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ABSTRACT 

The plan of t h i s thesis Is to examine the dramatic 

treatment of e v i l s s deception or f a l s e appearance i n a repre

sentative selection of fourteenth^ and f lfteenth«=century 

morality playso The st r u c t u r a l core of these plays Is based 

on the Psychomachia,, or c o n f l i c t between good and e v i l i n man5 s 

soul, which forms the dominant theme of Medieval a l l e g o r y 0 In 

the morality p l a y s 9 t h i s c o n f l i c t Is most c h a r a c t e r i s t i c a l l y 

presented as a p l o t of deception In which Vice masquerading as 

Vir t u e tempts Mankind by s o p h i s t i c a l argument into believing 

that e v i l i s good 0 Theologically, t h i s t h e a t r i c a l metaphor of 

disguise Is rooted i n the Medieval concept of Satan as th® arch= 

deceiver and father of l i e s who can take many Protean shapes in 

h i s e f f o r t s to ensnare man's soul. Psychologically, the setaphor 

a l s o embodies a simple but profound description of man's e f f o r t s 

to B r a t i o n a l i z e w h i s own wrong-doings and to dress them i n a 

more palatable name and guise. In t h i s contest 0 the plays may 

als o be Interpreted as a l l e g o r i e s of self-delusion within th© 

soul of man,. 

This archetypal disguise of e v i l o f f e r s a supreme oppor» 

tunlty f o r a drama of Intrigue and deception based on the elemental 

human problem of recognizing e v i l i n I t s true nature. The central 

dramatic problem of the morality plays Is therefore twofold? to 

make the p l o t l i v e l y enough to hold the interest of the audience*, 

and at the same time to make the nature of the deception clear 

to them even while the v i c t i m on stage remains deluded. Such 

c l a r i f i c a t i o n i s v i t a l to the homiletic intent of the p l a y s e 
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for the (spectators m u s t n e t be deceived a l o n g w i t h t h e h e r o 

b u t m u s t b e c o n s t a n t l y r e m i n d e d o f the m o r a l l e s s o n ^ 

T h e d r a m a t i c m e t h o d s a r i s i n g f r o m t h i s p r o b l e m may b e 

s u m m a r i z e d i n t h r e e g e n e r a l c a t e g o r i e s t o b e e x a m i n e d i n t h e 

c o u r s e o f t h i s s t u d y 0 F i r s t 9 r e c o g n i t i o n i s i n d i r e c t l y e n f o r c e d 

b y c o n v e n t i o n a l d e v i c e s r e f l e c t i n g t h e t r a d i t i o n a l l y d e c e p t i v e 

n a t u r e o f e v i l : i t s t h e a t r i c a l mode o f d i s g u i s e a n d i t s " d . a ~ 

h e l i c a l l y " c l e v e r mode o f a r g u m e n t „ T h e s e c o n v e n t i o n s , , w h i c h 

w i l l b e d i s c u s s e d i n t h e f i r s t t w o e h a p t e r s 9 w o u l d b e f a m i l i a r 

t o t h e T u d o r a n d t h e E l i z a b e t h a n a u d i e n c e t h r o u g h t h e w i d e s p r e a d 

a p p e a r a n c e o f t h i s t h e m e i n n o n » d r a m a t i c a s w e l l a s d r a m a t i c 

l i t e r a t u r e o f t h e t i m e . S e c o n d s t h e o r i g i n a l t h e o l o g i c a l a l l e g o r y 

b e c o m e s o v e r l a i d w i t h a p p a r e n t l y s e c u l a r w a r n i n g s a g a i n s t s o c i a l 

a n d p o l i t i c a l f r a u d a n d pretense<> T h i s s u r f a c e move t o w a r d 

s e c u l a r i z a t i o n may a l s o r e i n f o r c e t h e t h e o l o g i c a l r e c o g n i t i o n 

o f e v i l b y p l a c i n g i t i n a f a m i l i a r e v e r y d a y s e t t i n g ! a n d t h e 

m o r a l i t y p l a y s s h a r e i n a g e n e r a l T u d o r p r e o c c u p a t i o n w i t h f r a u d 

a n d h y p o c r i s y w h i c h i s r o o t e d i n M e d i e v a l c o n c e p t i o n s o f t h e 

n a t u r e o f e v i l 0 T h i r d 8 t h © a u t h o r s c o n t i n u a l l y e x p l o i t t h e i r o n i c 

c o n t r a s t b e t w e e n a p p e a r a n c e a n d r e a l i t y w i t h i n t h e p l a y s 9 al<= 

l o w i n g t h e i n f o r m e d a u d i e n c e t o t r i u m p h o v e r t h e d e l u d e d v i c t i m 

w i t h o u t f o r g e t t i n g t h e m o r a l b e h i n d t h e d e c e p t i o n T h i s two= 

d i m e n s i o n a l r e l a t i o n s h i p b e t w e e n a c t o r s a n d a u d i e n c e i m p a r t s a 

d i s t i n c t i v e a t m o s p h e r e t o t h e m o r a l i t y p l a y s 9 b a s e d on t h e u s e 

o f d r a m a t i c i r o n y f o r m o r a l endSo 

It w i l l be s u g g e s t e d t h a t t h e s e d r a m a t i c m e t h o d s may 

l a r g e l y a c c o u n t f o r t h e c o n t i n u e d v i t a l i t y a n d p o p u l a r i t y of 
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the morality plays over a period of more than 150 years merging 

in t o the age of the major Elizabethan playwrights and providing 

them with important native examples of a drama based on intrigue. 

In the moralltleso these methods give r i s e to a l i v e l y and f l e x i b l e 

form of t h e a t r i c a l presentation,} exploiting a dynamic r e l a t i o n 

ship between the audience and the characters on stage 9 and pos= 

sessing both a r t i s t i c and psychological v a l i d i t y i n r e f l e c t i n g 

the o r i g i n a l allegory of e v i l disguised as good. 
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A NOTE ON T E X T S e QUOTATIONS, AND DATES 

A l l q u o t a t i o n s f r o m t h e m o r a l i t i e s a n d r e l a t e d p l a y s 

a r e t a k e n f r o m t h e e d i t i o n s l i s t e d u n d e r "Works Con s u l t e d , , * 1 

A l l q u o t a t i o n s f r o m w o r k s b y S h a k e s p e a r e a r e t a k e n f r o m t h e 

G l o b e Edition„ 
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q u o t i n g f r o m f a c s i m i l e t e ? r t s 9 I h a v e s t a n d a r d i z e d t h e s p e e c h 

p r e f i x e s , . I h a v e a l s o n o r m a l i z e d s t a n d a r d c o n t r a c t i o n s a n d 

M e d i e v a l s o r t s 9 a n d h a v e s i l e n t l y c o r r e c t e d o b v i o u s t y p o g r a p h i c a l 

e r r o r s . A p a r t f r o m t h e s e e x c e p t i o n s 9 t h e o r i g i n a l s p e l l i n g 

a n d p i m c t u a t i o n h a s b e e n f o l l o w e d „ 

D a t e s o f c o m p o s i t i o n , i n most c a s e s o n l y a p p r o x i m a t e 9 

a r e t a k e n f r o m A l f r e d Harbage°s A n n a l s o f E n g l i s h D r a m a 0 



PREFACE 

The war between good and e v i l In man's soul, which forms 

the dominant theme of Medieval allegory, i s i n the morality plays 

most c h a r a c t e r i s t i c a l l y presented as a plot of deception. Vice 

masquerading as Virtue tempts Mankind by s o p h i s t i c a l argument 

into b e l i e v i n g that e v i l i s good 0 Theologically the t h e a t r i c a l 

metaphor of disguise and deception i s rooted i n the Medieval 

concept of Satan as the arch«=»deceiver and father of l i e s who 

can take many shapes In hi s e f f o r t s to lure men from the true 

f a i t h and make them substitute an "appearance" of good for i t s 

" r e a l i t y . " St. Augustine, attacking neo-Platonic philosophy 

with i t s emphasis on magic and "metampsychosis," f o r c e f u l l y ex

presses the theological horror of fals e appearances which Is 

enacted time a f t e r time In the moralities? 

As to those who perform these f i l t h y cleansings by sacrilegious 
r i t e s , and see i n t h e i r i n i t i a t e d state . . . certain wonderfully 
lo v e l y appearances of angels or gods, t h i s i s what the apostle 
r e f e r s to when he speaks of "Satan transforming himself Into an 
angel of light® [ i l Cor.xi.141. For these are the delusive ap
pearances of that s p i r i t who longs to entangle wretched souls In 
the deceptive worship of many and fa l s e gods, and to turn them 
aside from the true worship of the true God, by whom alone they 
are cleansed and healed, and who as was said of Proteus, "turns 
himself into a l l shapes6' f j v i r g i l , Georgles, i v , klQ equally 
h u r t f u l , whether he assaults us as an enemy, or assume the 
disguise of a friend., 

Besides i t s theological connotations, the metaphor also 

embodies a simple but profound psychological description of human 

nature. Man, endowed with free w i l l , nonetheless seldom chooses 

e v i l with f u l l consciousness but seeks ways to " r a t i o n a l i z e 6 9 h i s 

wrongdoings and to dress them i n a more palatable name and guise. 
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Gregory the G r e a t p u t s the m a t t e r w i t h c o n s i d e r a b l e shrewdness? 

And t h e r e a r e some v i c e s which p r e s e n t an appearance o f r e c t i t u d e , , 
b u t which p r o c e e d from the weakness o f s i n . F o r the m a l i c e o f 
o u r enemy c l o k e s i t s e l f w i t h such a r t 9 a s f r e q u e n t l y t o make 
f a u l t s a ppear a s v i r t u e s b e f o r e t h e eyes o f t h e d e l u d e d mind. . . 
F o r c r u e l t y i s f r e q u e n t l y e x e r c i s e d w i t h p u n i s h i n g s i n s 9 and i t 
i s counted J u s t i c e ? and immoderate anger i s b e l i e v e d t o be t h e 
m e r i t o r i o u s n e s s o f r i g h t e o u s z e a l . . . . F r e q u e n t l y n e g l i g e n t 
r e m i s s n e s s I s r e g a r d e d a s g e n t l e n e s s and f o r b e a r a n c e . . » . 
L a v i s h n e s s I s sometimes b e l i e v e d t o be compassion,, . . . When 
a f a u l t then a p p e a r s l i k e a v i r t u e , , we must needs c o n s i d e r t h a t 
t h e mind abandons i t s f a u l t t he more s l o w l y 9 i n p r o p o r t i o n a s 
i t does n o t b l u s h a t what I t I s d o i n g . _ 

T h i s s t a t e m e n t 9 a s w i l l become e v i d e n t 9 foreshadows w i t h a l m o s t 

uncanny e x a c t n e s s t h e most t y p i c a l d e v i c e s o f t h e m o r a l i t y plot,, 

I n t h i s c o n t e x t 9 the p l a y s may a l s o be i n t e r p r e t e d a s a l l e g o r i e s 

o f s e i f ~ d e l u s i o n w i t h i n t h e s o u l o f man. 

These two pas sage s s r e p r e s e n t a t i v e o f many M e d i e v a l s t a t e 

ments on t h e same theme, i n d i c a t e t h e background o f i d e a s e s s e n t i a l 

t o t h i s s t u d y . T u r n i n g t o l i t e r a r y h i s t o r y , , a b r i e f d e f i n i t i o n 
3 

o f terms may g i v e f u r t h e r p e r s p e c t i v e by way o f i n t r o d u c t i o n . ' 

The m e t a p h o r i c a l war w i t h i n man's s o u l has f o r conv e n i e n c e been 

c a l l e d t h e Psychomachia„ a f t e r a f o u r t h ^ c e n t u r y a l l e g o r i c a l poem 

o f t h e same name by P r u d e n t l u s i n ^ h i c h t h e open c o n f l i c t between 

V i c e and V i r t u e r e c e i v e s t h e f u l l e p i c t r e a t m e n t complete w i t h 

b o a s t s and c h a l l e n g e s 9 a l a r u m s and e x c u r s i o n s . T h i s p o p u l a r and 

w i d e l y I m i t a t e d work i s t h e p r o t o t y p e f o r t h e major form o f Medie^ 

v a l d r a m a t i c and no n - d r a m a t i c a l l e g o r y which i n t h e m o r a l i t y p l a y s 

soon e c l i p s e s i t s s u b s i d i a r i e s ? t h e Coming o f Death, t h e Debate 

o f t h e Heavenly G r a c e s 9 and t h e Debate o f the S o u l and Body. 

The first«named form i s s e l f - e x p l a n a t o r y . I n t h e s e c o n d 9 M e r c y 9 
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P e a c e 8 J u s t i c e , a n d T r u t h d e b a t e b e f o r e God w h e t h e r Man°s 

s i n f u l soul s h a l l be s a v e d o r damned 0 I n t h e t h i r d , t h e S o u l 

r e b u k e s t h e Body f o r l e a d i n g i t a s t r a y ( S h a k e s p e a r e ' s s o n n e t , 

" P o o r s o u l 8 t h e c e n t r e o f my s i n f u l e a r t h , " m i g h t be c i t e d a s 

a n o u t s t a n d i n g R e n a i s s a n c e e x p r e s s i o n o f t h i s t h e m e ) . 

By c o m p a r i s o n , , t h e p l a y w r i g h t s 9 p r e f e r e n c e f o r t h e P s y c h o -

m a c h i a I s o b v i o u s a n d p e r h a p s I n e v i t a b l e s i n c e i n t h e A r i s t o t e l i a n 

s e n s e " c o n f l i c t 1 9 i s i n d i s p e n s a b l e t o d r a m a t i c s t r u c t u r e . O n l y 
i n E v e r y m a n ( c . 1495) a n d t h e f r a g m e n t a r y P r i d e o f L i f e ( b e f o r e 

1400) I s t h e C o m i n g o f D e a t h t h e m a j o r t o p i c , a n d e v e n h e r e I t 

i s p o s s i b l e t o a r g u e t h a t t h e P s y e h o m a c h i a c o n f l i c t I s i m p l i e d 

t h r o u g h o u t a n d D e a t h i s s i m p l y i t s f i n a l e a r t h l y o u t c o m e . O n l y 

t h e e a r l i e s t e x t a n t c o m p l e t e m o r a l i t y g The C a s t l e o f P e r s e v e r a n c e 

( c . l405=1^25)e c o n t a i n s a l l o f t h e s e t h e m e s 0 The D e b a t e o f t h e 

S o u l a n d Body a n d t h e H e a v e n l y P a r l i a m e n t d i s a p p e a r a l t o g e t h e r 

I n s u b s e q u e n t m o r a l i t i e s e x c o p t f o r a l a t e c o m i c v e r s i o n o f t h e 

l a t t e r I n R e s p u b l l c a (1553K 

Two f a c t s a b o u t The C e s t l e o f P e r s e v e r a n c e make i t o f 

m a j o r i m p o r t a n c e a s a n i n t r o d u c t i o n t o f u t u r e d r a m a t i c d e v e l o p -

mentso F i r s t 8 I n c o n t r a s t t o P r u d e n t i u s 9 poem a n d t o t h e C o n t i -

n e n t a l m o r a l i t y p l a y s . M a n k i n d h i m s e l f i s t h e c e n t r a l h e r e A s 

B e r n a r d S p i v a c k p o i n t s out„ t c p r e s e n t Man a s a c h a r a c t e r i n h i s 

own a l l e g o r y I s a m e t a p h o r i c a l i n c o n s i s t e n c y s i n c e "he i s p l a c e d 

i n t h e p o s i t i o n , a b s u r d f r o m t h e v i e w p o i n t o f a l l e g o r y , o f f r a 

t e r n i z i n g w i t h h i s p e r s o n i f i e d a t t r i b u t e s . " B u t , he g o e s on t o 

s a y , t h i s p a r a d o x i s v i t a l f o r t h e p r o g r e s s o f E n g l i s h d r a m a , a n d 

Man I s " t h e f i r s t o f t h e t h r e e g r o u p s o f ' c h a r a c t e r s 9 t o be 



replaced by a concretely Individualized person."^ Thus i t would 
seem that the English morality, though less formally correct than 
the Continental, contains within Its incorrect structure a 
greater dramatic potentiality,, 

Second,, and of even greater significance for the present 
study, is the fact that although this is the only morality play 
depicting in f u l l scale the Psychomachia as open warfare, even 
here deception wins where open assault has failed, Prudentius 
makes this theological and psychological point in a minor but 
significant episode when Avarltia disguises herself as her oppo~ 
nent Thrift and sows discord among the ranks of Virtue until 
"unmasked" and put to deatho But deception is far more interesting 
dramatically i f Mankind himself Is the victim. In two scenes 
from Perseverance« to be discussed later in more detail,, the 
powers of evil bring about the hero8 s first and second downfall 
by means of deceptive argument, false promises, and the talents 
of Vice for "acting the part" of friendshipo 

These two scenes present In embryo the typical methods of 
deception to be elaborated In nearly a l l later moralities,. Rem~ 
nants of the so-called "military Psychomachia" survive In many 
later plays, primarily as farcical episodes of open violence and 
Insult between Vice and Virtue or among the vices themselves! 
but the general shift is from open war to deception. As Splvack 
points out, such a change is partly due to the greater theatrical 
convenience of portraying intriguers rather than warring armies, 
and to the superior dramatic possibilities of intrigue; but a 

6 deeper Justification lies in the traditional view of evil Itselfo 
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G i v e n a p l o t o f d e c e p t i o n ( w h i c h b y i t s v e r y n a t u r e m u s t 

b e b a s e d o n f a l s e a p p e a r a n c e s ) 9 t h e c e n t r a l d r a m a t i c p r o b l e m o f 

t h e m o r a l i t y p l a y s i s t w o f o l d ? t o m a k e t h e p l o t l i v e l y a n d r e a 

l i s t i c e n o u g h t o h o l d t h e i n t e r e s t o f t h e a u d l e n c e 9 a n d a t t h e 

s a m e t i m e t o m a k e t h e n a t u r e o f t h e d e c e p t i o n c l e a r t o t h e m e v e n 

w h i l e t h e v i c t i m o n s t a g e r e m a i n s d e l u d e d . T h e h o m i l e t l c n a t u r e 

o f t h e p l a y s r e q u i r e s s u c h c l a r i f i c a t i o n 9 f o r t h e s p e c t a t o r s 

m u s t n o t a t a n y p o i n t b e d e c e i v e d a l o n g w i t h t h e h e r o 9 b u t m u s t 

b e c o n s t a n t l y r e m i n d e d o f t h e m o r a l l e s s o n „ T h e d r a m a t i c p r o b l e m 

t h u s m i r r o r s t h e m o r a l p r o b l e m , , w h i c h i s t o i m p e l r e c o g n i t i o n o f 

e v i l s t o r e v e a l t h e r e a l i t y b e h i n d t h e f a i r o r m i s l e a d i n g a p p e a r 

a n c e . 

I t w i l l b e t h e a i m o f t h i s t h e s i s t o e x a m i n e t h e d r a m a t i c 

m e t h o d s w h i c h a r i s e o u t o f t h i s t w o f o l d p r o b l e m a n d t o s u g g e s t 

t h a t t h e y m a y l a r g e l y a c c o u n t f o r t h e c o n t i n u e d v i t a l i t y a n d 

p o p u l a r i t y o f t h e m o r a l i t y p l a y s o v e r a p e r i o d o f m o r e t h a n 150 

y e a r s s t a r t i n g i n t h e e a r l y f i f t e e n t h c e n t u r y a n d m e r g i n g i n t o 

t h e a g e o f E l i z a b e t h a n d r a m a . T h e s t u d y w i l l b e s e l e c t i v e r a t h e r 

t h a n e x h a u s t i v e „ d i s c u s s i n g r e p r e s e n t a t i v e m o r a l i t i e s a n d " h y b r i d 0 3 
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p l a y s f r o m t h e e a r l y „ i n t e r m e d i a t e , a n d l a t e r y e a r s o f t h e g e n r e . 

O c c a s i o n a l r e f e r e n c e w i l l b e m a d e t o t h e i m a g e o f e v i l a s d e c e p t i o n 

i n t h e w o r k s o f S h a k e s p e a r e a n d o t h e r s i x t e e n t h ° c e n t u r y w r i t e r s ? 

t h e p u r p o s e h e r e I s n o t t o a t t e m p t a c o m p l e t e s u r v e y o f t h i s 

w i d e s p r e a d I d e a o u t s i d e t h e m o r a l i t y g e n r e „ b u t t o s u g g e s t t h e 

p o s i t i o n o f t h e m o r a l i t y p l a y s a g a i n s t a b r o a d s e g m e n t o f R e n a i s « » 

s a n c e t h o u g h t w h i c h d i d n o t d i e w i t h t h e d e c l i n e o f e x t e r n a l a l 

l e g o r y =» Two f u r t h e r l i m i t a t i o n s s h o u l d b e m e n t i o n e d . M o r a l i t i e s 
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s u r v i v i n g I n t o t h e p e r i o d o f t h e m a j o r E l i z a b e t h a n a n d J a c o b e a n 

d r a m a ( s u c h a s t h e p l a y s o f R o b e r t W i l s o n , , D e k k e r 8 s O l d F o r t u n a t u s 

a n d T o m k i s 0 L i n g u a ) w i l l n o t be d i s c u s s e d since„ a s M a d e l e i n e 

D o r a n p o i n t s o u t 9 by t h i s t i m e t h e h e y d a y o f t h e m o r a l i t y a s a 

s e p a r a t e f o r m h a s p a s s e d a n d i t h a s moved o u t o f t h e d r a m a t i c 
8 

m a i n stream,, S e c o n d 0 s i n c e t h e p r o b l e m o f r e c o g n i z i n g e v i l i s 

i n e x t r i c a b l y l i n k e d w i t h t h e t r a g i c p o s s i b i l i t i e s i n h e r e n t i n 

t h e m a j o r m o r a l i t i e s , , t h o s e p l a y s w h i c h seem t o p o i n t e x c l u s i v e l y 

t o w a r d f a r c i c a l comedy o r romance w i l l be o m i t t e d ( T h e M a r r i a g e 

o f W i t a n d Wisdom a n d Common C o n d i t i o n s a r e two o u t s t a n d i n g 

examples)„ 

Briefly„ t h e d r a m a t i c m e t h o d s w h i c h w i l l be e x a m i n e d i n 

t h e f o l l o w i n g c h a p t e r s may be s u m m a r i z e d i n t h r e e g e n e r a l c a t e 

g o r i e s <> F i r s t s r e c o g n i t i o n I s I n d i r e c t l y e n f o r c e d by c o n v e n t i o n a l 

d e v i c e s r e f l e c t i n g t h e t r a d i t i o n a l l y d e c e p t i v e n a t u r e o f e v i l s 

i t s t h e a t r i c a l mode o f d i s g u i s e a n d i t s " d i a b o l i c a l l y 8 c l e v e r 

mode o f a r g u m e n t . T h e s e c o n v e n t i o n s , , s i n c e t h e y f o r m t h e m a j o r 

s u b s t a n c e o f t h e d r a m a t i c a c t i o n , , w i l l be d i s c u s s e d i n t h e f i r s t 

t w o c h a p t e r s . The f a c t t h a t t h e y a r e b a s e d on p o p u l a r s t e r e o t y p e 

may i n c r e a s e t h e i r t h e a t r i c a l e f f e c t i v e n e s s . D i s c u s s i o n s o f t h e 

f u n c t i o n o f d r a m a t i c c o n v e n t i o n by s u c h c r i t i c s a s E l m e r S t o l l j , 

T h e o d o r e S p e n c e r , a n d M. C. B r a d b r o o k s u g g e s t t h a t t h e e l e m e n t o f 

f a m i l i a r i t y i s a v i t a l a s p e c t o f a u d i e n c e ^ r e s p o n s e i n E l i z a b e t h a n 

d r a m a 9 w h i l e s t u d i e s b y T. W. C r a l k a n d D a v i d M. B e v i n g t o n h a v e 
a 

p e r f o r m e d a s i m i l a r s e r v i c e f o r T u d o r d r a m a . I f v i s u a l i z e d a s 

p a r t o f a n a c t u a l s t a g e p e r f o r m a n c e , , t h e s e c o n v e n t i o n s t a k e on 

c o n s i d e r a b l e d r a m a t i c v i t a l i t y . 
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Second, the original pure allegory becomes overlaid with 
apparently secular warnings against fraud and pretense at a l l 
social and p o l i t i c a l levels. It w i l l be suggested that such 
"secularization" may be more apparent than real and may In fact 
tend to reinforce the theological recognition of e v i l by setting 
It in a familiar everyday context* If Man i s self«=deceived by 
Vice masquerading as Virtue within his own soul, he may be equally 
gulled by external evils In a period of bewildering social, p o l i 
t i c a l , and religious upheavals which, to the conservative morality 
playwrights, must have seemed li k e devices of Satan to destroy 
the well»ordered Medieval universe. 

