperor of Germany. Now, though, his sights are cesisiderably
lower. His involvement in the political realm extEnonly to freeing
Bruno, Charles's candidate to be pope. Even thisra¢which occurs
only in the B text) seems largely a lark, withoutydarger political
goals behind it. Instead, Faustus occupies hisgaFgemustering ug
Alexander the Great, the heroic Macedonian congdmt This trick
would be extremely impressive, except that Faustlls the emperor
that "it is not in my ability to present / beforewr eyes the true hefty
bodies of those two deceased /princes” (Q.39—#lpther words, all
of Mephastophilis's power can, m Faustus's handsduge only
impressive illusions. Nothing of substance emerffjesn Faustus's
magic, in this scene or anywhere in the play, dm@dman who earliel
swagger that he will divert the River Rhine andhegse the map of
Europe now occupies himself with revenging a tdlinsult by placing
horns on the head of the foolish knight.

The B-text scene outside the emperor's court, irchviBenvolio
and his friends try to Kill Faustus, is utterly del of suspense, sincg
we know that Faustus is too powerful to be murddrgda gang of
incompetent noblemen. Still, Faustus's way of aegalvith the threat ig
telling: he plays a kind of practical joke, makitige noblemen think
that they have cut off his head, only to come beckfe and send 3§
collection of devils to hound them. With all thevper of hell behind
him, he takes pleasure in sending Mephastophilistmuhunt down a
collection of fools who pose no threat to him ansists that the devils
disgrace the men publicly, so that everyone wi# sdhat happens t(
those who threaten him. This command shows a Hiftaostus's old
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pride, which is so impressive early in the playywnthough, Faustus is
entirely concerned with his reputation as a feaesamizard and not
with any higher goals. Trudging from court to coudbing tricks for
royals, Faustus has become a kind of sixteenthdcgrielebrity, more
concerned with his public image than with the drearhgreatness that
earlier animate him.

Summary: Scene 10

Faustus, meanwhile, meets a horse-courser andhselllis horse.
Faustus gives the horse-courser a good price butswam not to ride
the horse into the water. Faustus begins to reftectthe pending
expiration of his contract with Lucifer and fallsleep. The horse-
courser reappears, sopping wet, complaining thatrwihe rode, his
horse into a stream it turned into a stack of sildde decides to get his
money back and tries to wake Faustus by bellowmngis ear. He then
pulls on Faustus's leg when Faustus will not wdlkee leg breaks off,
and Faustus wakes up, screaming bloody murder. hbnge-courser
takes the leg and runs off. Meanwhile, Faustugisiseimmediately
restored, and he laughs at the joke that he haseglaNagner then
enters and tells Faustus that the Duke of Vanha#t imutened him.
Faustus agrees to go, and they depart together.

Robin and Rafe have stopped for a drink in a alskotrhey listen
as a consigner, or wagon-driver, and the horseseoudiscuss Faustus.
The carter explains that Faustus stopped him onohe and asked him
to buy some hay to eat. The consigner agreed tdselall he could
eat for three farthings, and Faustus proceeded ato tlee entire
consignment of forage. The horse-courser tellsows story, adding
that he took Faustus's leg as revenge and thas Reedping it at his
home. Robin declares that he intends to seek augtés, but only after
he has a few more drinks.

Summary: Scene 11

At the court of the Duke of Vanholt, Faustus's Is&tl illusion up
beautiful illusions wins the duke's favor. Fausamsnments that the
duchess has not seemed to enjoy the show and esk#&ht she would
like. She tells him she would like a dish of ripajges, and Faustus has
Mephastophilis bring her some grapes. (In the B ¢éoctor Faustus,
Robin, Dick, the carter, the horse-courser, and hbstess from the
alehouse burst in at this moment. They confrontskesy and the horse-
courser begins making jokes about what he assumeBaustus's
wooden leg. Faustus then shows them his leg, whictwvhole and
healthy, and they are amazed. Each then launchesaircomplaint



about Faustus's treatment of him, but Faustus ms&gcal charms tg
make them silent, and they depart.) The duke arawhehks are much
pleased with Faustus's display, and they promiseeteard Faustus
greatly.