Third, the authors' continually exploit the Ironic contrast 
between appearance and reality within the plays, allowing the 
informed audience to triumph over the deceived victim without 
forgetting the moral behind the deception. The crude comedy of 
the vices Is set against their friendly or pious beguilements. 
Vice, Virtue, or Mankind himself may address the audience directly 
in moral warning, but the situations in which they do so give 
added spice to the irony, particularly when the Vice himself acts 
as sardonic preacher. This two-dimenslohai relationship between 
actors and audience imparts a distinctive atmosphere to the 
morality plays, in which Mankind as a spectator of his own a l ~ 
legory learns to recognize e v i l at the expense of his deluded 
counterpart on the stage. 



FOOTNOTES„ Preface 

Sto Augustine f l The C i t y of God<, t r a n s 0 M, Dods (Edinburgh, 
1871), I , 397» C i t e d In T, McAlindon, " C l a s s i c a l Mythology and 
C h r i s t i a n T r a d i t i o n i n Marlowe's Doctor Faustus," PMLA, LXXXI 
(June 1966), 217, Although he does not d i s c u s s the m o r a l i t y 
p l a y s , McAllndOn '(p. 216) p o i n t s out that t h i s passage I s "by 
no means unusual" i n expressing the Medieval " t h e o l o g i c a l pre
occupation with f a l s e appearances , „ , 0" 

2Gregory the Great, Morals on the Book of Job (Oxford, 18*J4° 
5 0 ) , I I I , 5**4c=60 C i t e d i n Bernard Spivack, Shakespeare and the 
A l l e g o r y of E v i l (New York, 1958), p. I560 Spivack (pp, 1$^=6) 
a l s o s t r e s s e s t h e f a c t that such a statement i s widely represen
t a t i v e of the Medieval and Tudor way of l o o k i n g a t e v i l . 

T h i s t h e s i s , i n general approach and many s p e c i f i c p o i n t s t o 
be acknowledged as they a r i s e , i s deeply indebted to S p i v a c k 9 s 
study which t r a c e s i n d e t a i l the emergence and h i s t o r y of the 
V i c e , the development of the i n t r i g u e p l o t , and the V i c e ^ s "hybrid 0 3 

image i n El i z a b e t h a n stage v i l l a i n s , p a r t i c u l a r l y lago. What I 
have attempted t o do i s t o r e l a t e the p l a y s more s p e c i f i c a l l y to 
the theme of appearance and r e a l i t y , u s i n g S p i v a c k 0 s approach as 
a p o i n t of departure. 

A l l references to Spivack throughout t h i s t h e s i s w i l l be to 
the above work* 

3 E x t e n d e d d i s c u s s i o n s of the m a t e r i a l summarized i n the next 
four paragraphs may be found i n the f o l l o w i n g workss Spivack, pp„ 
6 3 - 9 5j E, N, S, Thompson, "The E n g l i s h Moral P l a y s , " Transactions 
Conn, Acad, A r t s and Sciences,, XIV ( 1910) , 320-59! Robert L„ 
Ramsay, ed,, Magnyfycence by John S k e l t o n , E a r l y E n g l i s h Text 
S o c i e t y (London, 1906)," I n t r o , , pp, c x l v i i - c l v l i i , 

Hardin C r a i g 6 E n g l i s h R e l i g i o u s Drama of the Middle Ages 
(Oxford, 1955)9 PPo 3 5 2 - 3 , notes the f a c t that the C o n t i n e n t a l 
p l a y s contain no c l e a r example of a c e n t r a l Mankind hero? Dutch 
m o r a l i t i e s ( i f one exeeptsthe debatable case of Everym a n ^ E l c k e r l l j c ) 
were u s u a l l y w r i t t e n f o r p r i z e s on set subjects such a s , "What 
i s the greatest s e r v i c e that God has brought f o r t h f o r the hap«= 
piness of man?" At l e a s t one French m o r a l i t y presents the Psycho
machia c o n f l i c t , but the Mankind hero i s absent, 

5pp„ .9.3-*. 

6p, 95 and passim, 
7For greater ease of reference, I s h a l l f o l l o w Spivack"s 

example In usi n g the terms " m o r a l i t y " and " h y b r i d " p l a y (the l a t 
t e r to designate a work i n ifhich the a l l e g o r i c a l p l o t i s g r a f t e d 
onto a l i t e r a l s t o r y ) , r a t h e r than attempting the often-misleading 
d i s t i n c t i o n between " m o r a l i t y , " "moral i n t e r l u d e , " " i n t e r l u d e , " 
and "moral p l a y , " As other c r i t i c s have pointed out, the l a t t e r 
terms were oft e n used interchangeably during the Tudor periods 
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see f o r instances Charles M„ Gayley, ed„, Representative Engl1ah 
Comedies (New York, 1903 El90?1p I n t r o 0 , pp 8 | E 0 K e 

Chambers, The Mediaeval Stage (Oxford,, 1903), I I , 181-30 

g 
Endeavors of Arts A study of form In Elizabethan drama 

(Madison. Wise, _95** ri9^Q) 9 PP« -10°llo 

^The following works may be cited as examples: Elmer Edgar 
S t o l l , Art and A r t i f i c e In Shakespeare (Cambridge and New York, 
1933 £195i;j)e and "Slander In Drama," Sg, IV (1953) * ̂ 33-50? 
Theodore Spencer, Death and Elizabethan Tragedy: A Study of  
Convention and Opinion In the Elizabethan Drama (Cambridge. Mass* 
1936)t M. C. Bradbrook, Themes & Conventions of Elizabethan 
Tragedy (Cambridge, 1935 _1960_)o 

Discussions by T« Wa Craik, The Tudor Interlude (Leicester, 
1958) and David M0 Bevington, Prom "Mankind" to Marlowet Growth  
pf Structure,In the Popular Drama of Tudor England (Cambridge," 
Masso, _9&2) w i l l be cited more s p e c i f i c a l l y In the following 
chapters,, 



CHAPTER I 

THE VICE AS "ACTOR09 

By the mid-sixteenth century, the Psychomachta plot of 

deception develops into a mature dramatic form centered around 

a single leading Vice as chief Intriguer, master of moral and 

psychological persuasion, and star "actor" In the l i t e r a l as well 

as the metaphorical sense. This process of development has been 

thoroughly documented by Bernard Spivack, who also outlines the 

s p e c i f i c conventions which come to be associated with the p l o t . * 

Many of these conventions c r y s t a l l i z e around an Implied t h e a t r i c a l 

metaphor of "acting a part" which Is at once p a r t i c u l a r l y approp«= 

r i a t e to the stage and powerfully r e f l e c t s the o r i g i n a l allegory 

of e v i l masquerading as good. Reduced to t h e i r e s s e n t i a l s , these 

conventions may be described as the three fundamentals of the 

actor's roles costume (physical disguise), f a l s e name, and false 

face (the metaphorical "mask"). Not a l l of these devices appear 

In each plays, but from them a r i s e a whole complex of play-acting 

associations which enrich and i n t e n s i f y the o r i g i n a l metaphor. 

The theological ideas behind t h i s metaphor would s t i l l 

r e t a i n a powerful meaning f o r the Tudor-Elizabethan audience. 

Lo G. Salingar, who p a r a l l e l s Spivack's approach by tracing the 

morality Influence i n three plays of the Jacobean period, sug

gests i t s firm hold on popular thoughts 

Symbolic di s g u i s i n g . . . was a stock convention of the Morali
t i e s ! sometimes there Is a change of dress, sometimes only of 
name. This was not merely a convention of the stage; i t embodied 
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popular b e l i e f s about the methods of the Deceiver - "the d e v i l 
hath power To assume a pleasing shape."^ 

On the other hand, i t also r e f l e c t s the psychological truth 

e a r l i e r expounded by Pope Gregory. As Spivack puts i t , the 

"dramatic image* of the Vice, p a r t i c u l a r l y i n h i s assumption of 

a euphemistic f a l s e name but implied i n a l l aspects of h i s de

ceptions* a l s o r e f l e c t s Man's I n f i n i t e capacity f o r self-deceptions 

. • . he i s at bottom a pe r s o n i f i c a t i o n of a f a u l t In human nature. 
He dissembles h i s name and qu a l i t y because I t i s an obvious t r a i t 
of f r a i l humanity to disguise under a f a i r semblance the moral 
e v i l to which l i f e Is prone . . . . This c h a r a c t e r i s t i c e f f o r t 
of human nature to mis c a l l by a palatable name the e v i l s to which 
i t i s addicted i s a constant theme of the moralities . • . 

The habit of expressing these ideas i n t h e a t r i c a l terms 

(perhaps a l l the more powerful because they are popular stereo

types and stereotypes usually depend on elemental facts of human 

nature) pervades the thought of the time both i n l i t e r a r y and non-

l i t e r a r y forms. There would hardly be space here f o r a detailed 

demonstration. But before going on to s p e c i f i c manifestations of 

the t h e a t r i c a l metaphor In the moralities, It might be i n s t r u c t i v e 

to glance at a few samples outside the genre, In order to suggest 

that the plays were not merely "constructed from the cobwebs of 

th e o r e t i c a l d i v i n i t y " often by amateur well-meaning clergymen, as 

one I n f l u e n t i a l c r i t i c has claimed, but that they shared i n a 

widespread imaginative way of looking at e v i l which would st r i k e 

an immediate response i n t h e i r audiences. 

An I l l u s t r a t i o n reproduced by T. W. Craik of "The Triumph 

of Pecunia" (by Ph. Galle, I563) unites the areas of the graphic 
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a r t s and t h e a l l e g o r i c a l p a g e a n t * P e c u n i a i s shown a s a q u e e n 

I n g o r g e o u s r o b e s s t a n d i n g I n t h e t r a d i t i o n a l c h a r i o t ? w i t h one 

hand she c a s t s h e r c l o a k o v e r a c r o u c h i n g r u f f i a n whose l a b e l 

r e a d s , L a t r o c i n i u m ( " r o b b e r y w i t h v i o l e n c e " ) . The L a t i n t e x t , 

a s t r a n s l a t e d by C r a i k , r e a d s ? 

D e a d l y P e r i l a nd a n x i o u s F e a r , y o k e d t o g e t h e r i n t h y c h a r i o t , 0 
Queen Money. B u t b e c a u s e t h o u d o s t c l o a k F o l l y , T h e f t , a n d 
b l o o d y M u r d e r , t h e r e f o r e t h e s t r o n g hope o f a l l t h e s e r e s t s I n 
t h e e . 

A s C r a i k comments, P e c u n i a 0 s g e s t u r e " i l l u s t r a t e s t h e r e l a t i o n s h i p 

b e t w e e n m e t a p h o r a n d a c t i o n s o o f t e n s e e n i n t h e i n t e r l u d e s . " ^ 

The f o l l o w i n g p a s s a g e f r o m a n o n - l i t e r a r y p r o s e w o r k makes 

e v e n more e x p l i c i t t h e t h e o l o g i c a l a s w e l l a s t h e t h e a t r i c a l images 

F o r t h e n S a t h a n b e i n g a d i s g u i s e d , p e r s o n a m o n g s t t h e F r e n c h , I n 
t h e l i k e n e s s e o f a m e r r y i e a s t e r fl»e., R a b e l a i s ^ a c t e d a C o m o e d i e , 
b u t s h o r t l y e n s u e d a w o f u l l T r a g e d T e T When o u r e o u n t r i e m e n s 
m i n d s were s i c k , a n d c o r r u p t e d w i t h t h e s e p e s t i l e n t d i s e a s e s . . . 
t h e n came f o r t h t h e b o o k s o f M a c h i a v e l l , a most p e r n i c i o u s w r i t e r , 
w h i c h b e g a n n o t I n s e c r e t and s t e a l i n g manner («s d i d t h o s e f o r 
mer v i c e s ) b u t by open meanes, and a s i t w e r e a c o n t i n u a l l a s s a u l t , 
u t t e r l y d e s t r o y e d , n o t t h i s o r t h a t v e r t u e , b u t e v e n a l l v e r t u e s 
a t o n c e 0 » . . 

I r o n i c a l l y , t h i s e x t r a c t f r o m S i m o n Patericke°s " E p i s t l e D e d i c a 

t o r y " t o h i s t r a n s l a t i o n o f I n n o c e n t G e n t i l l e t 9 s a t t a c k on 

M a c h i a v e l l l (1577) I s c i t e d b y T u c k e r B r o o k e I n t h e c o u r s e o f 

d i s c u s s i n g t h e r e v o l u t i o n a r y I n f l u e n c e o f t h e " M a c h i a v e l l i a n v i l 

l a i n " on E l i z a b e t h a n d r a m a . ^ He d o e s n o t a p p e a r t o n o t i c e t h a t 

P a t e r l c k e , b y f r a m i n g h i s a r g u m e n t I n t e r m s o f what m i g h t be 

c a l l e d a m i n i a t u r e m o r a l i t y p l a y p l o t , may a l s o d e m o n s t r a t e t h e 

i n f l u e n c e o f t h e t h e o l o g i c a l I d e a b e h i n d t h e m o r a l i t y p l a y s I n 

f r a m i n g t h e E l i z a b e t h a n o p i n i o n o f M a c h i a v e l l l . 
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In the f i e l d of non-dramatic poetry, the most obvious 
example which comes to mind i s Spenser's The Faerie Queene. 
Here too one might say tha t the Psychomachia as open c o n f l i c t , 
represented by the Red Cross Knight's b a t t l e s with such obvious 
a n t a g o n i s t s as monsters and g i a n t s , I s i n i t s l o n g - l a s t i n g e f f e c t s 
l e s s morally d e s t r u c t i v e than the e v i l wrought by Duessa d i s 
guised as the f a i r F i d e s s a, or Archlmago d i s g u i s e d as a pious 
hermito Spenser sums up the iss u e i n the f o l l o w i n g verses 

What man so wise, what e a r t h l y w i t so ware. 
As to descry the c r a f t y cunning t r a l n e , 
By which deceipt doth maske i n v i s o u r f a i r e , 
And cast her col o u r s dyed deepe i n g r a l n e 9 

To seem l i k e Truth, whose shape she w e l l can f a l n e J f j 

The same p o i n t , i n v i r t u a l l y the same words, i s made i n 
Shakespeare's The Merchant of Venice, although i n a s e t t i n g f a r 
removed from t h e o l o g i c a l a l l e g o r y , Bassanlo, debating before 
the caskets, d e l i v e r s h i s famous speech on the deceptiveness of 
appearances, a l t e r n a t i n g i n language between l i t e r a l statement, 
metaphor based on symbolism, and metaphor based on p e r s o n i f i c a t i o n s 

So may the outward shows be l e a s t themselves? 
The world i s s t i l l deceived with ornament, 
o o o o o o o o o o o o o o 
There i s no v i c e so simple but assumes 
Some mark of v i r t u e on h i s outward partss 
O O Q O O O O O O O O Q O O 

Thus ornament i s but the g u i l e d shore 
To a most dangerous sea; beauteous s c a r f 
V e i l i n g an Indian beautys i n a word, 
The seeming t r u t h which cunning times put on 
To entrap the w i s e s t , , , « 

('III.11.73-101) 

Spivack c i t e s p a r t of the above passage, p o i n t i n g out i t s meta
p h o r i c a l a s s o c i a t i o n with the V i c e ' s r o l e i n p e r s o n i f y i n g 
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o o o the habitual self-deception or blindness of mankind to 
the r e a l nature of the temptations to which i t succumbs » a 
subject which receives novjhere a more searching treatment than 
i n the plays of Shakespeare, with t h e i r continual emphasis on 
appearance and r e a l i t y v o . . Q 

o 
Ernest Strathmann points out the general relevance of t h i s idea 

to the l i t e r a t u r e of the time, although he does not s p e c i f i c a l l y 

mention the morality plays* 

In Shakespeare's plays, as in the poems of Spenser and Milton, 
falsehood has a goodly outside which i s not so rea d i l y penetrated 
by f r a i l mortalso « o » Prom the deceptions practiced by Spen
ser's Archimago and Duessa to the temptation of Eve by Milton's 
Satan, e v i l presented as a " f a i r appearing good" i s a recurrent 
theme of Elizabethan poets, dramatists, and t e l l e r s of t a l e s . 

9 
The p r o b a b i l i t y that the Elizabethan audience would recog

nize the moral and theological associations of such imagery i s 

suggested i n Madeleine Doran's general discussion of the influence 

of the morality plays i n establishing an a l l e g o r i c a l "attitude of 

mind" In playwrights and audiences a l i k e . Even when the external 

devices of allegory have disappeared (or survive only In late 

and degenerate examples), the habit of a l l e g o r i c a l interpretation 

and use of language remains. This i n turn paves the way for the 

more sophisticated use by the major Elizabethan dramatists of 

moral allegory submerged i n poetic imagery. Doran goes on to 

suggest that the moral reference of the imagery would probably 

be spotted at once by the Elizabethan audience already a l e r t to 
10 

a l l e g o r i c a l implications. 

"The seeming truth which cunning times put on"? Satan as 

a "disguised person"? Money cloaking Murders the obvious concrete 

c o r r e l a t i v e f o r these metaphorical expressions i s costume, or 



e 
15 

p h y s i c a l d i s g u i s e . T h i s d e v i c e I s n o t u s e d i n a l l t h e m o r a l i t y 

p l a y s 9 b u t a p p e a r s o f t e n enough t o r a n k a s a c o n v e n t i o n , L u c i f e r 

i n Wisdom Who I s C h r i s t ( c . 1450-1500), t h e e a r l i e s t m o r a l i t y 

t o make u s e o f p h y s i c a l d i s g u i s e , b e s t e n a c t s a n d e x p l a i n s t h e 

r e a s o n why " t h e d e v i l h a t h p o w e r / To assume a p l e a s i n g s h a p e , " 

F i r s t e n t e r i n g t o t h e a u d i e n c e w e a r i n g a d e v i l ' s d r e s s o v e r t h e 

c o s t u m e o f a " g a l l a n t , " he e x p l a i n s i n s t a r k t e r m s t h e t h e o l o g i 

c a l p u r p o s e b e h i n d h i s s u b s e q u e n t d i s g u l s l n g 9 n a m e l y t h e d a m n a t i o n 

'of" man's s o u l ? a s t a t e m e n t o f t e n n o t made e x p l i c i t l y i n t h e 

l a t e r p l a y s , a l t h o u g h t h e i m p l i c a t i o n i s s e l d o m a b s e n t s 

0 , , t o t e m p t e man i n my l y k n e s , 
y t w o l d e b r y n g e h i m t o g r e t t f e e r f u l l n e s s , 
1 w y l l c h a n g e me I n - t o b r y g h t n e s , 
& s o hyra t o b e - g y QLe], 

Sen I x a l l schew hym p e r f y g h t n e s , 
And w e r t u p r o v y t y t w y k k y d n e s ; 
T h u s w n d y r c o l o r s a l l t h y n g e p e r v e r s e ; 

I x a l l n e u e r r e s t t y l l t h e s o u l e I d e f y l e , 

(373=80) 
( E v e n h e r e one may n o t e t h e a s s o c i a t i o n o f " b r y g h t n e s " a n d 

" c o l o r s " w i t h d i s g u i s e d e v i l f i a theme r e i t e r a t e d a n d e x p a n d e d i n 

l a t e r p l a y s , ) L u c i f e r t h e n r e m o v e s t h e d e v i l ' s a r r a y he h a s 

worn t o l e c t u r e t h e a u d i e n c e a n d r e a p p e a r s a s a " g o o d l y g a l l a n t " 

t o h i s v i c t i m s . 

G a r m e n t s o f d i s g u i s e a r e n o t u s e d I n a n y s u b s e q u e n t f i f 

t e e n t h " o r e a r l y s i x t e e n t h - c e n t u r y m o r a l i t i e s u n t i l S k e l t o n ' s 

M a g n i f i c e n c e ( c , 1515)9 a l t h o u g h t h e same a l l e g o r i c a l m e a n i n g l i e s 

b e h i n d t h e c r u d e s t r a t a g e m s o f t h e d e v i l T i t l v i l l u s i n Mankind„ 
who makes h i m s e l f I n v i s i b l e a n d t e m p t s t h e h e r o w i t h f a l s e 

n 

d r e a m s . I n S k e l t o n 0 s p l a y , h o w e v e r , t h e u s e o f d i s g u i s e g i v e s 

r i s e t o a b r i e f p a s s a g e o f s a t i r i c a l comedy w h i c h I s a l o n g way 
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from I t s stark a l l e g o r i c a l setting i n Wisdom. When the courtier-

v i c e Cloaked Collusion f i r s t enters, h i s fellow-conspirators 

Fancy, Counterfeit Countenance, and Crafty Conveyance mock at 

him and pretend not to recognize him because he i s dressed i n 

p r i e s t 6 s robess 

" S i r John* i s of course the contemptuous term for the I l l i t e r a t e , 

r o i s t e r i n g v i l l a g e p r i e s t mocked by Catholics and Protestants 

a l i k e i n a wide range of Tudor plays. But although t h i s p a r t i c u 

l a r scene seems purely comic, the more s i n i s t e r aspects of 

Cloaked Collusion's guise of piety soon become apparent, i n an 

extended play-acting scene to be discussed l a t e r . 

John Bale also uses c l e r i c a l disguise f o r a s a t i r i c a l 

purpose which i n t h i s case Is the polemical support of the Refor

mat ion. In one scene from King John (1538-1562) the device be

comes, as Cralk describes i t , "highly dramatic, as well as a 
12 

sharp instrument of s a t i r e . " The leading Vice Sedition, who 

has been Insolently explaining h i s true purpose to the "Protes

tant martyr" King John whom he does not bother to deceiveB 1^ 

hurries away at the approach of h i s intended dupe, N o b i l i t y , 

despite the King's repeated e f f o r t s to detain hims 

Cr. Convc 
CI. C o l l . 

Fancy 

What i s t h i s he wereth a cope 
Cappe syr I say you be to bolde. 
Se howe he i s wrapped fo r the colde 
Is i t not a vestment 
A ye wante a rope 
Tushe i t i s syr lohn double^cloke 

C l . C o l l . 
C f t . Count. 

[ s i g . BS) 

yea but f y r s t of a l l , I mvst chaunge myn apparell 
vnto a bysshoppe, to maynetayene with my q u a r e l l 
to a monke or pryst, or to sum holy f r y e r 
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I shuld neuer e l l e s , accomplych my dysyre 
o o o o o o o o o o o o e o o 
I wold not be sene, as I am, for fortye pence 
whan I am Relygyovse, I wyll returne agayne 

(297-303) 
Bale's use of morality devices f o r polemical purposes sometimes 

seems a shade forced. In the t o t a l context of t h i s scene one 

rather suspects that the King, who has been previously ordering 

the knave out of his sight, now Is made to r e s t r a i n him primarily 

so that the playwright can f i t In an extra stab at his enemies. 

But there i s no doubt that Sedition's impudent escape, when 
14 

acted, would be amusing and "good theatre." 

In another "estates morality" of the Reformation, S i r 

David Lindsay's Satire of the Three Estates (1540-1554), the v i c e s 

F l a t t e r i e , Falset and Dl s s a l t assume c l e r i c a l disguises for the 

same s a t i r i c a l purpose. Lindsay, perhaps even more than the aver

age Tudor dramatist, exploits every chance to draw the audience 

Into the play? and the change of garments. In which the v i c e s ap

parently receive t h e i r disguises from a confederate i n the audi

ence, Involves a l i v e l y Interplay between actors and spectators. 

"Hes na man ClarkIs cleathing to len vss" begs F l a t t e r i e ( l i n e 722), 

and l a t e r asks f o r the loan of a "portouns" (portable breviary) 

as stage property for his own disguise as a f r i a r . Falset appeals 

to "sum gude fallow" for the loan of a hood ( l i n e 728). D l s s a l t 

struts and admires himself In h i s clerk's garb, almost as It were 

automatically using the term "buskit" (or "dressed for a part")s 
Now am I buskit and quha can spy, 
The D e u l l l s t l k me g i f t h i s be It 
If t h i s be I or not, I can not w e i l l say. 
Or hes the Feind or Far i e - f o l k borne me away? 

(729-32) 
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As i n the scene a l r e a d y d i s c u s s e d i n Magnificence, the i n i t i a l 

e f f e c t seems p u r e l y comic. But i t s more s i n i s t e r i m p l i c a t i o n s 

soon emerge a t the approach o f Res Human!tas, t h e i r intended dupe, 

whose words i n two c l o s e l y f o l l o w i n g speeches demonstrate v i v i d l y 

the i r o n i c I n t e r p l a y between deluded v i c t i m and conscious audience: 

Ye a r welcum gude f r e i n d i s be the Rude,, 
A p p e i r a n d l l e ye seime sum men of gude: 

(841-2) 

Ye a r r i c h t welcum be the Rude, 
Ye seime t o be t h r l e men of gude, 

(926-7) 

L i n d s a y c a r e f u l l y s t r e s s e s Man's c a p a c i t y t o be g u l l e d by outward 

"seeming": a matter of p a r t i c u l a r importance when the g u l l i s 

a l s o a k i n g . 

A t h i r d " e s t a t e s m o r a l i t y " of the Reformation, R e s p u b l l c a 

( 1553 )» i s unusual i n b e i n g the only extant p l a y which p r e s e n t s 

the C a t h o l i c s i d e of the argument. I t s o v e r a l l tone of sharp but 

r e f i n e d and r e l a t i v e l y g e n i a l comedy s e t s i t a p a r t both from the 

savagery of B a l e ' s s a t i r e and the more earthy humor of the m o r a l i t y 

p l a y s i n g e n e r a l , * ^ But i t s use of the d i s g u i s e convention f i t s 

i n w ith a g e n e r a l trend of I n c r e a s i n g t h e a t r i c a l e l a b o r a t i o n . 

A v a r i c e , the c h i e f V i c e who c o n t i n u a l l y s c o l d s , I n s t r u c t s , 

and "stage-manages" h i s b l u n d e r i n g c o l l e a g u e s , t e l l s them t h a t 

they must have " o t h e r garmentes" (which u n f o r t u n a t e l y are never 

d e s c r i b e d ) and more than once f r a n t i c a l l y reminds them of t h e i r 

d i s g u i s e s : 

A l l f o l k e w y l l take youe i f theye piepe vnder your gowne 
f o r the v e r i e s t c a t l f i n Countrey o r towne, 

(431-2) 
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hem, s i r s , hem there, kepe your gownes close afore I sale 
have ye forgotten nowe what I tolde youe one daye? 

(578-9) 
Avarice himself does not change hi s apparel, but announces that 

he w i l l turn h i s gown inside out and inst r u c t s Adulation, under 

h i s a l i a s of Honesty, to help hinu A scene of comic horseplay 

follows i n which, as Leonard Magnus suggests. Adulation apparently 

t r i e s to pick h i s pocket and, when indignantly told o f f , impu

dently "acts up to h i s new part" by re t o r t i n g , "I counterfaicte 

honestie" ( l i n e 424). 

This scene i s one of many i n which Avarice demonstrates 

h i s nature by a constant and passionate concern for h i s purses of 

gold, which he drags about the stage, chides and croons over 

("Come on swete bags of golde . . . ./ I on youe soo tendre; and 

ye soo frowarde s t y l l ? " - 751-2), and anxiously defends from r e a l 

and imagined thieves, including h i s own colleagues. These hints 

of a forerunner of Shylock might be supported by Craik's sugges

t i o n that Avarice wears the t r a d i t i o n a l usurer's furred gown with 

moneybags attached front and back while he car r i e s others i n h i s 

arms. He turns h i s gown, as he himself explains, to hide the 

purses 

The Vice I n f i d e l i t y i n Lewis Wager's The L i f e and Repen 

tance of Mary Magdalene (c. 1558) demonstrates h i s own nature by 

having a "conuenlent" disguise (and a name) f o r every purpose 

"Accordyng to my worke and operation" ( l i n e 921). In t h i s hybrid 

play which s k i l l f u l l y blends l i t e r a l S c r i p t u r a l story with a 

double Psychomachia p l o t against Mary and against the Jews, In

f i d e l i t y disguises himself f o r the l a t t e r i n the robes of a 
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Pharisee, and f o r the former i n "a gown and a cap" ( l i n e kOk) 

which i s not otherwise described but which, as Craik points out, 

would suggest "the secular costume of a man of wealth and di g -

n i t y 0 " 1 8 

Clothing the Vice in garments of middle-class respecta

b i l i t y i s also a l i v e l y dramatic episode i n W. Wager's Enough Is  

as Good as a Feast (c. 1 5 6 0 ) . On hearing that the Worldly Man 

has forsaken him, the Vice Covetous exclaims i n alarms 

Body of me P r e c i p i t a t i o n , fetch me my gowns 
My Cap, and my Chain, I wll to the Town, 

( s i g . B 3 V ) 

Craik's suggestion that these properties are meant to convey the 

idea of a "wealthy burgess" 1^ i s borne out i n the elaborate se

quence which follows. P r e c i p i t a t i o n , true to the t r a d i t i o n which 

has by now developed of the blundering associate-vice, mistakenly 

brings him a cloak « which as we have seen would have a thoroughly 

s i n i s t e r association - and i s cursed f o r h i s s t u p i d i t y . Later, 

a f t e r the t r a d i t i o n a l quarrel between the vices i n which Covetous 

forces the others to acknowledge him as leader, he drives home 

h i s v i c t o r y by making them help him on with h i s costume: "And 

then I w l l see what curtsie you can make" ( s i g , C), Like D i s s a l t , 

and l i k e I n f i d e l i t y In Lewis Wager's play, he struts and admires 

himself i n h i s costume, with a suggestion of the star "actor" 

rehearsing h i s part, and evokes Inconsideration 9s admiring ex

clamation: 

It t s trim indeed, by the masse in that Gowns 
me thinks you be worthy to be Mayor of a town, 

( s i g . C) 
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Disguise In l a t e r p l a y s , where f o r the most part l i t e r a l 
t r a n s l a t e d or adopted s t o r i e s are l e s s s k i l l f u l l y g r a f t e d onto 
the Psychomachia p l o t , seems l e s s e f f e c t i v e l y used, although the 
idea continues of c l o a k i n g wickedness i n the dress of middle-
c l a s s r e s p e c t a b i l i t y . Tyranny i n The C o n f l i c t of Conscience 
( c . 1572) changes h i s costume to an u n s p e c i f i e d "graue A p p a r e l l " 
( l i n e 733)n but the device leads t o no dramatic a c t i o n . The 
Vic e 111 Report i n V i r t u o u s and Godly Susanna ( c . 1569) a f t e r 
the execution of the judges s t e a l s one of t h e i r s c a r l e t robes 
i n an attempt to escape detection.. Haphazard i n Applus and 
V i r g i n i a ( c . 1564) does not need to d i s g u i s e h i m s e l f since h i s 
v i c t i m i s already i n c l i n e d t o e v i l , but h i s i n t r o d u c t o r y monologue 
i s i n t e r e s t i n g i n i t s references t o s o c i a l l y acceptable garments 
and the suggestion that he can pla y many p a r t s as occasion demands? 

Who dippes with the D i v e l , he had neede haue a long spoone, 
0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 
Yet a proper Gentileman I am of trut h e 
Yea that may yee see by my long side gowne 
Yea but what am I , a s c h o l e r , or a scholemaister, or e l s 

some youth, 
A Lawier, a stud i e n t or e l s a c o u n t r i e cloune 
0 0 0 © © o o o o o o o o o o o 
By the Gods, I know not how best to deuise, 
My name o r my property, w e l l to disguises 

( s i g . f A 4 v3- B) 
D i s c u s s i n g the dominance of stage d i s g u i s e i n El i z a b e t h a n 

drama, one c r i t i c has dismissed i t s p r i o r use i n the m o r a l i t y 
plays as a " s p i r i t l e s s mumming" of no importance compared with 

20 

the z e s t f u i example of the L a t i n f a b l e . No one would deny the 
v i t a l i n f l u e n c e of L a t i n and I t a l i a n drama on El i z a b e t h a n comedy; 
and t h i s c r i t i c 0 s comment might be J u s t i f i e d i n r e l a t i o n t o the 
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t h r e e p l a y s l a s t mentioned. But t h e l i v e l y d r a m a t i c use o f 

" s y m b o l i c d i s g u i s i n g " i n t h e major works p r e v i o u s l y d i s c u s s e d 

would seem t o oppose so sweeping a condemnation. W i t h i n t h e s e 

p l a y s , t h e d i s g u i s i n g o f e v i l may be a t once comic i n i t s stage 

mechanics and t r a g i c i n i t s deeper i m p l i c a t i o n s ; i t t h u s p o i n t s 

two ways toward f u t u r e d r a m a t i c developments. V i c t o r P r e e burg 

d i s c u s s e s t h e m o r a l i t y background o f the comic E l i z a b e t h a n "rogue 

i n m u l t i - d i s g u i s e , " w h i l e M. C. Bradbrook (who d e f i n e s d i s g u i s e 

i n i t s l a r g e r sense o f "assumed p e r s o n a l i t y " ) p o i n t s out t h a t 

i t i s the a r c h e t y p a l " d i s g u i s e o f the s e r p e n t " i n t h e m o r a l i t i e s 

which l e n d s such s t r e n g t h t o S h a k e s p e a r e 0 s concept o f the f a l s e 

appearance o r s e e m i n g . " ^ 

The t r a g i c consequence o f t h e s e r p e n t ' s d i s g u i s e i s ex

p l i c i t l y r e - e n a c t e d i n Enough I s a s Good a s a Feast where, f o r 

the f i r s t t i me i n the m o r a l i t i e s , Satan a c c o m p l i s h e s h i s d e s i r e 

a s announced i n Wisdom Who I s C h r i s t and c a r r i e s . o f f t o H e l l 

the d e l u d e d and unr e p e n t a n t mankind h e r o w i t h no chance f o r h i s 

redemption a f t e r d e a t h . D o c t o r F a u s t u s , who l i k e t h e W o r l d l y 

Man d e s t r o y s h i s own s o u l I n exchange f o r the f u l f i l l m e n t o f h i s 

w o r l d l y a m b i t i o n , e n a c t s a f i n a l comment on t h e r e a s o n f o r the 

D e v i l ' s d i s g u i s e a s e x p l a i n e d l-n Wisdom. He r e c o i l s from Mephis-

t o p h i l i s i n an " u g l y " l i k e n e s s and charges him t o ". . . r e t u r n 

an o l d F r a n c i s c a n f r i a r ; / That h o l y shape becomes a d e v i l b e s t " 

( I . i i . 2 5 - 6 ) . L e s s o b v i o u s , but e q u a l l y s i g n i f i c a n t a l l e g o r i c a l l y , 

i s h i s h o r r i f i e d r e v u l s i o n a t the h i d e o u s "woman d e v i l " whom 

M e p h i s t o p h i l l s o b l i g i n g l y f e t c h e s , i n i r o n i c c o n t r a s t t o h i s 

embracing o f H e l e n , a f a i r e r s p i r i t o f H e l l whose l i p s "suck 



f o r t h " h i s s o u l , D The p o e t r y o f t h i s f amous s c e n e m i g h t t e n d 

t o sweep away t h e r e a d e r . B u t I t seems u n l i k e l y t h a t t h e Eli» 

z a b e t h a n a u d i e n c e w o u l d h a v e f a i l e d t o r e c o g n i z e t h e a l l e g o r i c a l 

r e f e r e n c e t o d e l u s i o n a n d s e l f - d e l u s i o n c o n t i n u a l l y i m p l i e d i n 

t h e s y m b o l i c u s e o f d i s g u i s e i n t h e m o r a l i t y p l a y s . 

The V i c e ' s c h a n g e o f g a r m e n t i s a l w a y s a c c o m p a n i e d by a 

c h a n g e o f name. E v e n when p h y s i c a l d i s g u i s e i s n o t u s e d 9 t h e 

f a l s e - n a m i n g c o n v e n t i o n , , a s S p i v a c k p o i n t s o u t , a p p e a r s i n n e a r l y 

e v e r y m o r a l i t y p l a y . He g o e s on t o e x p l a i n i t s a b s e n c e i n t h o s e 

f e w p l a y s w h ere i t i s n o t e m p l o y e d . E i t h e r t h e hero„ a s i n 

Youth., i s " a l r e a d y d e p r a v e d u p on h i s f i r s t a p p e a r a n c e " ? or„ a s 
l n K i n g D a r l U s a n d T h r e e L a w s B t h e w a r b e t w e e n v i c e a nd v i r t u e 

t a k e s a more o p e n l y v i o l e n t f o r m ? o r t h e name, l i k e t h a t o f 

C o u r a g e i n The T i d e T a r r l e t h Wo Man a i s " s u f f i c i e n t l y e q u i v o c a l " 
oh, 

i n i t s e l f . The s t r e n g t h o f t h i s c o n v e n t i o n , a n d i t s i n t i m a t e 

a s s o c i a t i o n w i t h t h e p l a y w r i g h t s 0 v i e w o f c o n t e m p o r a r y l i f e , i s 

s u g g e s t e d w i t h p a r t i c u l a r f o r c e i n two w i d e l y s e p a r a t e d p l a y s 

w h e r e , s i n c e t h e P s y c h o m a c h i a a p p e a r s l a r g e l y i n i t s o r i g i n a l 

s e n s e o f open c o n f l i c t a n d t h e r e i s n o c l e a r l y d e f i n e d m a n k i n d 

h e r o , t h e v i c e s d o n o t n e e d t o a d o p t m e t h o d s o f d e c e p t i o n . 

The l a m e n t o f P i t y i n t h e s t o c k s i n H i c k s c o r n e r ( c . 1513) 

c o n t a i n s , a m i d a g e n e r a l sermon on s o c i a l e v i l s o f t h e t i m e , t h e 

f o l l o w i n g c o m p l a i n t s 

A l a s now i s l e c h e r y c a l l e d l o u e i n d e d e 
And m u r d u r e named manhode i n e u e r y n e d e 
E x t o r s y o n i s c a l l e d l a w e s o god me s p e d e 
Worse was h y t n e u e r 

( s i g . B 3 ) 
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Greatly expanded, the same s a t i r i c a l comment on man's a b i l i t y 

to deceive himself Is made by the Protestant preacher New Custom 

i n the play of the same t i t l e (c. 1571)s 

Slnne nowe, no slnne, faultes no faultes a whit. 
0 God 9 seest thou t h i s , and yet wylt suffer h i t ? 
s o o o o . o o o o o o o o o . o 

Adulterle no v i c e . It Is a thing so r i f e , 
A stale l e s t nowe, to l i e with an other marines wyfe. 
Por what i s that but dalliaunce? Couetousnesse they c a l l 
Good husbandrle, when one man would faine haue a l l . 
O O O . . . . . . 0 0 . 0 0 0 0 0 0 

Who so w i l l bee so drunken that hee scarsly knoweth h i s waye, 
0 , hee i s a good fellowe, so now a dales they saye. 
Gluttonie i s H o s p i t a l ! t i e , while they meate, and drinke s p i l l , 
0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 9 0 0 0 

Theft i s but p o l l l c l e , P e r l u r l e but a face, 
Suche Is now the worlde, so farre men be from grace. 

( s i g . B - B v) 

In t h i s rather s t i f f and labored play, which some c r i t i c s believe 

to be a re-worklng of an older morality, 2 5 the v i c e s do In ad

d i t i o n adopt f a l s e names. Ignorance becomes Simpl i c i t y ; Cruelty, 

J u s t i c e with Severity? Avarice, Frugality? and Perverse Doctrine 

(who l i k e the two rogues In Hickscorner s t a r t s as a t y p i c a l vice 

figure but i s f o r c i b l y converted) takes the name of Sound Doctrine 

which a f t e r h i s conversion Is changed to Sincere Doctrine. But 

although there i s much t a l k of a p l o t of deception, we never see 

It In ac t i o n . The vices and v i r t u e s , when they a c t u a l l y meet, 

openly exchange threats, i n s u l t s , and physical blows, again In 

a manner strongly reminiscent of Hickscorner although the comedy 

Is l e s s vivacious. I t would seem that the author, aware of the 

false-naming convention and Its usefulness f o r polemical argument, 

was too unskilled as a playwright to use It dynamically. 

In the hands of better playwrights, however, the f a l s e -

naming device Is used with more t h e a t r i c a l l i v e l i n e s s to r e f l e c t 
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a v a r i e t y of s o c i a l and s e c t a r i a n morals; Although there would 
not be space here f o r a f u l l discussion,, a few examples may 
g i v e the general p i c t u r e . 

In Henry Medwall's Mature ( e a 1^95), S e n s u a l i t y presents 
the r e l a t i v e l y pure a l l e g o r i c a l e xplanation f o r the euphemistic 
synonyms of the Seven Deadly S i n s . He t e l l s Worldly A f f e c t i o n 
how Man 9 having been Introduced to the c a r d i n a l s i n of P r i d e as 
"Worship" and having consequently banished Reason ( I n a tavern 
brawl v i v i d l y described but u n f o r t u n a t e l y not enacted), has now 
c a l l e d Into h i s s e r v i c e the r e s t of the Slns<» But* he f u r t h e r 
e x p l a i n s ! 

a . . mary there names be chaunged new 
For t o ' b l e r e hys eye 
I t e l l you he ys a s e r e f u l l man 
For Reason s t y r r e t h hym now and than 

(Part I , 1203-6) 
He goes on to l i s t the pseudonyms which appear (with s l i g h t v a r i a 
t i o n s ) i n numerous l a t e r p l a y s although only once i n t h e i r o r i 
g i n a l scheme of seven. Covetise I s Worldly P o l i c y ? Wrath i s 
Manhood; Envy, Disdain? Gluttony, Good Fellowship? Lechery, Lust? 
and S l o t h , Ease. His f i n a l comment f u r t h e r p o i n t s the morals 

Lo these be fayre names parde 
Both good and honest as semeth me 
as f o r theyre condycyons what they be 
ye know w e l l 

(Part I , 1228-31) 

The f i n a l l i n e might w e l l be spoken with a s i g n i f i c a n t glance a t 
the audience, who would Indeed "know w e l l " the meaning of such 
" f a y r e " and "honest" names. The V i c e e s i r o n i c p r o t e s t a t i o n of 
h i s "honesty" i s , as Spivack p o i n t s out, one of h i s outstanding 
a t t r i b u t e s . 2 ' ' 
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The f a l s e names o f t h e c o u r t l e r - v l c e s I n M a g n i f i c e n c e 

m i n g l e e u p h e m i s t i c synonym and i r o n i c o p p o s i t e , . C o u n t e r f e i t 

C o u n t e n a n c e s C r a f t y C o n v e y a n c e s C l o a k e d C o l l u s i o n 9 a n d C o u r t l y 

A b u s i o n become r e s p e c t i v e l y Good Demeanance, S u r e S u r v e y a n c e 9 

S o b e r S a d n e s s , a n d L u s t y P l e a s u r e , : F a n c y and.,his b r o t h e r F o l l y , 

t h e c o m i c - s i n i s t e r f o o l s , become L a r g e s s e a n d C o n c e i t . , R o b e r t 

L» Ramsay, who d i s c u s s e s t h e p l a y e x h a u s t i v e l y i n t e r m s o f i t s 

A r i s t o t e l i a n p h i l o s o p h y a n d i t s p r o b l e m a t i c s a t i r e on C a r d i n a l 

W o l s e y , a n d whose l e a d i n t h i s r e s p e c t most l a t e r c r i t i c s o f 

S k e l t o n h a v e f o l l o w e d , i n t e r p r e t s t h e a l i a s e s a s I l l u s t r a t i n g t h e 

A r i s t o t e l i a n d e f i n i t i o n o f v i r t u e a s t h e mean b e t w e e n two e x 

c e s s e s . T hus F a n c y i s " p r o d i g a l i t y " o r " w a n t o n e x c e s s , " o f w h i c h 

L a r g e s s e o r " l i b e r a l i t y " i s t h e c o r r e s p o n d i n g v i r t u e . He i s 

f o r c e d t o a d d , h o w e v e r , t h a t " t h e c o r r e s p o n d e n c e i s n o t a l w a y s 

q u i t e l o g i c a l , " I t i s i n d e e d d i f f i c u l t t o s e e t h e l o g i c ? f o r 

i n s t a n c e , i f L a r g e s s e i s t h e "mean" a n d F a n c y t h e " e x c e s s " a t one 

end o f t h e s c a l e , what c h a r a c t e r o r name i n t h e p l a y i s meant t o 

r e p r e s e n t " p a r s i m o n y , " w h i c h p r e s u m a b l y w o u l d be t h e o p p o s i t e 

e x c e s s ? 