Analysis: Scenes 10-11

Faustus's downward spiral, from tragic greatnessetbindulgent
mediocrity, continues in these scenes. He contirigegourney from
court to court, arriving this time at Vanholt, anor German duchy, tg

<

visit the duke and duchess. Over the course oplfne we see Faustus

go from the seat of the pope to the court of theenor to the court of a
minor nobleman. The power and importance of histhaecreases
from scene to scene, just as Faustus's feats ofcngagw ever more
prosaic. Just after he seals his entente with M&pbailis, Faustus
soars through the heavens on a chariot pulled bygairs to learn the
secrets of astronomy; now, however, he is redugcquaying pointless
tricks on the horse-courser and fetching out-oeaagrapes tg
impress a bored noblewoman. Even his antagoniste lgrown
increasingly hilarious. In Rome, he faces the cusdethe pope and hi
monks, which are strong enough to give even Mepipadis pause; at
the emperor's court, Faustus is opposed by a tiolleof noblemen
who are brave, if unintelligent. At Vanholt, thoydie faces down anf
absurd collection of comical rogues, and the wofdt is that Faustus
seems to have become one of them, a clown amomgns|otaking
pleasure in using his unlimited power to perfornagbical jokes and
cast simple charms.

UJ

Selling one's soul for power and glory may be fslolor wicked,
but at least there is magnificence to the idea.d¥larlowe's Faustus
however, has lost his hold on that doomed magmieeand has
become pathetic. The meaning of his decline istaryperhaps part of
the nature of a pact with Lucifer is that one cdngain all that one
hopes to gain from it. Or perhaps Marlowe is ciziileg worldly
ambition and, by extension, the entire modern pmtojef the
revivification, which pushed God to one side andgid mastery ovel
nature and society. Along the lines of this intetption, it seems that
in Marlowe's worldview the desire for complete krnedge about theg
world and power over it can ultimately be reduceddtching grapeg
for the Duchess of Vanholt—in other words, to nothi

Earlier in the play, when Faustus queries Mephdmlispabout the

nature of the world, Faustus sees his desire fomkedge reach a dead

end at God, whose power he denies in favour offeucKknowledge of
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God is against Lucifer's kingdom, according to Magtbphilis. But if

the pursuit of knowledge leads indubitably to Gbthrlowe suggests,
then a man like Faustus, who tries to live God c#timately go

nowhere but down, into mediocrity.

There is no sign that Faustus himself is awarenefgulf between
his earlier ambitions and his current state. Hensew take joy in his
petty amusements, laughing clamorously when helgerp the horse-
courser and leaping at the chance to visit the DofRéanholt. Still, his
imminenting doom begins to weigh upon him. As he down to fall
asleep, he remarks, "What art thou, Faustus, boaa condemned to
die?" (10.24). Yet, at this moment at least, harseeonvinced that he
will lament at the last minute and be saved—a S$icpnit change from
his earlier attitude, when he either denies thesterce of hell or
assumes that damnation is inescapable. "Christalidthe thief upon
the cross," he comforts himself, referring to thr@ANtestimony story of
the thief who was condemned alongside Jesus Cheggnted for his
sins, and was promised a place in paradise (10128)s he compares
himself to this figure shows that Faustus assumapg tcan wait until
the last moment and still escape hell. In otherdsprhe wants to
renounce Mephistopheles, but not just yet. We easilyeanticipate that
his willingness to delay will prove fatal.

Summary: Chorus 4

Wagner announces that Faustus must be about tbedi@use he
has given Wagner all of his wealth. But he remaimsure, since
Faustus is not acting like a dying man—rather,sheut roistering with
scholars.