S u c h p r o b l e m s o f c o u r s e d i s a p p e a r i f one I n t e r p r e t s t h e 

a l i a s e s s i m p l y i n t e r m s o f t h e P s y c h o m a c h i a p l o t o f d e c e p t i o n 

w i t h o u t w o r r y i n g o v e r m u c h a b o u t l o g i c a l c o r r e s p o n d e n c e s . A l t h o u g h 

t h e name o f F a n c y h a s n o d i r e c t c o n n e c t i o n w i t h t h e t h e o l o g i c a l 

s i n s , i t s s i g n i f i c a n c e i n t e r m s o f R e n a i s s a n c e p s y c h o l o g y s u g g e s t s 

t h a t i t w o u l d a t o n c e c o n v e y t o t h e a u d i e n c e a n image o f t h e 

p o w e r o f d e l u s i o n , W. 0, H a r r i s , r e f u t i n g R a m s a y 8 s i n t e r p r e t a t i o n , 

t r a c e s t h e e t y m o l o g y o f t h e word i n some d e t a i l , p o i n t i n g o u t 
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that by Skelton's time l t would have been equated with "fantasy 0 8 

or "the fact or habit of deluding oneself into imaginary percep

ti o n s . w He goes on to says 

In t h i s l i g h t s one understands the character of Fansy within 
the play, who deludes with f a l s e appearances, whose l e t t e r shunts 
reason (Cyrcumspeccyon) aside, whose deception eventually looses 
the r e s t i v e w i l l (Lyberte) from i t s proper r e s t r a i n t . 

29 
Thus Fancy, not Pride, i s the a l l e g o r i c a l "root of a l l e v i l " who 

deprives man Of reason, and thus i t i s he who f i r s t accosts the 

Prince and who devises most of the in t r i g u e . He takes the name 

of Largesse because i t i s the quality most l i k e l y to appeal to 

princes. This purpose i s made clear when he f i r s t appears to Mag

nif i c e n c e and F e l i c i t y s 

F e i . Nowe leue t h i s lahgelynge and to vs expound e 
why that ye sayd our langage was i n vayne 

Fancy Mary vpon trouth my reason I grounde 
That without largesse noblenesse can not rayne 
o o o o o o o o o o o o o o o o 

Magn. Nowe I beseche the t e l l me what i s thy name 
Fancy Largesse that a l l lordes sholde loue syr I hyght 

£sig. Ak - Ak*j 

In an amusing aftermath to t h i s scene. Counterfeit Counte

nance almost gives the show away by entering before his "cue" and 

c a l l i n g Fancy by name while the l a t t e r f r a n t i c a l l y motions him to 

silence. Fancy Ingeniously talks his way out of the trouble by 

ex p l o i t i n g the t y p i c a l v i c e ' s t r i c k of verbal gymnastics? " I t was 

a flemynge hyght hansy" ( s i g . B).^° A f t e r the Prince and F e l i c i t y 

e x i t , t h e i r suspicions appeased, Fancy l i n g e r s behind to curse and 

berate h i s fellow-actor ("I hate t h i s blunderyng that thou doste 

make" - s i g . B 2 ) and t e l l s him to stay out of sight u n t i l he has 
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time for him. This i s a comic scene which would be highly ef

fe c t i v e on stage, but the play-acting associations of Fancy's 

r o l e are e n t i r e l y consistent with h i s more e v i l aspect* 

In another morality concerned with a f f a i r s of state, the 

use of f a l s e names takes an in t e r e s t i n g new d i r e c t i o n . Bale i n 

King John takes the revolutionary step of combining:: the Psycho

machia p l o t with h i s t o r i c a l chronicle. The vices Sedition, P r i 

vate Wealth, Dissimulation, and Usurped Power "become" respective

l y the h i s t o r i c a l characters Stephen Langton, Cardinal Pandulphus, 

Simon of Swlnsett, and the Pope, As several c r i t i c s have noted, 

t h i s leads to an "element of uncertainty" about t h e i r r o l e s , 

based on the alternate choices of doubling parts i n a genuine 

change of i d e n t i t y or a l l e g o r i c a l disguise In the Psychomachia 

t r a d i t i o n , ^ I t i s i n any case c l e a r l y a t r a n s i t i o n a l s i t u a t i o n , 

as suggested most concretely i n a cancelled addition to the "A" 

text of the manuscript reproduced i n the Malone Society e d i t i o n . 

In t h i s passage, the monk Dissimulation who poisons the martyr-

king does so not under the name of Simon of Swlnsett, but that of 

Monastlcal Devotion,-^ 2 But i n the f i n a l "B" version, written 

probably i n Bale's own hand, he Introduces himself under the 

h i s t o r i c a l name, retaining the other only as an epithets 

Simon of Swynsett, my very name i s per dee 
I am taken of men, for monastycall deuocyon 

(2054-5) 

Perhaps nowhere i n the moralities i s the open fusion of l i t e r a l 

realism and allegory demonstrated more economically. The epithet 

of "honest lago," whose connection with the morality Vice i t i s 
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Spivack 0s major purpose to demonstrates may be seen as Shake

speare's perfection of t h i s fusing process. 

There i s in Bale's play l i t t l e attempt at t h e a t r i c a l 

realism i n the use of fa l s e names. But, perhaps i n e v i t a b l y , the 

playwrights soon discover the comic p o s s i b i l i t i e s inherent i n 

making the blundering conspirators forget t h e i r a l i a s e s and have 

to be prompted or "rehearsed" by t h e i r colleagues. The rudiments 

of t h i s device may be seen b r i e f l y i n Nature e when Sloth rebukes 

Pride for c a l l i n g him by h i s true name ("I haue a new name as 

well as ye" « Part I I , 381), but then relents and says i t i s 

only necessary when Man i s present. In some of the hybrid plays 

the convention seems to degenerate into mere coyness, as when 

Ambidexter i n Camblses (c, 1561) teases the audience by pretending 

to forget h i s name? or when P o l i t i c k Persuasion i n Patient and  

Meek G r l s s l l l (c, 1559) f o r no good reason pretends he cannot 

remember hi s name when he Introduces himself to the Marquis, But 

In two of the better plays, the device of forgetting the name i s 

used with genuine cOmic effectiveness which at the same time 

d e f t l y reinforces the moral behind the fa l s e name. 

In the Satire of the Three Estates.» the vioes F l a t t e r l e , 

Palset and D i s s a l t change t h e i r names to Devotion, Sapience and 

Discretion In a mock-baptism ceremony, unique among the moralities, 
33 

which would make excellent "theatre," J J Falset, however, promptly 

forgets h i s new name when introduced to the King and, i n a sharp 

aside by D i s s a l t , i s rebuked for being "not w e i l l - w i t t i t " ( l i n e 

856). F l a t t e r l e himself i s f i n a l l y forced to make the introduc

t i o n . When the King asks "Sapience" why he could not have t o l d 
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h i s own name, he makes the amusing excuse that? 

I am sa f u l l of Sapience, 
That sumtyme I w i l l tak ane trance. 
My spreit was r e f t f r a my bodie, 
Now helch aboue the T r i n i t l e . 

(864-7) 

Lindsay economically combines a comic i n t e r v a l with a s a t i r i c a l 
34 

stab a t monkish mystical trances. 

1 ° Respublica. the vices Avarice, Insolence, Oppression, 

and Adulation take the names of Pol i c y , Authority, Reformation, 

and Honesty* During the conspiracy scene (when of course t h e i r 

v i c t i m Respubllca Is absent), the comic blunderer Adulation i s 

so delighted with h i s new name that In h i s boastful exclamations 

he forgets the fa l s e names of h i s fellow-conspirators? "Howe sale 

you Insolence? I am nowe Honestle. . . . Oh frende Oppression, 

Honestle, Honestle" (3939 396). For t h i s he i s sharply rebuked 

by Avarice, who thus appears as a kind of actor-manager In a 

Stanislavsky-like insistence that they play t h e i r parts at a l l 

times. The suggestion of a "rehearsal" scene continues when 

Avarice attempts to teach Adulation t h e i r a l i a s e s (which he i n 

s i s t s on mi s c a l l i n g Hypocrisy, Defamation and Deformation) by 

making him parrot them by rote and by di v i d i n g them Into s y l l a b l e s . 

This device of schoolboy humor appears in two other probable c h i l d 

ren's plays of the period, Wit and Science and The Longer Thou  

LIvest. But the mispronounced names are not merely comedy for 

i t s own sake? they a d d i t i o n a l l y embody a pointed s a t i r i c a l comment 

on the false names themselves. 

Moros, the hero of W. Wager's The Longer Thou Livest the 



31 

More Pool Thou Art (c. 1559)» i s too w i l f u l l y stupid to learn 

even the f a l s e names of h i s would-be deceivers, l e t alone under-
35 

stand the meaning of t h e i r r e a l names. The vice Wrath makes the 

i l a t t e r point c l e a r . In the t r a d i t i o n a l conspiracy scene, the 

purpose of which In a l l the plays Is to prepare the audience 

f u l l y to appreciate the Irony of the hero's g u l l i b i l i t y , Idleness 

and Incontlnencie put forth the usual a l l e g o r i c a l explanations 
I d l . With me he i s very well aqueinted, 

Por a l l h i s bringing vp hath been with me. 
So that any vertue he could neuer ses 
Therfore pastime he c a l l e t h me alway, 
In p l a l e s and games he hath no measure, 
Incontlnencie to him thou must say, 
That thy name Is calle d pleasure. 

Inc. I am called so with them that be wlse 9 

Wrath i s wonte to be called manhode. 
£sig. C3D 

But Wrath's llteral-mlnded objection, In terms which almost parody 

the entire convention, suggests at once the mankind hero's de

veloping autonomy and the play's t r a n s i t i o n a l nature: 

In good f a i t h l i t l e needeth t h i s deulse, 
To be called by our names Is as goods 
Doth he know what Idlenesse doth meane, 
Knoweth he Incontlnencie to be leacherle, 
He discerneth not cleane from vncleane, 
His mlnde Is a l l set on f o o l e r l e . 

[ s i g , e g 
"Wrath Is wonte to be calle d manhode." Thus Wrath, one 

of the o r i g i n a l Seven Deadly Sins, was designated In Nature. 

But by now the hero can enact the metaphor In h i s own person. 

Wager constantly stresses Moros' I r r a t i o n a l wrath and his deluded 

b e l i e f In the "appearance" of Manhood symbolized by the beard and 

the sword. The tone at f i r s t Is comic, as when the adolescent 

Moros flo u r i s h e s h i s new sword ("How say you, l i k e a man do I 
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not looke," - s i g , D) or enters "Gaily disguised and with a 

f o o l i s h beard" and triumphantly exclaims, "I thought that I 

should be a man ones," ( s i g , E3)» It becomes more s i n i s t e r when 

as a man elevated to high rank by Fortune's whim, he grasps his 

sword and r a i l s against a l l who would oppose him: 

Am I i n a u t h o r i t i e do you say. 
May I hang, burne, head and k i l l . 
Let them be sure I w i l l do what I may, 
I w i l l be knowne i n a u t h o r i t i e that I w i l l , 

[ s i g , E4] 

(Moros, the "angry ape" capering In h i s " b r i e f authority," s t r i k 

ingly foreshadows the famous l i n e s i n Measure f o r Measure,) 

F i n a l l y , the play ends i n grim disa s t e r when the grey-bearded 

Moros, brainsick and raving, s t r i k e s with h i s sword at h a l l u c i n a 

tions and i s carried o f f to He l l by Confusion, It Is impossible 

within a short space to do j u s t i c e to the combination of the 

grotesque and the tragic i n Moros 0 progressive degeneration; but 

he i s c e r t a i n l y the most strongly individualized hero to appear 

in any morality play up to t h i s time,-7 

In Lewis Wager's The L i f e and Repentance of Mary Magdalene 

the theological allegory reappears in f u l l force i n the opening 

monologue of the chief Vice I n f i d e l i t y , who as noted above has 

a f a l s e name and disguise for a l l occasions. I n f i d e l i t y invokes 

a l l seven of the o r i g i n a l Deadly Sins, which sometimes seem for 

gotten i n the plays with more secular lessons although the Impli

cation i s seldom absent: 

Mary syr, yet I conuey my matters cleane; 
Like as I haue a vlsour of vertue, 

So my lmpes, whiche vnto my person do leane, 
The vlsour of honestie doth endue? 
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As theses Pride I use to c a l l cleanlynesse, 
Enuie I colour with the face of prudence. 

Wrathe putteth on the coate of manlynesse, 
COuetlse i s p r o f i t e in euery man's sentence; 

Slouth or idlenesse I paint out with qulete, 
Gluttonle or excesse I name honest chere. 

Lechery, vsed f o r many men's driete, 
I set on with the face of loue 9 both farre and nere, 

(37-48; I t a l i c s mine) 

This speech 9 with i t s s t r i k i n g association of theological e v i l 

and Its t h e a t r i c a l overlay of mask9 paint and cosmetics, may 

serve to introduce the t h i r d aspect of the Vice as "actor* 9 s h i s 

s k i l l at assuming a false face or "mask" i f kindliness, g r i e f , 

or p i e t y . As Splvack puts i t s 

• . . part of the Vice's talent In deceit i s h i s v i r t u o s i t y i n 
the a r t of f a l s e faces. "Two faces In a hode couertly I here," 
says Cloaked Collusion In Magnificence,, and h i s comment on himself 
applies to the Vice generally. He has one countenance for h i s 
dupe and another f o r h i s audience, and the rapid transformation 
of h i s features, depending on which way h i s business l i e s . Is a 
standard and sensational part of h i s repertory. His quality as 
a p e r s o n i f i c a t i o n of e v i l gets i t s t y p i c a l anthropomorphic ex
pression through h i s v u l g a r i t y . Insolence,, cynicism, scorn, and 
triumphant h i l a r i t y . . . . But when he appears to h i s v i c t i m 
It i s with a "grave countenance," f u l l of pious s o l i c i t u d e . 

A more extreme example of such d u p l i c i t y , Splvack goes on to 

say, l i e s In the Vice's talent for weeping and laughters weeping 

In pretense of a f f e c t i o n f o r h i s v i c t i m , and laughter i n t r i 

umphantly d r i v i n g home to the audience the irony of the victim's 

delusions 

To look piteous, to shed tears p l e n t i f u l l y , and to howl dismally 
are the Inveterate method of the Vice with h i s v i c t i m - h i s 
grappling Irons whereby he boards the human soul. They show his 
a f f e c t i o n , h i s compassion, h i s moral refinement; and compose the 
" f l a g and sign of love" behind which e v i l moves into position 
for I t s destructive a s s a u l t . _ Q 
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This talent leads Inevitably to b r i e f and extended play

acting scenes where the Vice's s k i l l In "the a r t of f a l s e faces" 

r e f l e c t s h i s s k i l l as psychological persuader as well as "actor" 

and (In some cases) as "manager," where In addition he Instructs 

others how to play t h e i r parts. In these scenes s p e c i f i c r e f e r 

ence to the f a l s e face i s not always made? but i f one v i s u a l i z e s 

the stage performance, one must of necessity picture the f a c i a l 

expression attending I t . Several a l l u s i o n s by the v i c e s them

selves suggest the playwrights" conscious a p p l i c a t i o n of the 

t h e a t r i c a l metaphors "In our tragedle we may not vse our owne 

names"? "thowgh we playe the knavys, we must shew a good pretence 

"to hold a l l thynges vp, I play my part now & than"? "he can 

play too parts the foole and the K. £knave^ "? "<> • <» now w i l l 

I goe playe w i l l sommer agayne."^ "Farewel my masters our parte 

we haue playd," says the Vice Covetous at the end of Enough Is  

as Good as a Feast ( s i g . G)? and he has Indeed played h i s part 

superbly, f o r he has succeeded i n sending h i s v i c t i m to H e l l . 

This conscious t h e a t r i c a l association, as Anne Righter points 

out. Is perhaps inevitables 

It was with the b r i l l i a n t , unscrupulous figure of the Vice 
that the age-old connection of the actor with the deceiver seems 
f i r s t to have entered English drama. Even before he had acquired 
a c a p i t a l l e t t e r and command over a l l other e v i l forces i n the 
play, the Vice possessed a q u a l i t y which associated him naturally 
with the actor. Both of them, as the Puritans l i k e d to point 
out, were e s s e n t i a l l y hypocrites. As counterfeits, deep dissimu
l a t o r s , they persuaded honest men of things which were not so 
and, to aid them i n t h e i r task, assumed names and costumes not 
t h e i r own.^o 

But the association goes beyond a mere general resemblance, for 

the Vice often demonstrates as well as describes h i s "acting" 
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a b i l i t i e s l i n k e d with h i s metaphorical "masks," R e c a l l i n g M, 
C o Bradbrook 0s d e f i n i t i o n of d i s g u i s e as assumed p e r s o n a l i t y 
(see note 21 above), one may see In the Vi c e the rudiments of 
such impersonationo 

The mask of f r i e n d l y a f f e c t i o n i s the ol d e s t of a l l , Im
p l i e d In the wheedling accents of the v i c e Covetlse In The  
Ca s t l e of Perseverance (c» 1405-1425) as he l u r e s Mankind from 
the s a f e t y of h i s Castles 

Cum & speke with t h i best f rende 9 

Syr Coueytyse? thou knowyst me of o l d e e 

o e e o o o o o e o o o o o 
howa MankyndeS I thee say 9 

com t o Coueytyse 9 I thee prey; 
o o o o o o o o o o o o o o 
Coueytyse I s a frend r y t h f r e 9 

t h l sorwe, man9 to slake & ses» 
(2430-74) 

In a much l a t e r p l a y , N a t h a n i e l Woodes* The C o n f l i c t of Conscience 
( c , 1572), the mask bf the f r i e n d I s blended with the l i t e r a l 
r o l e of the I n q u i s i t o r In the extended p l a y - a c t i n g sequence of 

41 
the t r i a l s c e n e The I n q u i s i t o r - v i c e s use e f f e c t i v e l y the 
p s y c h o l o g i c a l l y persuasive technique of "We're your best f r i e n d s 
i f only you knew your own I n t e r e s t s " which w i l l be f a m i l i a r to 
readers of Orwell and other w r i t e r s on the devices of the " b r a i n -
washer," When P h i l o l o g u s , s t i l l r e s i s t i n g the attempt to make 
him denounce h i s P r o t e s t a n t f a i t h , i s threatened with t o r t u r e , 
Hypocrisy p l a y s the r o l e of k i n d l y f r i e n d s 

Good Mais t e r P h i l o l o g u s , I p i t t l e your case. 
To see you so f o o l y s h , your s e l f e to vndoos 
I durst yet promys t o purchase you grace, 
I f you would (at length) your err o u r s forgoes 
Therfore, I pray you, be not your owne'foe, 

(1278-82) 
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L a t e r he a p p l i e s t h e same t y p e o f " f r i e n d l y " p s y c h o l o g i c a l p r e s 

s u r e s c o m m e n t i n g on t h e C a r d i n a l 0 s u n u s u a l f o r b e a r a n c e ("I n e u e r 

saw my L o r d s o p a c i e n t b e f o r e , " - l i n e 1 5 7 2 ) , b u t w a r n i n g P h l l o -

l o g u s t h a t he had b e t t e r n o t p r e s u m e t o o f a r , S e n s u a l i t y , who 

f i n a l l y w i n s t h e v i c t o r y w i t h h i s e n t i c i n g v i s i o n o f w o r l d l y 

w e a l t h a n d g l o r y , a l s o p l a y s t h e r o l e o f p i t y i n g f r i e n d s 

e * , God s a u e y o u , good g e n t l e m a n . 
To s e e y o u r g r e a t s o r r o w , my h e a r t d o e t h w e l n l g h b l e e d e s 
B u t what i s t h e c a u s e o f y o u r t r o u b l e a n d d r e e d e ? 
D i s d a i n e n o t t o me y o u r s e c r e t s t o t e l l s 
A w i s e man s o m e t i m e , o f a f o o l may t a k e c o u n s e l l , 

(1481 - 5 ) 

The p s y c h o l o g y r e s t s s h r e w d l y on t h e s u p e r i o r d e s t r u c t i v e n e s s o f 

t h e P s y c h o m a c h i a a s d e c e p t i o n * P h i l o l o g u s , who f a c e s w i t h c o u r a g e 

t h e o p en t h r e a t o f t o r t u r e , I s s o f t e n e d f o r h i s f i n a l y i e l d i n g 

b y t h e t e c h n i q u e o f f r i e n d l y p e r s u a s i o n . 

The f a l s e f a c e o f t h e f r i e n d o f t e n a s s u m e s a p r e t e n s e o f 

g r i e f o r i n j u r y w h e r e b y t h e V i c e d r a w s b a c k h i s w a v e r i n g v i c t i m , 

" F r i e n d s h i p " ( H y p o c r i s y ) i n R, H e v e r 9 s L u s t y J u y e n t u s ( c , 1550) 

c l e v e r l y t r i c k s t h e h e r o i n t o a c k n o w l e d g i n g h i m a s a n o l d f r i e n d ; 

when J u v e n t u s a t f i r s t c l a i m s n o t t o r e c o g n i z e h i m , he e n a c t s a 

l i t t l e s c e n e o f i n j u r e d h u m i l i t y a n d s e n t e n t i o u s m o r a l i z i n g on 

t h e e v i l s o f t h e t i m e s 

A p o o r e mans t a l e c a n n o t nowe be h e a r d 
A s i n t y m e s p a s t , 
I c r y y o u m e r c y , I was somewhat b o l d e 
T h i n k i n g t h a t y o u r m a s t e r s h y p w o u l d 
N o t haue b y n e s o s t r a u n g e s 
B u t now I p e r c e u e , t h a t p r o m o c i o n 
C a u s e t h b o t h man, m a n e r s and f a s h i o n . 
G r e a t l y f o r t o c h a u n g e , 

f s i g e C3f 
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"Charity* 1 (Envy) In Impatient Poverty (c. 15̂ 7) uses the same 

stratagems f i r s t t r i c k i n g the hero into acknowledging him as 

"cosyn" by sly reference to the bags of gold locked i n h i s chest 

at home, then cementing h i s v i c t o r y by the injured comment, "Nowe 

I am your kynsman because of my good/ Before of me he hadde 

dysdayne" ( s i g . C2 V) and forcing his victim to apologize. 

As Splvack points out (see note 38 above), the mask of 

g r i e f often takes the more v i v i d dramatic form of h y p o c r i t i c a l 

tears. Sensuality i n Nature resorts to such a show of hurt 

feelings when Man has deserted his old companions the Seven 

Deadly Sins and (temporarily) returned to Reason. The following 

Ironic play-acting episode would be p a r t i c u l a r l y e f f e c t i v e on 

stage: 

Then he wepyth {stage direction] 
Man Why wepe ye so 

Sens 0 Let me alone 
It wyll none other wyse be 
and ye saw the sorowfull countenaunce 
Of my cumpany your old acquayntaunce 
that they make 
For your sake 
I dare say ye wold mone theym i n your mynde 
They be so louyng and so kynde 

(Part I I , 81-90) 

The Vice "Courage" (Revenge) In Horestes s t i f f e n s the hero's 

wavering resolve by a melodramatic flood of tears: "0 oo oo, 

you care not f o r me, nay sone I haue don I warrant ye" ( s i g . D ). 

Courage, i t might be noted, has Introduced himself to Horestes 

as a messenger from the gods on Olympuss another example of pagan 

d e i t i e s set In a context of e v i l and deception. 

An extended scene enacting the metaphorical mask of the 

grieving friend comes In W. Wager's Enough Is as Good as a Feast. 
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Both Splvack and Craik have analyzed t h i s scene i n det a i l s the 

former to show the Vice's s k i l l as tempter and the l a t t e r to 

demonstrate the t h e a t r i c a l effectiveness of the Tudor interlude 
42 

as a stage performance 0 A few extracts from t h i s lengthy 

episode may serve to suggest i t s dramatic Impact, "Poli c y " 

(Covetous), a f t e r c l e v e r l y maneuvering to one side the virtuous 

counselor Enoughs pretends that he cannot speak for weepings 
Oh S i r , oh good S i r , oh, oh, oh my hart wil brekes 
Oh, oh, for sorow God wot I cannot speak, 

( s i g , D) 

When the Worldly Man asks what i s the matter, "Ready Wit" (Pre

c i p i t a t i o n ) supports the r o l e : 

Pure looue causeth him, S i r I wus, 
I am sure that he looues you at the hart, 

( s i g , D) 

When begged to cease h i s tears, Covetous outdoes even the Vice 

of Horestes, as specified i n the stage d i r e c t i o n : "Let the Vice 

weep & houle & make great lamentation to the Worldly Man," At 

the same time he shows hi s s k i l l as psychologist by playing on 

hi s victim's c u r i o s i t y : 

I cannot chuse, oh, oh, I cannot chuses 
Whow? I cannot chuse i f my l i f e I shuld loose. 
To hear that I hear, oh wel It Is no matters 
Oh, oh, oh, I am not he that any man wll f l a t t e r , 

( s i g , D) 

Further pressed. Covetous f i n a l l y reveals the "cause" of h i s 

g r i e f . In an Ironic statement that would not be l o s t on the 

audience, he claims that the Worldly Man i s accused of covetous-

ness and of deserting his old friends whom he used to entertain 

so l a v i s h l y s 
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Couetouse, couetouse, euery man saith you be: 
o o b o o o o o o o o o o o o o 
To hear my freend i l spoken of I had rather dye. 
o o o o o o o o o o o o o o o o 
Think you that l t greeueth me not to hear eche boy and G l r l e : 
To say that the worldly man Is become a Churle? 

( s i g . D v) 

The victim i s now almost caught; and having been p a r t i a l l y won 

over by the Vice's s k i l l as "actor" and psychological persuader, 

he Is brought to his downfall by another aspect of the Vice's 

tempting methods (which w i l l be discussed i n the next chapter): 
43 

namely, h i s s k i l l as l o g i c a l "reasoner" and moral sophist. 

"Honest lago, that look'st dead with grieving." No one 

of Shakespeare's v i l l a i n s more consistently enacts the Vice's 

h y p o c r i t i c a l part of the grieving, loving f r i e n d , as Spivack has 

convincingly demonstrated. But the play-acting associations of 

the mask of a f f e c t i o n appear i n other works of Shakespeare even 

when not linked with so s t r i k i n g a Vice figure. Macbeth and 

Lady Macbeth "bear welcome" to t h e i r kinsman Duncan and l a t e r to 

t h e i r banquet guests with smiling h o s p i t a l i t y , but Instruct one 

another on how to play t h e i r parts: 

Your face, ray thane, Is as a >book where men 
May read strange matters. To beguile the time, 
Look l i k e the time; bear welcome i n your eye, 
Your hand, your tongue; look l i k e the innocent flower. 
But be the serpent under °t. 

(I.v.63-7) 
Away, and mock the time with f a i r e s t show: 
False face must hide what the false heart doth know. 

(I.vii.81-2) 

And make our faces vizards to our hearts, 
Disguising what they are. 

(III.li.34-5) 
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Claudius In Hamlet 9 who Is both a "vice of Kings" and a 

tortured human murderer, h y p o c r i t i c a l l y declares h i s fatherly 

" n o b i l i t y of love" f o r Hamlet, who In turn describes him as one 

who can "smile, and smile, and be a v i l l a i n ? " (III 0Iv 098? I oli«110j 

IoV 0108)o Claudius himself invokes the image of the mask and 

cosmetics i n a speech revealing h i s human agonies of c o n s c i e n c e s ^ 

The harlot's cheek, beautled with p l a s t e r i n g a r t . 
Is not more ugly to the thing that helps i t 
Than i s my deed to my most painted words 

(IIIoio51-3) 

In each of these cases the moral allegory, though trans-

formed into poetic imagery, i s nonetheless Identical with the 

morality play habit of looking at e v i l as deception 

The v i c e s , too, rehearse t h e i r own fa l s e faces and in s t r u c t 

others i n the art» "o o « how l i k e you t h i s countenaunce?" 

Covetous i n Wo Wager's play demands of P r e c i p i t a t i o n , who gives 

hi s approvals "Very comely and l i k e a person of great gouernaunce" 

( s i g o C)o In Mary Magdalene e when I n f i d e l i t y asks h i s fellow-

conspirators how they l i k e him i n h i s new r o l e , they tease him 

about h i s face being unsuitable to h i s respectable garment,, In

f i d e l i t y o b l i g i n g l y a l t e r s h i s expression (taking the chance for 

the t r a d i t i o n a l stab at monastical immorality), but ends with a 

sharp reminder about t h e i r own roless 

Like obstinate F r i e r s I temper my looke, 
Which had one eie on a wench, and an other on a booke„-
Passion of God, behold, yonder commeth Marie 0 

See that in your ta l e s none from other do v a r i e , 
(413-16) 

Private Wealth In King John rebukes Sedition f o r h i s outburst of 

triumphant laughter at the success of t h e i r plots 
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Holde thy peace whorson, I wene thu a r t accurst 
Kepe a ssdde countenaunce, a very vengeaunce take the 

(1712-13) 

In each case the tone i s comic? but In the t o t a l context of the 

Psychomachla p l o t , the purpose Is deadly serious 0 

In two hybrid plays where the Psychomachla p l o t Is grafted 

onto a l i t e r a l story, the Vice so Instructs not subordinate vi c e s 

(who no longer e x i s t as such), but his v i c t i m who al s o becomes 

hi s fellow-conspirator« P o l i t i c k Persuasion In John P h i l l i p ' s 

Patient and Meek G r l s s l l l (c01559) t e l l s the Marqulss 

You must counterfalte that Doller may amply abound: 
Let t r i c k l i n g e teares be nowe dystyld apace,, 

(1049-50) 

And In the scene which follows,; where the Marquis pretends that 

G r l s s l l l 6 s c h i l d must be s l a i n to appease the anger of the commons 

against him, the Marquis p e r f e c t l y performs the role of grieving 

father thus assigned to hlm„ Later, when the f a l t e r i n g "actor" 

Is almost overcome by G r l s s l l l 9 s extraordinary "patience," the 

Vice s t i f f e n s h is resolve and sharply reminds him to keep a 

"sterne" countenance and "playe the man" (1583-7) 

The rudimentary plo t of domestic slander Inherent i n t h i s 

play also appears i n Thomas Garter's Virtuous and Godly Susanna 

( C o 1569)? and here again the Vice's victims ably perform the 

roles he sets out for thein 0 111 Report promises Immunity for 

the Judges' desired seduction of Susanna by o f f e r i n g to spread a 

fa l s e report against her v i r t u e which they w i l l support by t h e i r 

grave demeanor and "demure countenaunce" ( l i n e 569)0 A f t e r 

Susanna has shown herself t r u l y "virtuous and godly" by refusing 
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them, Sensualitas and Voluptas duly enact t h e i r r o l e s of fals e 

v i r t u e and p u r i t a n i c a l indignation f o r the benefit of her ser

vants (the scene might a l s o be regarded as a "rehearsal" f o r 

t h e i r l a t e r accusations at Susanna's t r i a l ) 0 F i r s t h i n t i n g that 

they have seen a shameful sight, but w i l l "keepe i t close, t i l l 

loachim may i t know" ( l i n e 780), they then address Susannas 

SenSo Come away, come away, i n fayth Madame, you are a 
secrete whore 

F u l l long haue I mistrusted i t , though I tooke you 
not before* 

V o l . A whore, yea vyle and fylthye whore, fye on i t 
fy l t h y acte. 

(793-5) 
One i s reminded of the subtler "acting" a b i l i t i e s of Don John, 

46 
the slanderer of Much Ado About Nothings 

Fie, f i e ? they are not to be named, my l o r d , 
Not to be spoke off 
There i s not chastity enough i n language 
Without offence to ut t e r them. Thus, pretty lady, 
I am sorry f o r thy much mlsgovernment« 

(IVoi.96-100) 

In the former two plays the Vice figure seems awkwardly forced 

into the l i t e r a l story where, from the p l o t point of view, he i s 

an unnecessary addition. But i t i s int e r e s t i n g that both authors 

stress the play-acting associations of the borrowed allegory. 

The mask of v i r t u e , g r i e f , or a f f e c t i o n takes i t s most 

dramatically i r o n i c form when the Vice also assumes a guise of 

Christian p l e t y 0 An episode from Impatient Poverty demonstrates 

most economically the mask of piety and the Vice's double face 

f o r v i c t i m and audience 0 A f t e r t r i c k i n g Conscience into f l e e i n g 

the land by t e l l i n g him that a warrant i s out for h i s a r r e s t , he 
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speeds him with pious tears and then triumphantly invites the 
audience to share the jokes 

I shall pray for you, praye ye for me. 
Thys i s an heauy departynge Et plora 
I can in no wyse forbeare wepynge [stage direction] 
yet kysse me or ye go 
For sorowe my harte wyll breke in two. 
Is he gone, then haue at laughynge 
A syr i s not thys a loly game 
That conscience doeth not knowe my name 
Enuy In fayth I am the same 
what nedeth me for to lye 
I hate conscience, peace loue and reste 
Debate and stryfe that loue I beste 
Accordyng to my properte 

( s i g . C ) 

As Splvack comments, "What need to l i e indeed. Between the Vice 
and his audience understanding i s perfect . . . ."^ This two-
dimensional relationship between actors and audience w i l l be 
further discussed in the fi n a l chapter? but i t might be remarked 
here that the ironic juxtaposition of false piety, true "hate," 
and the Vlce 8s delight in his own "acting" s k i l l strongly recalls 
the theological nature of evil even in this apparently secular 
play. 

This tr i p l e Juxtaposition perhaps reaches i t s dramatic 
climax in the figure of Richard III, who has been Interpreted 
by Anne Righter and by Sidney Thomas as a major descendant of 
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the Vice as self-conscious "actor." His famous wooing of the 
Lady Anne and i t s even more audacious counterpart when he begs 
the Queen Elizabeth for her daughter's hands these scenes are 
well-known samples of Richard's virtuosity as "actor." In 
another audacious play-acting scene, he reluctantly appears before 
the London citizens, flanked by two reverend fathers, and 
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to apologize for interrupting his "devotion and right Christian 
zeal® (III o v i l o l 0 3 ). His continual delight in his own s k i l l is 
equally typical, as illustrated in his triumphant speech from 
III Henry VIs 

Why9 I can smile, and murder whiles I smile, 
And frame my face to a l l occasions, 
9 e o o a © o o o o o , o 
I ' l l play the orator as well as Nestor, 
Deceive more sl i l y than Ulysses could, 
And, like a Sinon, take another Troy, 
I can add colours to the chameleon. 
Change shapes with Proteus for advantages, 
And set the murderous Machiavel to school, 

(III,ii,182-93) 
Spivack notes the important fact that "aspiring Ca tal In58 appears 
Instead of "Machiavel" in an earlier version,^ <y0 this denial 
of Machlavelll as the sole and exclusive progenitor of the 
"Machiavellian v i l l a i n " one might add the significant reference 
to Proteus in a context strikingly close to the ideas of St, 
Augustine quoted in the Preface, 

Richard6s generic prototype, as Sidney Thomas puts i t , 
may be termed "the Vice Disslmulatton,"^0 The monk Dissimulation 
i n Mn^g^John, who poisons the King as Simon of Swinsett ("monas-
tycall deuocyon"), by his nature approaches his victim under a 
pious aspect. The following exchange of dialogue between the 
King, the "widow" England, and Dissimulation recalls, in its 
repeated ironic underlining of the monk's "seeming," the scene 
already cited from the Satire of the Three Estates; 
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King Who i s that Englande, I praye the stepp fourth and see 
Eng. He doth seme a f a r r e , some relygyouse man to be 

Diss. Now Iesus preserue, your worthye and excellent grace 
for doubtlesse there i s , a very Angelyck face 
0 0 0 0 0 0 0 0 0 0 0 0 0 0 9 0 

King A louynge (gentle] persone, thu mayest seme f o r to be 
. . (2044 - 5D 

The scene which follows builds up considerable tension and Ironic 

Impact as Dissimulation presses the poisoned cup on the King under 

a guise of kindly concern ( f o r he had "hearde" he was weary and 

t h i r s t y ) , t r i e s at f i r s t to evade John's request that he drink 

h a l f as a toast to him, then accedes and dies a "martyr's** death 

along with h i s v i c t i m . 

But the most complex and powerful scene of f a l s e piety, 

almost amounting to a play-within-a-play, appears In Magnificence 

when "Sober Sadness" (Cloaked Collusion), disguised In p r i e s t ' s 

robes, brings about the banishment of Measure while pretending 

to intercede f o r him. This scene brings together and sums up 

most of the separate elements discussed i n t h i s chapter. Again 

one sees the rudiments of the plot of slander, perhaps always im

p l i c i t In the attempt to separate the hero from h i s virtuous 

counselor.^ 2 Inherent In making e v i l appear to be good i s the 

opposite suggestion of making good appear e v i l s "Pair Is f o u l , 

and f o u l Is f a i r . " Or, to paraphrase L u c i f e r ' s l e s s equivocal 

words In the speech already cited from Wisdom, part of h i s fend 

Is to prove that v i r t u e Is wickedness. Skelton's play might seem 

to have l i t t l e connection with t h i s theological point? but i f one 

follows H a r r i s ' lead i n considering the entire play as i t stands 

In the morality t r a d i t i o n , rather than only as A r i s t o t e l i a n 

philosophy or p o l i t i c a l s a t i r e (see note 29 above), the lesson 
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becomes clearer,. The banishment of Measure i s the f i n a l step 

In M a g n i f i c e n c e ' s d o w n f a l l which l e a d s him to d e s p a i r and 

attempted s u i c i d e , the c a r d i n a l s i n i n Medieval theology„ 

The scene i s c a r e f u l l y preparedo Fancy paves the way, as 

proposed by C r a f t y Conveyances 

what and I frame suche a s l y g h t 
That fansy with h i s fonde consayte 
Put magnyfycence In suche a madnesse _ 
That he s h a l l haue you In the stede o f sadnesse je,g. Measure 
And sober sadnesse shalbe your name 

( s i g , C) 

Cloaked C o l l u s i o n In h i s e x p o s i t o r y monologue t e l l s the audience 

what t o expect a s he boasts of h i s s k i l l as " a c t o r , " h i s double 

f a c e , and h i s s k i l l as p s y c h o l o g i s t s 

I can dyssemble I can bothe laughe and grone 
O G O O O O O O O O O O Q O O 

Two f a c e s i n a hode c o u e r t l y I bere 
o o o o o o o o o o o o o 
whan oth e r men laughe than study I and muse 
Deuysynge' the meanes and wayes t h a t I can 
Howe I may hurte and hynder euery man 
o o o o o e o o a o o o o 
Paynte t o a purpose good countenaunce I can. 
And c r a f t e l y can I grope howe euery man i s mynded, 

( s i g , C - C v) 

The a c t u a l scene i n which Measure f a l l s from f a v o r i s only r e 

ported? but I t would seem t h a t he has been provoked i n t o a q u a r r e l 

with C r a f t y Conveyance and Fancy (". , , crossed than with a 

chalke • • • . by a p r a t y s l y g h t " - s i g , C3 V) and w i l l soon be 

deposed a l t o g e t h e r . 

When Magnificence next appears on stage h i s mind i s a l r e a d y 

corrupted (as i s preved when he give®' P e l i e i f c y ever t o the ®up©r=> 

v i s i o n o f Fancy and L i b e r t y ) ? and "Sober Sadness" In h i s pretended 
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Intercession does not need further to deceive him 0 His primary 

dupe In t h i s scene i s Measure himself, f o r whom he enacts an 

extended "play 8 5 of the grieving f r i e n d . Cleverly stationing 

Measure at a safe distance where he can see the action but only 

hear the l i n e s If loudly spoken, he kneels before the Prince i n 

a guise of pious humility: 

Please i t your grace at the contemplacyon 
Of my pore instance and supplycacyon 
Tenderly to consyder i n your aduertence 
Of our blessyd lorde syr at the reuerence 
Remembre the good seruyce that raesure hath you done 
And that ye wyll not cast hym away so sone 

£sig. E3 - E 3 V 3 
Speaking aside, he r e a d i l y admits to the Prince that he i s only 

pretending to intercede In order to "earn" h i s bribe; and Mag

ni f i c e n c e , i n h i s corrupted state, applauds his cleverness and 

r e l u c t a n t l y agrees to put on a show of l e t t i n g Measure approach 

him. While Cloaked Collusion departs to fetch him, Courtly Abu-

slon praises h i s confederate as a "wyse man," and the irony of 

the Prince's reply would not be l o s t on the audience: "An honest 

person I t e l l you and a sad*9 £slgo E*T| „ Even more pointedly 

i r o n i c i s the exchange between "Sober Sadness" and Measure as 

they approach the Prince: 

C o l l o By the masse I haue done that I can 
And more than euer I dyd f o r ony man 
I trowe ye herde yourselfe what I sayd 

Measo Nay In dede but I sawe howe ye prayed 
And made instance f o r me be lykelyhod 
o o o o o o o o o o o o o 
The holy goost be with your grace 

[ s i g . E 4 j 

Measure then attempts to plead h i s own case before the Prince, 

but i s a n g r i l y refused and ordered out of h i s sight. 
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Magnificence then f a l l s into a v i o l e n t and uncontrolled 

f i t of rage (as Courtly Abusion has previously Instructed him on 

how a prince should act i f anyone displeases him) and i s physically 

i l l while "Sober Sadness" ministers to him and holds h i s head.53 

The once-trusted o f f i c e r provoked into a brawl which 

leads to h i s banishment? h i s replacement by the Vice figure? 

the pretended intercession? the f i t of rages the p a r a l l e l to 

la g o 6 s r o l e i n Othello, i f not exact in a l l d e t a i l s , i s nonethe

l e s s s t r i k i n g , although curiously enough no c r i t i c appears to have 
54 

noted the connection with t h i s p a r t i c u l a r scene* Cloaked Col

l u s i o n , though l e s s subtle i n h i s methods than lago, i s also a 

s e l f - s t y l e d master at playing on hi s victim's emotions and a 

superb "actor" i n hi s double-faced role* lago himself sums up 

the theological purpose behind such a play-acting scene i n h i s 

famous lines? 
* * D i v i n i t y of h e l l . 

When d e v i l s w i l l the blackest sins put on, 
They do suggest at f i r s t with heavenly shows, 
As I do now * * e » 

(II,iii.356-9) 
The same theological point i s made by Polonius i n Hamlet, 

although he i s i r o n i c a l l y unaware of i t s f u l l import and, true 

to h i s character, puts i t i n terms of sententious moralizing? 

. * , We are oft to blame i n t h i s , « 
•Tis too much proved - that with devotion's visage 
And pious action we do sugar o'er 
The d e v i l himself* 

(111*1*46-9) 

The setting i s important* Por since Polonius and Claudius are 

about to make Ophelia act as decoy to draw out the "true cause" 
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of Hamlet8s grief, they are themselves "stage-managing" a play
acting scene, "Read on this book?" Polonius has Just instructed 
Ophelia, "That show of such an exercise may colour/ Your lone
liness, o , , " (111,1,44-6? i t a l i c s mine). The Ironic Juxta
position, as Terence Hawkes points out, reinforces the theme of 
appearance and reality since In this scene Polonius i s at once 
describing the a c t i v i t i e s of the Court and "instructing Ophelia 

55 
how to deceive Hamlet by appearing to be what she i s not," J 

But Cloaked Collusion enacts in his own person the metaphor of 
courtly intrigue and corruption hidden under a f a i r appearances 
a theme which of course dominates the poetic imagery in Shake
speare's play. 



FOOTNOTES, Chapter I 

Of particular importance i s Spivack 0s chapter on "Moral 
Metaphor and Dramatic Image" (pp, 151=205)« Two other c r i t i c s 
have also discussed more briefly the Vice's role as "actor" and 
i t s connection with Shakespeare0s plays? Anne Righter, Shake speare 
and the Idea of the Play (London, 1962), pp<> 68-72, 96-162; and 
Sidney Thomas, The Antic Hamlet and Richard III (New York, 19*4-3), 
pp„ 11-32 and passim. The latter two c r i t i c s , however, discuss 
this aspect of the Vice primarily in terms cf comedy without 
stressing the theological background; Thomas, in fact, explicitly 
states that the Vice i s "predominantly a comic character" (p, 18; 
see also pp, 25, 31» 36), 

What I have attempted to do in this chapter i s to examine 
in greater detail some of the more specific play-acting associa
tions cf the Vice, particularly where he plays an extended false 
role. 

"The Revenger's Tragedy and the Morality Tradition," in 
Elizabethan Dramas Modern Essays in Criticism, ed, R, J, Kaufman 
(New York, i9&l), p, 215< 

3p. 156, 
^C, F, Tucker Brooke, The Tudor Drama (Boston, 1911), pp, 

48, 110, 

^The Tudor Interlude (Leicester, 1958), Po x i i , and Plate 
XI following""p, 481 

Tudor Drama9 pp, 213-14, 

7 l , v i l , l , In The Poetical Works of Edmund Spenser, ed, J, 
C, Smith and E, de Selincourt (London, 1912 £1951% Cited by 
Spivack as a chapter heading (p, 151)° 

8 p, 157. 
^"The Devil Can Cite Scripture," in Shakespeare 400? Essays 
nerj can Scholars on the Anniversary of the Poet's Birth, ed,' by Amerl( 

James G, McManaway (New York, 1964), pp, 17, 23« 
10 Endeavors of Art: A study of form In Elizabethan drama 

(Madison, Wise, 1954 [19643), pp, 
"^Pride in Medwall's Nature i s also extravagantly dressed as 

a fashionable "gallant," a social theme to be discussed in a later 
chapter. But here the purpose seems to be a demonstration of 
Pride's own "nature" rather than a change of garment to deceive 
his victim. 
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12 Tudor I n t e r l u d e a p, 88. 