Summary: Scene 12

Faustus enters with some of the scholars. Oneeoh thsks Faustus
if he can produce Helen of Greece (also known derHef Troy), who
they have decided was "the admirablest lady /ekat lived" (12.3-4).
Faustus agrees to produce her, and gives the tyddephastophilis:
immediately, Helen herself crosses the stage, & délight of the
scholars.

The scholars leave, and an old man enters and toigersuade
Faustus to repent. Faustus becomes distraught, Mepmhastophilis
hands him a dagger. However, the old man persuaideso appeal to
God for mercy, saving, "l see an angel hoverstbghead / And with
a vial full of precious grace / Offers to pour th@me into thy soul!”
(12.44-46). Once the old man leaves, Mephastopthitsatens to shred



Faustus to pieces if he does not reconfirm his wowucifer. Faustus
complies, sealing his vow by once again stabbisgahin and archaic i
in blood. He asks Mephastophilis to punish the rolan for trying to
divert him from continuing in Lucifer's service; leastophilis says
that he cannot touch the old man's soul but thawilemenace his
body. Faustus then asks Mephastophilis to let hee Helen again
Helen enters, and Faustus makes a great speech ladroheauty and
kisses her.

Summary : Scene 13

The final night of Faustus's life has come, anddie the scholars
of the deal he has made with Lucifer. They areifiedr and ask what
they can do to save him, but he tells them thatetle nothing to be
done. Reluctantly, they leave to pray for Faustugision of hell opens
before Faustus's horrified eyes as the clock strédteven. The last hou
passes by quickly, and Faustus adjures the clarlstotv and time to|
stop, so that he might live a little longer and dnavchance to lamen
He then begs God to reduce his time in hell toausland years or {
hundred thousand years, so long as he is eventsallgd. He wishej
that he were a beast and would simply cease td ehen he dies
instead of facing perdition. He curses his paramd himself, and thq
clock strikes midnight. Devils enter and carry Hassaway as he
screams, "Ugly hell gape not! Come not, Luciferl'll burn my
books—ah, Mephastophilis!” (13.112-113).

Summary: Epilogue

The Chorus enters and warns the wise "[o]nly to dewnat
unlawful things" and not to trade their souls forbdidden knowledge
(Epilogue.6).

Analysis: Chorus 4-Epilogue

The final scenes contain some of the most notewafeeches in
the play, especially Faustus's speech to Helermanfinal serman. His
address to Helen begins with the famous line "Weas the face that
launched a thousand ships,” referring to the Trojéar, which was
fought over Helen, and goes on to list all the gthangs that Faustus
would do to win her love (12.81). He compares hiifnsethe heroes of}
Greek folklore, who went to war for her hand, arel dnds with a
lengthy praise of her beauty. In its flowery langeaand emotiona
power, the speech marks a return to the eloqudratentarks Faustus'
words in earlier scenes, before his language arfthviher become
mediocre and petty. Having dissipated his powerspioofs behavioul
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and childish entertainments, Faustus regains liquelnce and tragic
magnificence in the final scene, as his ruinatippraaches. Still, as
impressive as this speech is, Faustus maintainsadhes blind spots
that lead him down his dark road in the first plaBarlier, he seeks
paramountly through magic instead of religion. Nolke seeks it
through sex and female beauty, as he asks Helemake him

"immortal” by kissing him (12.83). Moreover, it i®t even clear that
Helen is real, since Faustus's earlier conjuringhistorical figures

evokes only illusions and not physical beings. Hléh too is just an
illusion, then Faustus is wasting his last hourbyoley with a fantasy
image, an apt symbol for his entire life.

Faustus's final speech is the most emotionally plmlvecene in the
play, as his despairing mind rushes from idea éaidOne moment he
is begging time to slow down, the next he is implgr Christ for
mercy. One moment he is crying out in fear andhigyio hide from the
wrath of God, the next he is begging to have therngétly of hell
lessened somehow. He curses his parents for ghvirtly to him but
then owns up to his responsibility and curses hiinddis mind's
various attempts to escape his doom, then, leadorably to an
understanding of his own guilt.