^ S e d i t i o n ' s v i c t i m s , i n terms of the Psychomachia p l o t , a re 
the " r e p r e s e n t a t i v e s o f the s e v e r a l estates"? namely, C l e r g y , 
N o b i l i t y , Commonalty, and C i v i l Order (Spivack, p e 209)« The 
purpose of the p l o t i s t o rob the k i n g of support i n h i s b a t t l e 
with the Pope by s u b v e r t i n g and b l i n d i n g a l l o r d e r s of the Com-
monwealtho I t i s i n t e r e s t i n g t o note the symbolic equation of 
p h y s i c a l and s p i r i t u a l b l i n d n e s s i n the f i g u r e o f Commonalty, a 
mo t i f s e v e r a l times repeated ( l i n e s 1538-68), 

14 
The f u r t h e r change o f garments when the v i c e s take on the 

r o l e s of h i s t o r i c a l c h a r a c t e r s w i l l be d i s c u s s e d a t a l a t e r p o i n t 
i n t h i s chapter i n connection with t h e i r change of name* 

^ T h i s d i f f e r e n c e may be p a r t l y e x p l a i n e d by the f a c t t h a t 
i t i s a c h i l d r e n ' s p l a y (as proved by s p e c i f i c r e f e r e n c e i n the 
Prologue t o "we c h i l d r e n " ) , and was p o s s i b l y a c t e d a t Queen Mary's 
c o u r t , a s suggested i n David M» Bevington, From "Mankind" t o  
Marlowe? Growth of S t r u c t u r e i n the Popular Drama of Tudor England 
(Cambridge, Mass 0, i9&2), pp, 27=8, 65, 

16 
E d ° » R e s p u b l l c a , E a r l y E n g l i s h Text S o c i e t y (London, 1905), 

not e , po 66o 
^ T u d o r I n t e r l u d e , pp, 60, 84; note, p, 134, See a l s o P l a t e 

V I I f o l l o w i n g p. 48, f o r an i l l u s t r a t i o n of the t r a d i t i o n a l u s u r e r ( 

Magnus (op, c i t 0 , I n t r o , , pp. v i i i - i x ) suggests t h a t A v a r i c e 
wears a " t h i e f ' s c l o a k " which he tu r n s i n s i d e out to hide the 
pockets; but C r a l k ' s s u g g e s t i o n , with i t s p i c t o r i a l support, seems 
more l i k e l y , 

18 'Tudor I n t e r l u d e , p, 89. 

1 9 I b i d , , p, 90, 
20 

21 
Tucker Brooke, Tudor Drama, p, 153° 

V i c t o r O, Freeburg, D i s g u i s e P l o t s i n E l i z a b e t h a n Drama 
(New York, 1915 0-965*1)» PP« 121-37? M, C, Bradbrook, "Shakespeare 
and the Use of D i s g u i s e In E l i z a b e t h a n Drama," Essays i n C r i t i c i s m , 
I I (1952), 161, 159-62, 

2 2Mankind i n The C a s t l e of Perseverance d i e s i m p e r f e c t l y 
repentant but c r y i n g out onGod's mercy, and although c a r r i e d o f f 
to H e l l , i s redeemed a f t e r death, Moros i n Wager's o t h e r p l a y , 
The Longer Thou L l v e s t , i s c a r r i e d o f f t o H e l l by Confusion, In 
between these p l a y s l i e s a major change In a t t i t u d e toward d i v i n e 
r e t r i b u t i o n and mercy which v i t a l l y a f f e c t s the p r o t a g o n i s t ' s 
p o t e n t i a l r o l e a s t r a g i c hero, t o be d i s c u s s e d i n the f i n a l chapter, 

2\eo Klrschbaum, ed,, The P l a y s of C h r i s t o p h e r Marlowe 
( C l e v e l a n d and New York, 1962), pp, 103, 111-13, p o i n t s out the 
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i r o n y i n almost every word of Faustus 9 speech and suggests that 
Helen i s l i t e r a l l y a "succuba®; he a l s o d i s c u s s e s the general 
connection of Faustus with the m o r a l i t y t r a d i t i o n , e s p e c i a l l y In 
i t s use of comedyo See a l s o Bevington, "Mankind" ito Marlowe, 
pp. 245-62. 

T. McAlindon, " C l a s s i c a l Mythology and C h r i s t i a n T r a d i t i o n 
In Marlowe's Doctor, Faustus,,* PMLA, LXXXI (June 1966), 216, 221-2, 
a l s o p o i n t s out the Iron'rc^Juxtaposltlbn between the f i g u r e s of 
Helen and the devil-woman and I t s connection with the Medieval 
t h e o l o g i c a l view of pagan d e i t i e s as d e c e i v i n g t o o l s of Satan. 

2 i*pp 0 158-9 < 

^E. K. Chambers, The Eliz a b e t h a n Stage (Oxford„ 1923). IV, 
3?o Chambers quotes a previous opinion of F*leay, although n e i t h e r 
mention Hickscorner as a p o s s i b l e example. 

26Robert L. Ramsay, ed., Magnyfycence by John S k e l t o n , E a r l y 
E n g l i s h Text S o c i e t y (London, T^otjl Intro., pp. c l l x x l x , c l x , 
i n c o r r e c t l y s t a t e s that the a l i a s of Covetise i s Worldly A f f e c t i o n 
rather than Worldly P o l i c y . Covetise does not i n f a c t appear on 
stage, but i s l a t e r t r a d i t i o n a l l y described as the s i n of Man's age 0 

2 ? p p . 164-5. 

2®0po c l t . , p. x l . L a t e r c r i t i c s of Skelton who base t h e i r 
s t u d i e s of the p l a y p r i m a r i l y on Ramsay's arguments ares W i l l i a m 
Nelson, John S k e l t o n , Laureate (New York, 1939)5 H. L. R. Edwards, 
Skelton (London, 1949); Ian A. Gordon, John S k e l t o n , Poet Laureate 
TMeib'ourne and London, 19̂ 3) •> L. J . Lloyd„ John Skelton (Oxford a 
1938), p. 79, questions the s p e c i f i c associationwTth"HJ6lCsey but 
otherwise l a r g e l y f o l l o w s Ramsay's I n t e r p r e t a t i o n . 

2^W. O o H a r r i s , Skelton's "Magnyfycence" and the C a r d i n a l 
V i r t u e T r a d i t i o n ( C h a p e l H l ' l l , " N , C T 7 196 5) V PP.' "50^5t°'" 'Ha'rr 1 s 
argues that to i n t e r p r e t the p l a y e x c l u s i v e l y as A r i s t o t e l i a n 
philosophy or p o l i t i c a l s a t i r e i s to ignore the s t r u c t u r a l u n i t y 
between the two halves of the work which places i t squarely i n 
the m o r a l i t y t r a d i t i o n with emphasis on the Medieval " c a r d i n a l 
v i r t u e " of F o r t i t u d e (pp. 3 r a l l s 71ra3, and passim). 

A. R, Helserman, Skelton and S a t i r e (Chicago, I 9 6 I ) , pp. 66-
125, a l s o r e f u t e s Ramsay*'s i n t e r p r e t a t i o n s , although he views the 
play p r i m a r i l y as a general s a t i r e on p o l i t i c a l and c o u r t l y abuses. 

3 °This i s a v a r i a t i o n of the s l i p - o f - t o n g u e device which, 
as Splvack notes (pp. 168-70), i s another aspect of the V i c e ' s 
s k i l l In verbal d e c e i t * 

31 J . H, P. Paf f o r d and W. W. Greg, eds.. King Johan by 
John B a l e , Malone Society Reprints (193D» I n t r o . , p. xxx 
va r y i n g other o p i n i o n s , see: C r a i k , Tudor I n t e r l u d e , pp 
Tucker Brooke, Tudor Drama„ p. 131; 
I n t r o d u c t i o n to Tudor Drama (Oxford, 
Adam: 

F r e d e r i c k S. Boas, An 
1933) * P» 113? Barry 

88 

B . 

For 
-9; 

3 o u b i l n K i n Bale** s'King Johan." SP, LXII (1965)* 111-20 
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I t seems cle a r that the h i s t o r i c a l names are intended by 
the v i c e s as a l i a s e s i n the Psychomachia t r a d i t i o n , as suggested 
i n t h e i r dialogue over John's insubordination in accepting "Stephen 
Langton 8 8 (Sedition) as Archbishop of Canterbury, Usurped Power 
asks, "why do ye not saye, h i s naae ys stevyn langton?" ( l i n e 
938), and l a t e r s p e c i f i c a l l y proposes the h i s t o r i c a l names as 
a l i a s e s "To colovr t h i s thyng , 0 0 0 " ( l i n e 1057) <. 

J Malone Society Reprint, p, 84 ( l i n e 146 of cancelled ad-
d i t i o n following l i n e 1682 i n "A" t e x t ) . The history and d i s 
tinction between the two texts i s explained i n the Introduction, 
pp, x i - x x i i i , 

33E, S. M i l l e r , "The Christening i n The Three Estates," MLN, 
LX (1945), 42-44, comments on the ingenuity and t h e a t r i c a l ef
fectiveness of t h i s scene, 

-^R. W, Bond, ed,. Early Plays from the I t a l i a n (Oxford, 1911), 
Intro,, p, x l i x , notes that i n L a t i n - I t a l i a n comedy "a constant 
incident of impostures i s the forgetting or ignorance, at the 
c r i t i c a l moment, of some name esse n t i a l to the success of the 
fraud, and the clever evasion of the d i f f i c u l t y , " This scene 
from a play t o t a l l y unconnected with the L a t i n - I t a l i a n t r a d i t i o n 
may Indicate the inevitable u n i v e r s a l i t y of such a device, 

"TMoros enacts a schoolboy!sh but sharp commentary on the 
pseudonym "Philosophy" f o r the vice Impiety when he i n s i s t s on 
mispronouncing i t as " P i l d lousy boy" [ s i g , E4 V J , 

3^Moros* s t r i k i n g independence of the v i c e s and h i s thoroughly 
depraved nature may account f o r some c r i t i c a l confusion over his 
r o l e , Ola Elizabeth Winslow i n c o r r e c t l y describes him as the 
"hero and v i c e " of the play (Low Comedy as a Structural Element  
in English Drama from the Beginnings to l642« Menasha, w i s e 
1926, p, 62), Bevington, "Mankind"'to Marl owe, at two points ad
mits Moros as the human hero (pp, #2, I6f>), but elsewhere in h i s 
discussions of casting requirements treats him as the Vice (pp, 
81, 84, 86). 

f l l c t oT Conscience, l i n e 391; Mlsogonus. I,iil.79» These plays 
make frequent s p e c i f i c reference to "acting a part" of which the 
l i n e s cited represent only a few examples,, 

**QIdea of the Play„ p. 68, Righter also notes Shakespeare's 
frequent use of such words and phrases as "counterfeit" or "play 
the part," often with an undertone of deceit and treachery (pp. 
95-6, 101-2), 
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4 1 L, M, Oliver,, "John Foxe and The C o n f l i c t of Conscience," 
RESa XXV ( 1 9 ^ 9 ) 9 1 ~ 9 9 points out the borrowings i n t h i s play 
from actual I n q u i s i t i o n t r i a l scenes reported i n Foxe's Acts 
and MonumentSo 

T h e r o l e of the Inquisitor, as seen by Protestant eyes at 
t h i s tlme„ would of course blend p e r f e c t l y with the Vice's role 
as e v i l manipulator and psychological persauadero 

ho 
Splvackp pp, 171-5% Craik, Tudor Interlude, pp, 9 9 - 1 1 0 , 

Craik analyzes the action of the entire play to demonstrate h i s 
argument set forth In the Preface (p, 2 ) that the Tudor plays 
"were f a r more e f f e c t i v e when acted than we can guess when we 
merely read them, o e » so much of the meaning o » , Is conveyed 
by the s i g n i f i c a n t use of action and costume that unless t h i s Is 
borne In mind they cannot be appreciated or even properly under» 
stood," 

T u c k e r Brooke (Tudor Drama« p» 103)» commenting in general 
on the moral Interludes of the period beginning roughly with the 
f i r s t years of Elizabeth's reign ( 1 5 5 8 ) , condemns them as " d u l l " 
and poor i n contento "Such threadbare motives as the quarrels of 
vic e s and v i r t u e s or the masquerading of vic e under the cloak of 
v i r t u e are retained f o r mere convention's sake, sometimes to the 
po s i t i v e detriment of the action and sense," 

This comment might apply to such a play as New Custom where, 
as suggested above, these conventional devices do seem s t a t i c and 
poorly integrated. But the moral and t h e a t r i c a l effectiveness 
of W, Wager's play, which seems convincingly demonstrated by 
Splvack and Craik In t h e i r analyses cited above, might serve as 
the best rebuttal to Brooke's blanket condemnation, 

^Terence Hawkes, Shakespeare and the Reason (London, 1 9 6 4 ) , 

pp, 5 9 - 6 0 , 1 4 6 = 7 , although he does not mention the morality plays, 
comments on the play-acting associations of Macbeth's speech ( I , 
v l l o 8 1 - 2 ) and the speech of Claudius below, and t h e i r connection 
with the theme of appearance and r e a l i t y , Claudius' metaphor 
based on cosmetics "Is f i t t i n g because i t i s t r a d i t i o n a l (the 
drama of the time abounds in l i k e metaphors almost to the point 
of e x h i b i t i n g an obsession with the implications of 'maklng-up'), 
fo r he Is describing h i s own a c t i v i t i e s , and they are ' t r a d i 
t i o n a l l y ' e v i l , ' t r a d i t i o n a l l y 9 d e v i l i s h * (p, 6 0 ) . 

^Although t h i s Is In many ways a crude and dramatically 
unsatisfactory play, Splvack points out (pp, 2 7 4 - 7 ) that i t s do
mestic portrayal of a malicious attempt to break up a happy mar
riage Is an Interesting forerunner of Othello, 

^ S p l v a c k (pp, 4 0 7 - 1 2 ) convincingly demonstrates the "hybrid" 
Vice elements of Don John in h i s "malignant humor," h i s s e l f -
styled " v i l l a i n y , " and h i s apparent lack of a convincing motive, 
although he does not mention the play-acting association. 

The passage from Much Ado cited here i s not meant to suggest 
a d i r e c t p a r a l l e l or Influence, but merely that the "archetypal" 
s i t u a t i o n of a slanderer a c t i n g the part of virtuous indignation 
would inevitably be expressed in si m i l a r terms. 
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L o Mo 01iver s "John Foxe and The C o n f l i c t of Conscience," 
RES 9 XXV (1949)«, 1-9o points out the borrowings i n t h i s play 
from actual I n q u i s i t i o n t r i a l scenes reported tn Foxe's Acts  
and MonumentSo 

The r o l e of the Inquisitors as seen by Protestant eyes at 
t h i s time, would of course blend p e r f e c t l y with the Vice's r o l e 
as e v i l manipulator and psychological persauadero 

^Spivack, ppo 171=5? Craik, Tudor Interlude„ pp 0 99-110, 
Craik analyzes the action of the entire play to demonstrate h i s 
argument set forth i n the Preface (p. 2) that the Tudor plays 
"were f a r more e f f e c t i v e when acted than we can guess when we 
merely read them» , , • so much of the meaning » o , Is conveyed 
by the s i g n i f i c a n t use of action and costume that unless t h i s i s 
borne i n mind they cannot be appreciated or even properly under= 
stood," 

4 3 
Tucker Brooke (Tudor Dramaa p» 103), commenting In general 

on the moral Interludes of the period beginning roughly with the 
f i r s t years of Elizabeth's reign (1558)s condemns them as " d u l l " 
and poor i n content, "Such threadbare motives as the quarrels of 
v i c e s and v i r t u e s or the masquerading of v i c e under the cloak of 
v i r t u e are retained f o r mere convention's sake, sometimes to the 
p o s i t i v e detriment of the action and sense," 

This comment might apply to such a play as New Custom where, 
as suggested above, these conventional devices do seem s t a t i c and 
poorly integrated. But the moral and t h e a t r i c a l effectiveness 
of W, Wager's play, which seems convincingly demonstrated by 
Spivack and Craik i n t h e i r analyses cited above, might serve as 
the best rebuttal to Brooke's blanket condemnation, 

^Terence Hawkes, Shakespeare and the Reason (London, 1964), 
PPo 59-60, 146-7, although he does not mention the morality plays, 
comments on the play-acting associations of Macbeth's speech ( I , 
vii,81-2) and the speech of Claudius below, and t h e i r connection 
with the theme of appearance and r e a l i t y , Claudius 9 metaphor 
based on cosmetics " i s f i t t i n g because i t i s t r a d i t i o n a l (the 
drama of the time abounds i n l i k e metaphors almost to the point 
of e x h i b i t i n g an obsession with the implications of 'making-up 9), 
f o r he i s describing h i s own a c t i v i t i e s , and they are ' t r a d i 
t i o n a l l y ' e v i l , ' t r a d i t i o n a l l y ' d e v i l i s h " (p, 60), 

^Although t n l s l s l n m a n y ways a crude and dramatically 
unsatisfactory play, Spivack points out (pp, 274-7) that i t s do
mestic portrayal of a malicious attempt to break up a happy mar
riage i s an i n t e r e s t i n g forerunner of Othello, 

^ S p i v a c k (pp, 407-12) convincingly demonstrates the "hybrid" 
Vice elements of Don John in h i s "malignant humor," hi s s e l f -
styled " v i l l a i n y , " and h i s apparent lack of a convincing motive, 
although he does not mention the play-acting association. 

The passage from Much Ado cited here i s not meant to suggest 
a d i r e c t p a r a l l e l or influence, but merely that the "archetypal" 
s i t u a t i o n of a slanderer a c t i n g the part of virtuous indignation 
would i n e v i t a b l y be expressed in s i m i l a r terms. 
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% , 184, 
48 R i g h t e r . I d e a o f the P l a y , pp, 96-1005 Thomas, Hamlet 

and R i c h a r d I I I , pp, '11-32",''Thomas (pp, 33-52) a l s o d i s c u s s e s 
Hamlet's , { 9 a n t i e d i s p o s i t i o n 8 * a s a f u r t h e r d r a m a t i c r e f i n e m e n t 
o f t h e t r a d i t i o n o f t h e V i c e a s " s a r d o n i c masker" who dupes h i s 
v i c t i m s w i t h double-edged puns and " d a z z l i n g " metamorphoses o f 
p e r s o n a l i t y . He a d d s 9 however, t h a t f o r the V i c e t h e s e con
v e n t i o n s were m e r e l y comic ( p , 36), 

% • 377. 
5°Hamlet and R i c h a r d I I I , p, 11, 

s s l m u l a t l o n i n an e a r l i e r scene has c a s u a l l y a c c e p t e d 
t h e n e c e s s i t y f o r h i s own d e a t h , t h u s d e m o n s t r a t i n g what S p l v a c k 
( p , 197) d e s c r i b e s a s t h e V i c e ' s " a l l e g o r i c a l Immunity" t o human 
m o t i v e s o r human s u f f e r i n g , 

->2The r u d i m e n t s o f the p l o t o f s l a n d e r t o g e t r i d o f t h e 
v i r t u e f i g u r e may a l s o be seen I n Mankind, where T l t l v l l l u s de
l u d e s t h e h e r o w i t h a f a l s e dream t h a t Mercy has been hanged a s 
a h o r s e t h i e f ; and I n t h e scene a l r e a d y c i t e d from I m p a t i e n t  
P o v e r t y . I n t h e l a t t e r p l a y , I t i s I n t e r e s t i n g t o n o t e t h a t the 
h e r o h i m s e l f , a s p a r t o f h i s w o r l d l y punishment. I s f a l s e l y a c 
cused o f s l a n d e r and made t o do p u b l i c penance, 

^Ramsay i n t e r p r e t s M a g n i f i c e n c e a s a t h i n l y d i s g u i s e d p o r 
t r a y a l o f Henry V I I I and t h e s i x v i c e s a s a composite p o r t r a i t 
o f C a r d i n a l Wolsey (Magnyfycence. I n t r o , , pp, c v l i i f f , ) . I n 
t h i s l i g h t , the P r i n c e ' s f i t o f rage might w e l l be I n t e r p r e t e d 
a s a s a t i r e on Wolsey's e v i l I n f l u e n c e I n e n c o u r a g i n g Henry's 
well-known u n c o n t r o l l a b l e temper. I t seems h i g h l y u n l i k e l y t h a t 
S k e l t o n would have dared t o p r e s e n t such a scene i n p u b l i c I f 
he knew t h a t h i s r u l e r would so i n t e r p r e t I t , a l t h o u g h t h e e n t i r e 
q u e s t i o n o f t h e supposed Wolseyan s a t i r e I s a complex one which 
cannot be f u l l y d i s c u s s e d h e r e . But I n t h e c o n t e x t o f t h i s work 
a s a m o r a l i t y p l a y , t h e Importance o f t h e f i t o f r age I s , s u r e l y , 
t o demonstrate man's t o t a l l a c k o f c o n t r o l once he has b a n i s h e d 
the b e t t e r p a r t o f h i s n a t u r e and g i v e n way t o d e l u s i o n , 

- ^ S p l v a c k does o f c o u r s e d i s c u s s C loaked C o l l u s i o n a s a 
t y p i c a l v i c e f i g u r e , and n o t e s th e a l l e g o r i c a l i mportance o f the 
b a n i s h i n g o f Measure (pp. 1539 161, 162, 193» 383), 

Thomas L. Watson, "The D e t r a c t o r - B a c k b i t e r s Iago and t h e 
Trad I t t o W * Texas • S t u d i e s - I m L i t , and Lang., V (1963)9 5̂ 6-5**, 
comments on the g e n e r a l s i m i l a r i t y o f Iago's r o l e a s s l a n d e r e r 
t o t h a t o f C loaked C o l l u s i o n and D e t r a c c i o I n The C a s t l e o f  
P e r s e v e r a n c e , a l t h o u g h he does n o t go I n t o a d e t a i l e d comparison. 

J ^ S h a k e s p e a r e and Reason^ p. 59<> 



CHAPTER II 

THE VICE AS "REASONER" 

Pope Gregory, whose Morals on the Book of Job has been 

quoted In the Preface, makes i n the same work another perceptive 

comment about the ways in which man deceives himselfs "The 

f i r s t v i c e s force themselves into the deluded mind as i f under 
1 

a kind of reason," The Vice repeatedly acts out t h i s second 

c h a r a c t e r i s t i c Of the forces of e v i l as seen by a Medieval 

theologian. Once he has p a r t l y drawn in h i s v i c t i m by means of 

hi s s k i l l as "actor® and psychologists, he brings about h i s down

f a l l by h i s s k i l l as "reasoner," or ( r e c a l l i n g Bassanio's speech) 

one whose plausible arguments and well-sounding advice could 

r e a d i l y "entrap the wisest," In f a c t , no one could l o g i c a l l y 

deny the type of unanswerable "seeming truth" which reaches i t s 

height of sophistry i n lago's statement to Othellos "She did 

deceive her father, marrying youf" (111,111,206), Othello him

s e l f cannot deny it„ 

A comment on L u c i f e r 9 s deceptive arguments by an editor 

of Wisdom Who Is Christ v i v i d l y though unwittingly i l l u s t r a t e s 

t h i s aspect of the Vice's a c t i v i t i e s in l a t e r plays as well as 

the function of moral irony in h i s r e l a t i o n s h i p with the audiences 

His preliminary appearance i n h i s true form and h i s boast of h i s 
wiliness were c e r t a i n l y needed, as some parts of the arguments 
with which he a s s a i l s Mind, W i l l and Understanding might deceive 
the very e l e c t 0 What seems to us now«a~days the harmlessness of 
the suggestions that a man should not leave a wife and family to 
perish i n order to become a monk (11, 405=412), or that i t i s a 
good thing to take a wife (1, 4?6), reaches i t s culmination i n 
the r e a l l y f i n e saying i n 1, 494, "God loveth a clean soul and a 
merry" - as good a motto to go through l i f e with as man can want. 
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I n t h i s p l a y , w h i c h m a y h a v e b e e n p e r f o r m e d b e f o r e a m o n a s t i c 

a u d i e n c e a s a w a r n i n g a g a i n s t t h e g r o w i n g t e n d e n c y f o r m o n k s 

t o l e a v e t h e i r m o n a s t e r i e s a n d t o s u c c u m b t o w o r l d l y a n d p o l i t l -

c a l a m b i t i o n s , - ' L u c i f e r a l s o r e i n f o r c e s h i s a r g u m e n t b y " r e a 

s o n a b l y * 3 q u o t i n g t h e e x a m p l e s o f M a r t h a e a n d o f C h r i s t H i m s e l f , 

w h o l i v e d i n t h e w O r l d , H e a r g u e s t h a t a l i f e o f f a s t i n g , 

f l a g e l l a t i o n , a n d w e e p i n g f o r s i n s m a y l e a d t o m a d n e s s a n d d e s 

p a i r w h i c h w o u l d b e u n p l e a s i n g t o G o d , " W h a t s y n h e " I s t h e r e i n 

e n j o y i n g l i f e ? 

I n o t h e r w o r d s , " t h e D e v i l c a n c i t e S c r i p t u r e , " E r n e s t 

S t r a t h m a n n i n h i s a r t i c l e b y t h e s a m e t i t l e b r i n g s t h e e x a m p l e 

u p t o S h a k e s p e a r e ' s t i m e , q u o t i n g C l a u d i u s 9 a d v i c e t o H a m l e t o n 

t h e s i n o f i m m o d e r a t e g r i e f a s " a f a u l t t o h e a v e n , / A f a u l t 

a g a i n s t t h e d e a d , , , , " (1,11,101-2)8 e x c e l l e n t a d v i c e " o f 

w h i c h n o C h r i s t i a n m o r a l i s t w o u l d d i s a p p r o v e , " U n l i k e O t h e l l o , 

H a m l e t I s n o t t a k e n i n b y s u c h s o p h i s t r y , a n d i n f a c t c o n t i n u a l l y 

p e n e t r a t e s t h e " s e e m i n g " o f t h e c o r r u p t e d c o u r t . B u t o n e m i g h t 

s a y t h a t i t i s h i s o w n a n g u i s h e d r e c o g n i t i o n o f h o w h e h a s b e e n 

d e c e i v e d ( b y h i s u n c l e a n d h i s m o t h e r , b y O p h e l i a , b y h i s w h o l e 

i d e a l i s t i c c o n c e p t i o n o f m a n a n d t h e u n i v e r s e ) w h i c h l e a d s t o 

h i s d e s t r u c t i o n . R e f e r r i n g b a c k t o S t r a t h m a n n 9 s a r g u m e n t q u o t e d 

i n p a r t i n t h e p r e v i o u s c h a p t e r ? 

, „ , f a l s e h o o d h a s a g o o d l y o u t s i d e w h i c h i s n o t s o r e a d i l y 
p e n e t r a t e d b y f r a i l m o r t a l s . I n b r o a d t e r m s , t h e d e c e p t i o n i s a t 
t h e h e a r t o f t h e b i t t e r c o n t r a s t b e t w e e n t h e a p p e a r a n c e a n d t h e 
r e a l i t y w h i c h s h o c k s a n d u l t i m a t e l y d e s t r o y s t h e g r e a t t r a g i c 
h e r o e s , e 5 

T e r e n c e H a w k e s , w h o d i s c u s s e s S h a k e s p e a r e ' s v i l l a i n s i n 

t h e m a j o r t r a g e d i e s a n d p r o b l e m p l a y s a s " r e a s o n e r s " p r e s e n t i n g 
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a convincing "appearance" of truth, comments on the analogy 

between L u c i f e r 8 s arguments i n Wisdom and Iago's deception of 

Othello. He suggests that the basis of Lucifer's argument i s i t s 

appeal to l o g i c , regarded during the Middle Ages and Renaissance 

as the lower faculty of man's reason by which he knows only the 

i l l u s o r y things of t h i s world, as opposed to i n t u i t i o n , man's 

higher form of reason which l i n k s him with the angels and by 

which he comes to know the " r e a l i t y , " or God: 

An attempt to establish the "lower 6 5reason as the a r b i t e r of 
truth and r e a l i t y . . . i s here crudely l a b e l l e d d e v i l i s h because 
the substitution of appearance f o r r e a l i t y i s a t r a d i t i o n a l ac
t i v i t y of the d e v i l . The persistence of such an idea - however 
more subtle Its formal statement i n drama w i l l become - Is rea d i l y 
d i s c e r n i b l e i n l a t e r renaissance writing. . . . lago's tempta
tio n of Othello has much In common with L u c i f e r ' s arguments 
here . • . » Satan, of course, t r a d i t i o n a l l y holds the role of 
arch-deceiver In the sense that he t r i e s to deceive man Into 
accepting h i s e v i l i n place of God's good . . „ .g 

Although Hawkes does not extend t h i s analogy to other 

morality plays, he i s in fact p e r f e c t l y describing the "reasoning" 

a c t i v i t i e s of the Vice as well as suggesting one aspect of h i s 

audience-appealo The smooth-talking knave with h i s " d e v i l i s h l y " 

p l a u s i b l e arguments i s of course an archetypal character i n 

l i t e r a t u r e . On a philosophical l e v e l , his methods may be des

cribed i n the above terms of l o g i c as opposed to i n t u i t i o n . To 

expand on Spenser's verse, the argument may "seem l i k e truth" 

because It Is based on unanswerable fact or l o g i c ; and man's pro

tection l i e s not i n h i s "earthly wit" but only i n h i s Inst i n c t i v e 

recognition of the e v i l Intention. At the l e v e l of popular 

stereotype, the same Ideas may be roughly summed up i n the 
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proverbial picture of Satan as the father of l i e s and the c i t e r 

of Scripture, M, C, Bradbrook, discussing the strength of the 

debate t r a d i t i o n and the fascination with l e g a l argument as an 

element of continuity between Medieval and Tudor-Elizabethan 

drama 9 comments that "arguments were i n themselves exhilarating, 

e s p e c i a l l y the f a l l a c i o u s arguments of the Vices,"? In other 

words, the audience would presumably enjoy the sense of superior

i t y involved i n seeing through the " d e v i l i s h " l o g i c at the 

expense of the deluded mankind hero. 

The a l l e g o r i c a l importance of the Vice's talent f o r so

p h i s t i c a l argument Is perhaps most s t r i k i n g l y demonstrated i n 

The Castle of Perseverance (c, 1405-1425), As stated i n the 

Preface, t h i s e a r l i e s t extant complete morality presents the 

Psychomachia l a r g e l y i n i t s o r i g i n a l context of open war? but 

even here, the powers of e v i l bring about man's f i r s t and second 

downfall by means of deceptive argument. Mankind (Humanum Genus) 

f i r s t enters "naked" and feeble, attended by h i s Good and E v i l 

Angelas a "moral void" to be f i l l e d by h i s personified v i c e s and 

v i r t u e s , 8 The E v i l Angel, l i k e L u c i f e r , argues that there can 

be no harm i n admitting the claims of the World, If he should 

s i n , there i s plenty of time to repents 

with the werld thou mayst be bold 
t y l thou be sexty wynter hold, 
wanne t h i nose8 waxit cold, 

thanne mayst thou drawe to goode, 
(418-21) 

Mankind submits, and i s led away to the scaffold of the World 

where Lust and Polly clothe him i n gorgeous garments symbolizing 
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h i s corrupt!ono But the playwright c a r e f u l l y u n d e r l i n e s the 
s o p h i s t r y of t h i s argument In a l a t e r scene Q The hero, a f t e r 
r e p e n t i n g of h i s f i r s t d o w n f a l l , has r e t i r e d to the C a s t l e de
fended by h i s seven v i r t u e s and besieged by the v i c e s i n f u l l 
b a t t l e a r r a y . But when open a s s a u l t has f a i l e d . Mankind once 
again succumbs to p l a u s i b l e argument, t h i s time by the v i c e 

9 

Covetise, F i r s t l u r e d from h i s stronghold by the wheedling argu
ments of h i s " o l d f r i e n d , " he h e s i t a t e s on the b r i n k and addresses 
t o Covetise three questions, whose i r o n y would not be missed by 
the audience, ending with a pointed echo of the E v i l Angel's 
e a r l i e r speech? 

CoueytyseS whedyr schuld I wende? 
what wey woldyst that I sulde holde? 

to what place woldyst thou me sende? 
I gynne to waxyn hory & colde; 
O O O O 0 o o © o o o 

my nose i s colde, & gynnyth to droppe; 
myn her waxit a l hore, 

( 2 4 8 0 - 9 2 ) 

C o v e t i s e 9 s quick r e t o r t , the i r o n i c opposite of the E v i l Angel's 
a d v i c e , would sound e q u a l l y p l a u s i b l e i f one d i d not know h i s 
true i n t e n t i o n : 

PetyrS thou hast the more0 nede 
to haue* sum good i n thyn age: 

( 2 4 9 3 - 4 ) 

He goes on to argue that * t h l purs schal be t h i best£e"3 frende" 
( l i n e 2522), f o r i f he I s r i c h a l l men w i l l b e f r i e n d and respect 
him, but I f he I s poor as w e l l as o l d , then he w i l l "euyl f a r e " 
( l i n e 2531), This i s the c l i n c h i n g argument, and Mankind leaves 
the C a s t l e and r e s o l v e s t o heap up r i c h e s , repeating i n h i s own 
person the r a t i o n a l i z a t i o n already provided: 
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i t i s good s when-so the wynde blowe, 
a man to haue sum-what of h i s owe, 

what happe so-euere be«tyde» 
(2542=4) 

Covetise encourages him with promises of help and f e l i c i t y s ano

ther aspect of the "seeming truth" of the Vice°s arguments, for 

such promises are always f u l f i l l e d i n a s t r i c t l y f a ctual senses 

Coveytyse, i t i s no sore 9 

he wyl thee feffen f u i of store e 

& alwey, alwey, sey more & more? 
& that schal be t h i songe<> 

(2710-13) 

The treachery of the promise soon becomes apparent when Covetise 6s 

master, the World, exults over the dying Mankind and t e l l s him 

that a l l the stored-up riches for which he has endangered h i s 

soul w i l l be inherited not by h i s family but by a strangers the 

World 9s "Boy," or " I wot neuere who" ( l i n e 2 9 8 1 ) , 

V a r i a t i o n s on t h i s pattern of the l o g i c a l and well-

sounding argument, the convenient r a t i o n a l i z a t i o n , and the equi

vocal promise are repeated time a f t e r time i n l a t e r moralities, 

although not a l l of these elements are present i n each play» We 

hear the f a m i l i a r r i n g of the unanswerable "seeming truth" i n 

the words of "Friendship" (Hypocrisy) to the hero of R. Wever's 

Lusty Juventus ( c B 1550)8 

Can you deny, but i t i s your Duty 
Vnto your elders to be obedient? 

sig» C 4 V 

When Juventus p a r t i a l l y capitulates by admitting that he i s 
bound to obey i n everything "honest and l a w f u l l , " Hypocrisy i n 
geniously turns the tables on him by moralizing on the lawlessness 

10 
of youths 
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Lawfull, quod ha, a foole foole 
Wilt thou set men to scoole 
when they be old? 
a o e o o o o 

Now euery boy wllbe a teacher 
The father a foole, and the childe a preacher 
This i s preaty geare. 
The foule presumptions of youth, 
wyll turne shortly to great ruthe, 
I feare. I feare, I feare, 

(sigo CC4V3 - D) 
The purpose of t h i s stratagem i s to divert Juventus from the 

Protestant "preaching" he was on h i s way to attend i n h i s new

found state of sober a u s t e r i t y , Juventus himself takes the next 

downward step, r a t i o n a l i z i n g that the sermon must by now be a l 

most over and he doe snot greatly care whether he goes or not, but 
11 

f o r what h i s companions might say. Again he i s no match f o r 

the Vice's ingenuity i n c i t i n g Scripture, Hypocrisy t e l l s him -

i n e f f e c t - that h i s companions should mind t h e i r own business, 

adding with superb Insolence that such a holier-than-thou attitude 

i s nothing but popish hypocrisy. 
What, are those felowes so curious 
That your se l f e you cannot excuse? 
O O O O O O O Q Q O O O 

Byd them plucke the beame out of there owne eye 
The olde popysh pr l e s t e s mocke and despyse 
And the ignoraunt people that beleue theyr lyes 
C a l l them papistes, h l p o c r l t e s , & cloyhes of the plough 
0 0 0 0 0 9 0 0 0 0 0 9 0 0 0 0 

Tushe tushe, 
- I could so beate the busshe, 
That a l l should be flusshe. 
That euer I did, 

( s i g , D - Dv) 
The v i c t i m i s now caught, and agrees to accompany h i s "old frie n d " 

and "tutor" to a tavern where he w i l l find merrier companions. 

The l i v e l y c o l l o q u i a l tone of Hypocrisy's speech through

out t h i s play might be compared with that of other rogues of 
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London l o w - l i f e such as the assorted vi c e s of Medwall's Nature, 

Polly In The World and the Child, or Envy and his cohorts i n 

Impatient Poverty. The s o c i a l implications of t h i s move toward 

concrete realism w i l l be discussed i n the next chapter. But 

l t might be noted here that the element of s o c i a l realism In 

Hypocrisy's arguments i s a long way from the pure allegory of 

The Castle of Perseverance, although Satan's Introductory speech 

proves that the theological purpose Is the same. 

In C a l l s t o and Mellbea (c. 1527), another play dealing 

with the corruption of youth, the vice figure also plays the 

ro l e of wise elderly "tutor" giving excellent moral advice to 
1 9 

wayward young people. The following speech of the bawd Celestlna, 

when she dissuades C a l l s t o ' s servant Parmeno from try i n g to Inter

fere In her plot against h i s master, resembles s t r i k i n g l y Hypoc

r i s y ' s pious s t r i c t u r e s on obedience to one's elders: 
Leue wantonnes of youth than shalt thou do well 
Polow the doctryne of thy Elders and counsell 
To whom thy parentes on whos sou l i s god haue mercy 
In payn of cursyng bad the be obedyent 

(523-6) 

In her subsequent temptation of Mellbea, Celestlna shows herself 

both a consummate "actor" In the role of fa l s e piety and perhaps 

the most Ingenious of a l l the "reasoning" Vices in the arguments 

by which she convinces Mellbea that "surrendering herself to 
13 

C a l l s t o would be Christian charity rather than sin , . . ." 

Her pious advice, when she f i r s t sets the stage by general ad

monitions to charity, r i v a l s that of Luc i f e r himself i n Its 

apparent excellence: 
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Knowistthou not by the devyne mouth gracyous 
That agaynst the i n f e r a a l l feend lucyfere 
we shuld not only l y f by bred here 
But by our good workys <> . » . 

(706-9) 
For folkes be not made fo r them s e l f onely 
For then they shuld l y f f lyke bestes a l l rudely 

(765-6) 
Like Hypocrisy, though even more clever as verbal equlvocator, 

Celestlna can c i t e Scripture with Ironic double meanings which 

the audience would not mlss 0 Polonius may well have had such 

an archetypal character In mind when he warns Ophelia against 

Hamlet's "unholy" vows. "Breathing l i k e s a n c t i f i e d and pious 

bawds./ The better to beguile. . . ." (1.111.130-1). 

The vices i n Lewis Wager's The L i f e and Repentance of  

Mary Magdalene (c. 1558). l i k e those of Lusty Juventus« play 

double ro l e s as corruptors of youth and destroyers of the Protes

tant f a i t h . The f i r s t purpose i s accomplished i n part by sophis

t i c a l argument r e c a l l i n g on the one hand Lucifer's claim that 

there can be no sin In enjoying l i f e , and on the other, numerous 

Renaissance poems on the theme of "carpe diem": 

Do you think® that i t i s not more than sadnesse 9 

The l u s t y and pleasant l i f e of a man*s youth 
Miserably to pass away i n study and sadnesse? o o O O O O 6 o © o o o © o 0 0 

Be ye mery, and put away a l l fantasies. 
One thyng i s t h i s , you shal neuer be yonger i n dede. 

(15^-9) 
Later, i n words suggesting Mankind's r a t i o n a l i z a t i o n that i t i s 

good f o r "a man to haue sum-what of h i s owe," I n f i d e l i t y argues 

that Mary has every right to use her worldly riches for her own 

enjoyment: 
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I t were decent, I saye, to vse the f r u i t i o n 
of suche r i c h e s s e as i s l e f t you here. 

You neuer heard i n any e r u d i t i o n 
But that one with h i s own should make good chere. 

(191-4) 

Again we hear the unanswerable l o g i c with which the e x t e r n a l 
power of e v i l - or the s e l f - d e c e i v i n g mind - r a t i o n a l i z e s the 
impulse t o s i n . The wisest or most " e r u d i t e * man would not deny 
the r i g h t t o spend one 0s own moneys, but the audience, already 
informed of I n f i d e l i t y ' s i n t e n t i o n t o damn Mary's soul by tempting 
her t o a h a r l o t * s l i f e , would not miss the moral s o p h i s t r y . 

The attempt to destroy Mary's f a i t h i s concentrated i n 
the scene where she i s v i s i t e d by Knowledge of S i n and c r i e s out 
a g a i n s t the i n j u s t i c e of the Law which without F a i t h cannot pro-

14 

mise s a l v a t i o n . Here, as the e d i t o r Of the play comments. 
I n f i d e l i t y ' s r o l e as " p l a u s i b l e rogue* and "Mephistophelian 
tempter" reaches i t s height "when he attempts to ensnare Mary's 
soul i n the r e a c t i o n of her d e s p a i r . . . ."^ He f i r s t encourages 
her d e s p a i r i n g outbursts "Well spoken! An i n i u s t God dO you 
esteme" ( l i n e 112?). With ingenious s o p h i s t r y , he then argues 
that since she i s c e r t a i n l y damned anyway, she might as w e l l 
make the best of i t s 

And make you mery i n t h i s worlde while you may; 
of one h e l l I would not haue you twayne to makes 

Be sure of a heauen while you d w e l l here; 
(1133-5) 

M e t a p h o r i c a l l y s w i t c h i n g back to the o l d e r s p i r i t of the Psycho
machia, he then d r i v e s away Knowledge of S i n with abuse and 
t h r e a t s of v i o l e n c e . But, i n a scene f o l l o w i n g the B i b l i c a l 
account, Mary I s rescued by the i n t e r v e n t i o n of C h r i s t who casts 
out the d e v i l s from her s o u l . 
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Although in t h i s play the s o p h i s t i c a l arguments of the 

Vice are highly developed 8 i t i s Interesting to note that Mary, 

a strongly Individualized protagonist, states some of t h e i r 
16 

r a t i o n a l i z a t i o n s In her own person. Hints of t h i s transference 

have been seen In Lusty Juventus and Mankind (see note 11 above), 

and even, b r i e f l y , In The Castle of Perseverance, But two pas

sages In Mary Magdalene go somewhat beyond these early suggestions. 

At one point Mary r e c i t e s a f l o r a l elaboration of I n f i d e l i t y ' s 

"carpe diem" argument which, though the style hardly approaches 

Herrick ' 8 , gives an amusing picture of r a t i o n a l i z a t i o n i n the 

form of poesys 
The pleasure of youth Is a thyng r i g h t f r a y l e , 
o o o o o o o o o o o o e o o o 
The swete v i o l e t s and l y l l e s flour!she not alway; 

The rose soone d r i e t h , and lasteth not a day, 
I see In other women by very experience, 

That the tyme of youth hath no long permanence, 
(694-9) 

Early in the play, she begs her "old family f r i e n d " I n f i d e l i t y 

f o r h i s advice and counsels 

You see that I am yong and can l i t t l e s k i l l 
To prouide for myne own honor and v t i l l t i e , 

Wherfore I pray you i n a l l thyngs counsell to haue, 
After what sort I may leade a pleasant l i f e here? 

(140-3) 

The words, l i k e many of the arguments of the v i c e s , sound harm

l e s s enough. But l a t e r , i n the t r a d i t i o n a l conspiracy scene, 

the vice Pride takes the name of Honors Cupidity becomes U t i l i t y ; 

Carnal Concupiscence becomes Pleasure; and I n f i d e l i t y , who states 

that he Is ". . , sometime c a l l e d counsel, and sometime Prudence" 

( l i n e 394), takes the l a t t e r name to deceive Mary, It would 
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seem that the playwright, by c a r e f u l l y using a l l four euphemisms 

In Mary's e a r l i e r speech, means to underline the process of 

self-deception,, Although t h i s fusion of allegory and realism 

Is somewhat labored, the mark of autonomy shows that the morality 

play protagonist has taken a long step from the "moral void" of 

Mankind. 

Later plays a l s o r e f l e c t the move toward Indi v i d u a l i z a 

t i o n , although perhaps only Mary comes as close to being a three-

dimensional human character. The Vice's technique as plausible 

"reasoner" remains, but instead of tempting h i s v i c t i m from a 

state of innocence, he aids and abets a man already s i n f u l l y In

clined by arguing away h i s fears or scruples, s t i f f e n i n g h i s 

courage, or by equivocal promises of help and immunity. 

The Vice 1 1 1 Report i n Thomas Garter's Virtuous and Godly 

Susanna (c, I569) encourages the judges by arguing that t h e i r 

grave demeanor w i l l shield them from public shame, and he duly 

performs h i s promise of spreading a slanderous report against 

Susanna's v i r t u e . But h i s intent a l l along has been to "Teach 

them a way themselues to confounde" ( l i n e 2 7 2 ) and In the t r i a l 

scene h i s treachery i s f u l l y revealed. As Spivack comments, 

the Judges and not Susanna are h i s r e a l victims, "When they are 

condemned he Jeers at them, and when they are stoned he Is the 
1 7 

most vigorous of t h e i r executioners," ' The Jeering takes on a 

note of human realism as 1 1 1 Report and Voluptas exchange v i t u 

perations and the l a t t e r attempts to r a t i o n a l i z e h i s crime by 

claiming a n g r i l y that ", , , thou a r t as i l l as I " ( l i n e 1 1 4 4 ) , 
1 1 1 Report then draws him further Into the t *ap of h i s own 

sophistry: 
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111 Rep, I am an honest man, proue i t he that can, I 
w i l l not be ludged by thee. 