The passion of the final speech points to the atrguestion in
Doctor Faustus of why Faustus does not repentyhkarthe play, he
deceives himself into believing either that helinist so bad or that it
does not exist. But, by the close, with the gafdsed literally opening
before him, he still ignores the warnings of hisnoeompunction and
of the old man, a physical incarnation of the comgiion that influxes
him. Faustus's loyalty to Lucifer could be explain®y the fact that he
is afraid of having his body torn apart by Mephasibs. But he seems
almost eager, even in the next-to-last scene,g®atehis vows in blood,
and he even goes a step further when he demands#pdnastophilis
punish the old man who learning him to lament. &g suggests that
Faustus's self-misapprehension persists even antheHaving served
Lucifer for so long, he has reached a point at Whie cannot imagine
breaking free.

In his final speech, Faustus is clearly afflictedhwemorse, yet he
no longer seems to be able to repent. Christiatridecholds that one
can lament for any sin, however grave, up until thement of death
and be saved. Yet this principle does not seenmotd for Marlowe's
protagonist. Doctor Faustus is a Christian tragéuy,the logic of the
final scene is not Christian. Some critics havedrto deal with this
problem by claiming that Faustus does not actdallyent in the final



speech but that he only speaks nostalgically abioeitpossibility of
contrition. Such an argument, however, is difficidt propitiate with
lines such as:

O, I'll leap up to my God! Who pulls me down?. . .
One drop of blood would save my soul, half a dapmy Christ—
(13.69-71)

Faustus appears to be calling on Christ, seekiagptkcious drop
of blood that will save his soul. Yet some unsemcd—whether inside
or outside him— prevents him from giving himseliGod.

Ultimately, the ending of Doctor Faustus represeatsclash
between Christianity, which holds that contritiondasalvation are
always possible, and the dictates of tragedy, iiclwlsome characte
flaw cannot be corrected, even by alluring to Gddhe idea of
Christian tragedy, then, is contradictory, as Qlaisty is ultimately
elevating. People may suffer—as Christ himself dm#for those who

lament, deliverance eventually awaits. To make DoEtaustus a true

tragedy, then, Marlowe had to set down a momentoheaywhich
Faustus could no longer lament, so that in thel faicane, while still
alive, he can be damned and conscious of his pandit

The unhappy Faustus's last line returns us to khhemsh between
revivification values and gothic values that donb@sathe early scene
and then diminishes as Faustus pursues his medamsements ir
later scenes. His cry, as he alleges for salvatioat, he will burn his
books suggests, for the first time since early ssetthat his entents
with Lucifer is primarily about a thirst for limikss knowledge-a thirg
that is presented as incompatible with Christian8gholarship can bg
Christian, the play suggests, but only within lisniAs the Chorus say,
in its final speech :

 Faustus is gone! Regard his hellish fall,

e Whose fiendful fortune may exhort the wise

e Only to wonder at unlawful things:

* Whose deepness doth entice such forward wits
e To practice more than heavenly power permits.
(Epilogue. 4-8)

In the duel between Christendom and the rising nmrodspirit,

T 0~ (D

Marlowe's play seems to come down squarely on the of
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Christianity. Yet Marlowe, himself egregious, indied of secpticism
and various other sins, may have had other idead,h& made his
Faustus sympathetic, if not necessarily admirabléile his play

shows how the unhindered pursuit of knowledge aodgr can be

corrupting, it also shows the magnificence of sachuest. Faustus is
damned, but the gates that he opens remain stamddeg waiting for

others to follow.

IMPORTANT QUOTATIONS

1. The reward of sin is death? That's hard. Si ges® negamus,
fallimur, etnulla est in nobis veritas. If we sdyat we have no sin, We
deceive ourselves, and there's no truth in us. Wby belive we must
sin, and so consequently die. Ay, we must die asrlasting death.
What doctrine call you this? Che sara, sara: Whiitbe, shall be!
Divinity, adieu! These metaphysics of magiciansd arecromantic
books are heavenly. (1.40-50)

Faustus speaks these lines near the end of hisngpearmon. In
this speech, he considers various fields of stunly loy one, beginning
with logic and proceeding through medicine and l&eeking the
highest form of knowledge, he arrives at theology apens the Bible
to the New Testament, where he quotes from Romadstlae first
book of John. He reads that "[t]he reward of sideath,” and that "[i]f
we say we that we have no sin, / We deceive ougseland there's no
truth in us.” The logic of these quotations—evemrysins, and sin leads
to death—makes it seem as though Christianity camize only death,
which leads Faustus to give in to the cynical "WWwidt be, shall be!
Divinity, adieu!” However, Faustus neglects to rehd very next line
in John, which states, "If we confess our sins,d[de faithful and just
to forgive us our sins, and to cleanse us fromiradjuitous” (1 John
1:9). By ignoring this passage, Faustus ignores pbesibility of
vindication, just as he ignores it throughout tlheeypFaustus has blind
spots; he sees what he wants to see rather thansweally there. This
blindness is discernible in the very next line a$ Bpeech: having
turned his back on heaven, he pretends that "[tmes&physics of
magicians/and necromantic books are heavenly." Hds inverts the
cosmos, making black magic "heavenly” and religtbe source of
"everlasting death."”

2. Mephastophilis: Why this is hell, nor am | out of it. Think'st tin¢hat I,
who saw the face of God, And tasted the eterna gdyheaven, Am not tormented
with ten thousand hells. In being deprived of easihg bliss? O Faustus, leave
these frivolous demands, Which strike a terror tp fainting soul. FAUSTUS:
What, is great Mephastophilis so passionate Fongoeieprived of the joys of



heaven? Learn thou of Faustus manly fortitude, Acaokn those joys thou never
shalt possess. (3.76-86)

This exchange shows Faustus at his most willfulipdy as he listens tg

Mephastophilis who describes how awful hell istion even as a devil, and as he

then proceeds to dismiss Mephastophilis's wordbdili, yearning him to have
"manly perseverence." But the dialogue also shovephdstophilis in a bizarre
light. We know that he is committed to Faustus'edpien—he has appeared tp

Faustus because of his hope that Faustus will refgu@od and swear adherence|to

Lucifer. Yet here Mephastophilis seems to be urdhagistus against selling his
soul, telling him to "leave these frivolous demandgVhich strike a terror to my
fainting soul." There is a parallel between the exignce of Mephastophilis an
that of Faustus. Just as Faustus now is, Mephabtoplas once prideful ang
rebelled against God; like Faustus, he is damnedvéo for his sin. Perhap
because of this connection, Mephastophilis canmmepat Faustus's cheerful
dismissal of hell in the name of "manly fortituddde knows all too well the
terrible reality, and this knowledge drives himspite of himself, to warn Faustus
away from his t-errible course.

L
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3. Mephastophilis : Hell hath no limits, nor is circumscribed In onelfs
place; for where we are is hell, And where helthere must we ever be. All places
shall be hell that is not heaven.

Faustus: Come, | think hell's a fable.
e MEPHASTOPHILISS.: Ay, think so still, till experiee change thy mind

* FAUSTUS: Think'st thou that Faustus is so fondtiagine That after this
life there is any pain? Tush, these are triflesraede old wives’ tales.

(5.120-135)

This exchange again shows Mephastophilis warningtta about the horror
of hell. This time, though, their exchange is lesgnificant for what
Mephastophilis says about hell than for Faustiesspanse to him. Why anyonge
would make a pact with the devil is one of the masting questions surrounding
Doctor Faustus, and here we see part of Marlowgkaeation. We are constantly

a
e
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given indications that Faustus doesn't really ustded what he is doing. He is
secular revivification, so disdainful of traditidmaligion that he believes hell to b
a "parable" even when he is conversing with a d&fl course, such a belief i

difficult to maintain when one is trafficking inehsupernatural, but Faustus has a

fallback position. Faustus takes Mephastophilissedion that hell will be "[a]ll
places ... that is not heaven" to mean that helljust be a continuation of life or
earth, He fails to understand the difference betviem and Mephastophilis: unlike
Mephastophilis, who has lost heaven permanentlystea, despite his pact wit
Lucifer, is not yet confounded and still has thesbility of contrition. He cannot
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yet understand the torture against which Mephagispharns him, and imagines,
lethally, that he already knows the worst of whelt Will be.

4, Was this the face that launched a thousand ,sAipd burnt the topless
towers of llium? Sweet Helen, make me immortal vetkiss: Her lips sucks forth
my soul, see where it flies! Come Helen, come, gneemy soul again. Here will |
dwell, for heaven be in these lips, And all is drdsat is not Helena! (12.81-87)

These lines come from a speech that Faustus makies mears the end of his
life and begins to realize the terrible natureha bargain he has made. Despite his
sense of perturbation, Faustus enjoys his powertheadelight he takes in illusion
up Helen makes clear. While the speech marks ar&iithe rhetoric that he shows
early in the play, Faustus continues to display same blind spots and wishful
thinking that characterize his behavior throughtat drama. At the beginning of
the play, he dismisses religious predominance worfeof magic; now, after
dissipating his powers in petty, self-permissivehdaour, he looks for
predominance in a woman, one who may be an illusiahnot even real flesh and
blood. He seeks heavenly grace in Helen's lipschvidan, at best, offer only
earthly pleasure. "[Mjake me immortal with a kiskg' cries, even as he continues
to keep his back turned to his only hope for eswppdamnation-namely,
repentance.

SUMMARY

The play is in blank verse and prose in thirteeanss (1604) or twenty scenes
(1616). Blank verse is largely reserved for thenrsienes while prose is used in
the comic scones. Modern texts divide the play iive acts; act 5 being the
shortest. As in many Elizabethan plays, theredsaus who does not interact with
the other characters but rather provides an intrtiolu and conclusion to the play
and gives an introduction to the events that hasespired at the beginning of
some acts.

Along with history and language style, scholarsenappraisable and analyzed
the structure of Doctor Faustus and its effectshenplay as a whole. Leonard H.
Frey wrote a document entitled "In the Opening &itdse of Doctor Faustus,"
which mainly focuses on Faustus's opening andriodiscourse. He stresses the
importance of the discourse in the play, sayinige 'semon, perhaps more than any
other dramatic device, involved the audience inmaginative concern with the
happenings on stage". By having Doctor Faustus/efelhese soliloquies at the
beginning and end of the play, the focus is drawhis$ inner thoughts and feelings
about succumbing to the devil. The soliloquies haeeallel concepts. In the
introductory soliloquy, Faustus begins by conterpiathe fate of his life and
what he wants his career to be. He ends his semitbrthe solution and decision
to give his soul to the devil. Similarly in the siog sermon, Faustus begins
contemplating and finally comes to terms with thiefhe created for himself. Frey



also explains: "The whole pattern of this finalmsen is thus a grim burlesque ¢
the opening one, where decision is reached afo¢mpnior to, the survey".

REVIEW QUESTIONS

How does Faustus use the magical gifts that herdmsved? What dg
they suggest about his character or about thesafturnlimited power?

What is the role of the comic characters-Robin,eRé#fie horse-coursel
and the clown, How does Marlowe use them to illtatenFaustus'y
decline?

When does Faustus have misgivings about his enteétitd ucifer? What
makes him desire to lament? Why do you think hie tailament?

Discuss the role of Faustus's discourse-partigulad speeches about th
different kinds of knowledge.

Is Faustus misled by the devils, or is he willfudlynd to the reality of his
situation?
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