V o l , No God s h a l l iudge thee, 
111 Rep, What haste thou learned that Lesson now? 

Had you learned i t sooner, i t had bene better 
fo r you, 

(1W-50) 
The judges, who l i k e Shylock exploit the l e t t e r of the law f o r 

t h e i r own s e l f i s h ends, are caught i n t h e i r own snare, Murray 

Roston suggests that Shakespeare 9s audience, f a m i l i a r with t h i s 

and other Susanna plays of the period, would i n s t a n t l y recognize 

the Old Testament p a r a l l e l to Shylock 0s s i t u a t i o n and I t s dramatic 
, 18 irony. 

In another play dealing with the theme of corrupt j u s t i c e , 

the Vice Haphazard of "R, B,°s* Applus and V i r g i n i a (c, 1564) 

encourages and abets the Judge Applus In a s i m i l a r p l o t of seduc

ti o n to be cloaked under the "appearance* of l e g a l j u s t i f i c a t i o n . 

A f t e r Haphazard has proposed the l e g a l f i c t i o n whereby V i r g i n i a 

w i l l be taken from her father on the pretense that she was stolen 

as a c h i l d , a curious scene follows suggesting a clumsy but i n -

i n t e r e s t i n g move toward i n t e r n a l i z a t i o n of the debate of conscience, 

with the Vice providing the r a t i o n a l i z i n g argument on the other 

side. As the stage d i r e c t i o n indicates, Applus apparently turns 

away from the audience and the two figures of Conscience and 

Jus t i c e "come out of him" ( s i g , C), perhaps from behind h i s 

spread-out cloak as he faces the e x i t . He then laments h i s 
19 

mental c o n f l i c t s 

But out I am wounded, how am I deuided? 
Two states of my l i f e , from me are now glided, 
Por Consience he pricketh me contempned, 
And l u s t i c e s a i t h , Iudgement wold haue me condemneds 
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And b o t h I n one s o d d e n me t h i n k e s t h e y do c r i e , 
T h a t f l e r e t e r n a l l , my s o u l e s h a l l destroy„ 

( s i g . C) • 

H a p h a z a r d , h o w e v e r , s p e a k s w i t h t h e v o i c e o f " r e a s o n " a s he 

a r g u e s t h a t s i n c e C o n s c i e n c e i s h a r d - h e a r t e d and J u s t i c e h a s b e e n 

c o r r u p t e d by b r i b e s , t h e y a r e n o t w o r t h c o n s i d e r i n g ? 

Why t h e s e a r e b u t t h o u g h t s man! why f i e f o r shame f i e 
F o r C o n s c i e n c e was c a r e l e s s e , and s a y l l n g by s e a s , 
Was drowned I n a b a s k e t and had a d i s e a s e , 
S o r e mooued f o r p i t y e , when he w o u l d g r a u n t n o n e , 
F o r b e y n g h a r d h a r t e d , was t u r n e d t o a s t o n e s 
o o o o o o o o o o o o o o o o 
And I u d g e m e n t i u d g e I u s t i c e t o haue a r e w a r d , 
F o r i u d g l n g s t i l l i u s t l y , b u t a l l i s now marde, 
F o r g i f t e s t h e y a r e g e u e n , wher Iu d g e m e n t i s n o n e , 
Thus I u d g e m e n t and I u s t i c e a wronge way h a t h gones 

( s i g . C) 

The f i r s t p a r t o f t h i s s p e e c h , w i t h i t s p r o v e r b i a l r e f e r e n c e t o 

t h e d r o w n i n g o f C o n s c i e n c e , r e p r e s e n t s a l a t e a n d c r u d e v e r s i o n 

o f t h e p l o t o f s l a n d e r a g a i n s t t h e v i r t u o u s c o u n s e l o r ? b u t t h e 

l e g a l q u i b b l e o f t h e s e c o n d p a r t I s more i n t e r e s t i n g i n r e l a t i o n 

t o t h e p l a y ' s e n d i n g . The c o r r u p t j u d g e A p p i u s h a s b e e n a r g u e d 

i n t o t h e s o p h i s t i c a l e q u a t i o n o f m o r a l w i t h s t r i c t l y l e g a l j u s t i c e , 

i m p l i e d I n H a p h a z a r d ' s c l a i m t h a t s i n c e c o u r t s h a v e b e e n c o r r u p t e d , 

a l l j u s t i c e i s i n v a l i d a t e d . B u t , l i k e S h y l o c k a n d l i k e t h e j u d g e s 

o f S u s a n n a o he i s c a u g h t i n h i s own t r a p s ' and when he c a l l s on 

J u s t i c e and Reward t o e x e c u t e s e n t e n c e on V l r g i n i u s , t h e s e a l l e 

g o r i c a l n e m e s i s f i g u r e s p r o m p t l y e n t e r ( " l i k e t h e c a t a s t r o p h e o f 

t h e o l d comedy") a n d i n f o r m h i m t h a t he w i l l i n d e e d r e c e i v e h i s 

" r e w a r d , " w h i c h w i l l be d e a t h . 

Two o f t h e p a i r s - ; o f s i n n e r s i n U l p i a n F u l w e l l ' s L i k e W i l l  

t o L i k e ( c . I568) a r e a l s o d r a w n on and t h e n t r a p p e d by a f o r m 

o f e q u i v o c a t i o n ' w h i c h h e r e d e s c e n d s t o a somewhat l a b o r e d p u n n i n g 
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l e v e l . The ubiquitous Nlchol Newfangle encourages Tom Tosspot 

and Ralph Roister In the v i c e s which t h e i r names describe by 

promising them the inheritance "by my fathers w l l " of a "pece 

of ground" called "beggers maner" ( s i g , B4), To the more serious 

criminals Pierce Pickpurse and Cuthbert Cutpurse, he also pro

mises f i n a n c i a l Immunity In the form of an Inheritance " c a l l e d 

the land of the two legged mare" £slg, C^], a colloquialism f o r 

the gallows which would deceive only the most determined g u l l . 

But despite the crudity of such t r i c k s , the repeated insistence 

on t h i s verbal equivocation which runs throughout the play i s an 

i n t e r e s t i n g , i f extreme, example of what M, C« Bradbrook describes 

as ", , , the great stress which Elizabethans l a i d on the sense 

rather than the intention of words, so that equivocations could 

be a serious matter. Very often the whole plot of a play turns 
20 

on a verbal quibble , , , ," Macbeth Is the most obvious 

example which comes to mind of a major drama in which the powers 

of e v i l entrap the hero by equivocally worded promises of immunity. 

But even In Pulwell's play, equivocations turn out In the end to 

be a "serious matter," f o r Tom and Ralph are reduced to beggary 

and highway robbery, while Pierce and Cuthbert are betrayed to 

the hangman by Nlchol himself. 

The a c t i v i t i e s of the Vice i n encouraging h i s victim i n 

volves i n two plays a verbal ambiguity concerning the word 

"courage" I t s e l f , The Vices of John Pikering's Horestes (c, 1567) 

and George Wapull's The Tide Tarrleth No Man (c. 1576) both are 

named Courage (although the former at the end reveals h i s true 

name as Revenge): a fact which has led some c r i t i c s to conclude 
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that the Vice i s not always an e n t i r e l y e v i l figure,, But 

such an in t e r p r e t a t i o n , as Spivack points out, ignores an older 

meaning of the word a Besides i t s modern connotations, the term 

can a l s o suggest "the blind w i l l and appetitive energy governing 

the l i v e s of animals , , , the equivalent of l i m i t l e s s s e l f -

indulgences I t i s s i n f u l and destructive, reducing human l i f e 
2 2 

to b l i n d desire and brutish passion," The Vice of Wapull's 

play makes e x p l i c i t the equivocal nature of the word and i t s e v i l 

secondary meanings 
For as i n the Bee, 
For eertayne we see, 
Sweete honey and stings 
So I in my mind, 
The better to b l i n d , 
Two corages bring*, 
o o a o o a a 
Euen so some while, 
To c o l l o u r my g u i l e . 
Do geue corage to goods 
For I by that meane. 
W i l l eonuey very eleane, 
And not be vnderstood, 

(sigo A3) 

This verbal equivocation l i e s behind the V i c e 0 8 sophistry i n 

both p l a y s 9 although the argument i s often reduced to the l e v e l 

of the proverb stated in Wapull's t i t l e , i t s e l f a v a r i a t i o n of 

the f a m i l i a r "carpe diem" argument. As Pikerlng's Courage 

puts i t s 

F a u l l to i t then and slacke no time, f o r tyoe once past away, 
Doth cause repentence, but to l a t e to com old foulkes do aay G 

When stede i s stolen, to l a t e i t i s to shyt the stable dore, 
Take time I say, while time doth glue a leasure good therfore, 

( s i g , B) 

Wapull*s Vice, arguing away the merchant Greediness* attack of 

conscience, blends h i s proverbial axioms with a more ingeniously 
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sophisticated argument r e c a l l i n g the archetypal inducement to 

worldly avarice f i r s t seen i n The iCastle of Perseverancex 

Why d o l t i s h patch, arte thou so vnwise, 
To quayle for the saying of suche a knaue, 
Thou knowest a l l the world w i l l thee despyse, 
And a begging thou mayst goe, i f that naught thou haue. 
O O O . O O O O O O O O O O O O O O 0 0 

Remember thy house, and thy wife that peate, 
Must s t i l l be kept i n t h e i r costly kindes 
Therfore take the time, while the time doth serue, 
Tyde taryeth no man, t h i s thou doste known 

I f thy goods decay, then mayst thou sterue, 
So dooing thou seekest thine own ouerthrow, 

( s i g o B3) 

The spate of homely proverbial wisdom with which these Vices mask 

t h e i r deadly arguments may seem crude on the printed page, but 

the psychological appeal i s a shrewd one. lago, a subtler master 

of such techniques, continually laces M s arguments with proverbss 

a habit of speech which has been documented by Joseph McCuilsn i n 

an a r t i c l e which (though i t does not mention the morality plays) 

i s s i g n i f i c a n t l y t i t l e d , "lago's Use of Proverbs for Persuasion. 8? 

The deadliness of the appeal to Greediness i n Wapull's play soon 

becomes apparent. Though stiffened i n hi s resolve to heap up 

riches, he i s at once unable to repent and unable to forget the 

words of the unnamed street preacher who had f i r s t pricked h i s 

conscience; and Courage l a t e r reports that he has at l a s t hanged 

himself in despair. 

Among a l l the Tudor morality plays, W. Wager's Enough Is 

as Good as a Feast (c. I56O) i s perhaps the most dramatically 

powerful i n i t s treatment of the temptation to worldly avarice 
24 

and i t s b i t t e r consequences. The fact that t h i s play contains 

many s t r i k i n g p a r a l l e l s with The Castle of Perseverance suggests 
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the archetypal nature of the theme? but the equally striking 
differences show the long step that has been taken toward the 
concrete tragedy of the individual» The play opens with the 
Worldly Man himself, no longer a "moral void" but fu l l y formed 
in his worldly ambition and determined to rationalize or Justify 
It„ Using Ramsay's definition of the seven stages in the most 
fu l l y developed morality play structure, one might say that here 
the two i n i t i a l stages of innocence and f i r s t temptation are 
cut off, and the mankind hero i s presented in the midst of his 
f i r s t downfall. 2 5 

He begins in a mood of defiances 

Indeed I haue riches and money at my pleasure, 
Yea, and I wil haue more in spight of them a l l . 

(sig. A3) 

Or, as the vice Covetise had urgeds "A alwey, alwey, sey more 
& more?" (line 2712). 

A common saying better i s enuy then rueth, 
I had rather they should spite then pitty mes 
0 0 0 0 0 0 0 0 0 0 0 0 9 . 0 0 

I wis I am not of the mlnde as some men are, 
Which look for no more then wll serue necessities 
No against a day to come I doo prepare. 
That when age commeth I may Hue merily. 

(sig. A3 - A 3 V ) 

Covetise, too, had urged that man has the right to "sum good" in 
his old age (line 2494). Also of interest in relation to the 
plays previously discussed i s the sophistical use of proverbial 

26 
expression as a means of Justifying e v i l . 

Oh saith one inough i s as good as a feast, 
Yea, but who can t e l what his end shalbe? 

(sig. A3 V) 
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T c Craik coaaaents on the Irony inherent In the fact that 

the speaker Is thinking only of h i s material end, not of h i s 

s p i r i t u a l s a l v a t i o n . 2 ? This comment might equally apply to the 

i r o n i c questions of Mankind ("to what place woldystthou me 

sende?" - l i n e 2482)5 for he too at t h i s point i s not thinking 

of h i s s p i r i t u a l end. 

As by mine own Father an example I may take, 
He was belooued of a l l men and kept a good house: 
Whilst riches lasted, but when that did slake, 
There was no man that did set by him a Louse, 

And so at such time as he from the world went, 
I mene when he dyed he was not worth a grote: 
And they that a l l h i s substance had spent, 
For the value of x i j , pence would haue cut h i s throte, 

( s i g , A 3 V ) 

Again, one r e c a l l s Covetise*s argument that a r i c h man Is befriended 

and respected while one who Is poor and old comes to a wretched 

end. But now the s o p h i s t i c a l argument i s directed to a f a r more 

concrete s o c i a l s i t u a t i o n , Craik comments on the dramatic ef

fectiveness of t h i s speech and Its s o c i a l references 

When the Worldly Man replaces the Prologue, h i s speech i s f u l l 
of l i f e and energy, stuffed with the proverbs of worldly wisdom 
. . . , But the audience i s invited to see that h i s l o g i c i s 
f a l s e . The p o s s i b i l i t y that others may treat us s e l f i s h l y does 
not j u s t i f y our selfishness as a precaution, Covetousness i s not 
the only a l t e r n a t i v e to waste. There Is also the suggestion , , . 
that the Worldly Man's father did not practice true h o s p i t a l i t y 
but *kept a good house" f o r r e v e l l e r s who spent h i s substance. 
Attention i s drawn to these f a l s e arguments by the obvious greed 
of the f i r s t quatrain , . , , 2 g 

Assisted by the admonitions of h i s virtuous counterpart 

the Heavenly Man and the good counselor Enough, the Worldly Man 

then moves into the stage corresponding to Mankind's f i r s t re

pentance, followed by h i s second temptation and downfall. The 
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temptation scene, part of which has been discussed i n the previous 
29 

chapter, presents the v i c e s 9 "sweet reasonableness" at the 

height of plausible ingenuity. "Policy" (Covetous) smothers 

Enough's blunt and uncompromising objections with the l o g i c -

chopping arguments 
Inough i s not inough without vs twos 
Por hauing not vs, what can Inough doo? 
Inough i s maintained by wisdome and policys 
Which i s contained of a redy wit nat u r a l l y , 

( s i g , D2 V - D 3 ) 

Taking up h i s cue B "Ready Wit" (Precipitation) adds that i f he 

Is r i c h 8 he can help h i s "poor Breethem." The Worldly Man 

eagerly accepts t h i s ingenious sophistry: 

Your words are euen as true as the Gospels 
As one named Reason of l a t e to me did t e l . 
You may be more heauenly saith he hauing richess 
o o o o o o o o o o o o o o o o o 
Inough I haue for my s e l f I cannot say nays 
But I would I had more to succour the needy alway. 

( s i g , D3) 

Here Wager i s In part p r a c t i c i n g dramatic economy, for the audi

ence has already been informed that the vice Inconsideratlon, 

who does not appear In t h i s scene, has taken the fal s e name of 

"Reason" and gone ahead of the others to pave t h e i r way ( s i g , 

C v - C2). But, r e c a l l i n g Pope Gregory's warning that "The f i r s t 

v i c e s force themselves into the deluded mind as i f under a kind 

of reason," t h i s seems l i k e a nice a l l e g o r i c a l point. 

Enough then brusquely warns the hero that he speaks 

" , , , from a worldly l u s t which dooth you blinde" ( s i g . D3)» 

But Covetous again smothers him with "sweet reasonableness" and 

goes on to c i t e Scripture to such good e f f e c t that Enough r e t i r e s , 

defeateds 
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He sayes wel by Lady, yea and l i k e an honest man. 
But yet S i r , riches to be good, wel prooue I can. 
Por euery man Is not called a f t e r one sortes 
But some are called to prophecy, some to preach & exhorte. 
And he by that meanes Heauen loyes to wins 
But euery man knoweth not that way to walke In. 
Therfore euery man (as h i s vocation i s ) must walkes 
I am sure that against t h i s you wll not talke. 

( s i g . D3 - D 3 V ) 

In the f i n a l l i n e , we hear again the undeniable "seeming truth" 

with which the Vice so often a s s a i l s h i s victims. Craik notes 

the "superb insolence" of t h i s argument, together with the 

generally "comic and s i n i s t e r " tone and the s k i l l f u l l y maintained 

dramatic tension and irony of t h i s scene.3° 

The retreat or banishment of the virtuous counselor Is of 

course the a l l e g o r i c a l sign of the hero's downfall. Covetous, 

h i s v i c t o r y won, launches into a long glowing speech on a l l the 

marvels that can be accomplished by "policy" and promises that 

If the Worldly Man w i l l be ruled by him, he w i l l show him "A 

thousand, thousand, thousand waies . . • . " o f heaping up riches 

[ s i g . DifQ, again echoing Covetise's promise of "more & more." 

The Worldly Man e n t h u s i a s t i c a l l y assents and confirms h i s own 

downfall i n words i r o n i c a l l y echoing the reference to "Heauen 

loyes" i n Covetous 9 e a r l i e r speechs "The best heauen i s me 

thinks r i c h f o r to be" [ s i g . D 4 VJ. 

Both promises of Vice prove equally treacherous. The 

Worldly Man also t r i e s v a i n l y on h i s deathbed to w i l l h i s goods 

to h i s own family and to escape the warning of God's Plague 

that "straungers" s h a l l i n h e r i t "that, whiche by frawd thou hast 

gots" ( s i g . P v ) . But unlike Mankind, he i s cut o f f in the stage 

of h i s second downfall. He dies s t i l l deluded and unrepentant, 
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unable even to pronounce the name of God In the attempt to 
dictate his w i l l , s t i l l less to c a l l for mercy* 

I*1 Macbeth« Shakespeare's supreme play on the theme of 
worldly ambition, the crown replaces worldly goods and the equi
vocating witches replace the morality vices. But whether the 
witches are meant to represent the external forces of e v i l or 
the Impulses within Macbeth's own soul,-' their mode of operation 
i s within the morality play context of the treacherous promise, 
Macbeth, like Mankind, comes to the bitter realization that the 
object of his ambition for which he has endangered his soul w i l l 
be inherited by a stranger, although at this point in the play 
his deluded mind (like that of the Worldly Man) s t i l l seeks a 
means of escape: 

, , , and mine eternal jewel 
Given to the common enemy of man, 
To make them kings, the seed of Banquo kingsl 
Rather than so, come fate into the l i s t , 
And champion me to the utterance, 

(111,1,68-72) 
Banquo himself, playing the role of virtuous counselor, has warned 
against the treachery of the "seeming truth": 

And oftentimes, to win us to our harm, 
The instruments of darkness t e l l us truths. 
Win us with honest t r i f l e s , to betray 's 
In deepest consequence, 

(1,111,123-6) 
But Macbeth, in his deluded state, refuses to accept the warning 
and in his rationalizing aside speech gullibly insists on the 
"truth" of the witches' prophecies (I,111,127-33)« Only after 
their f u l l treachery has been forced upon him does he realize 
how he has been deceived: 
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I p u l l i n resolutions and begin 
To doubt the equivocation of the fiend 
That l i e s l i k e truth , , , , 

(V»v,42-*0 

And be these juggling fiends no more believed B 

That p a l t e r with us i n a double sense; 
That keep the word of promise to our ear. 
And break i t to our hope, 

(V,viii,19-22) 
Hardin Craig notes the obvious connection of these two speeches 

with the morality t r a d i t i o n , commenting that Macbeth 

, , , was tempted by the thin delusions of the d e v i l , who had 
nothing to o f f e r but f l a t t e r y and temptation bolstered up by a 
s l i g h t and valueless framework of f a c t , , , , When the d i a b o l i c a l 
assurances of the impregnability of h i s castle and of h i s own 
i n v u l n e r a b i l i t y break down before him, he a r r i v e s at a d e f i n i t i o n 
of e v i l p e r f e c t l y i n accord with what the morality play had to 
teach , , o o ^2 

Craig's reference to a "framework of f a c t " may be applied 

to the methods of the "reasoning" Vice, whether as tempter of 

innocent Mankind or as encourager of mankind's more specialized 

e v i l types. Hypocrisy's "Can you deny , , , ."5 I n f i d e l i t y ' s 

"You neuer heard i n any erudition , , , ,"; Covetous' "I am sure 

that against t h i s you w i l not talke": these arguments are based 

on i r r e f u t a b l e fact i f taken i n t h e i r l o g i c a l context. Their 

victims cannot "deny" i t , any more than Othello can deny that 

Desdemona has deceived her father, or Macbeth can deny that the 

witches have, i n a s t r i c t l y l e g a l and l o g i c a l sense, f u l f i l l e d 

t h e i r promises. The argument based on "seeming truth* may take 

many forms; some proverbial, some highly ingenious, some f a l l i n g 

to & l e v e l cfcrude puns, but always involving the substitution 

of an appearance of truth for i t s r®lity. 
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1 
Gregory the Great, Morals on the Book of Job (Oxford, 

1844-50), III, 491. Cited in Spivack, p, 155, 
2 

F, J , Fumivall and Alfred W. Pollard, eds,, The Macro 
Plays, Early English Text Society (London, 1904), Intro, £by 
Alfred W, PollardJ, pp, xx-xxi, 

3 
•'Hardin Craig, English Religious Drama of the Middle Apes 

(Oxford, 1955)9 P» 3 5 0 , who cites W, K, Smart, Some English and  
Latin Sources and Parallels for the Morality of wisdom (Menasha, 
Wise., 1912)| David M, Bevington, "Political Satire In the Morality 
Wisdom Who Is Christ," Renaissance Papers 1963 (Durham, N,C, , 
1964), pp, 4 l - 5 1 , 

4 . In Shakespeare 400s Essays by American Scholars on the 
Anniversary oflthe Poet's Bir^h", ed,' James G, Mc Mana way (New York, 
1964), p, 21, " ™ . 

^Ibld,, p, 17* 

Shakespeare and the Reason (London, 1964), pp, 24-5, The 
philosophical background of this argument Is expanded In Chapter 
1, "Reason and Intuitions Appearance and Reality" (pp, 1-38), 
Although the theory of a higher and lower "reason" has its roots 
in Medieval (and even Classical) thought, radical changes in the 
scientific outlook during the sixteenth century destroyed the 
Medieval idea of a balanced and harmonious hierarchy between these 
two facult ies© Hawkes cites passages from the works of such con
servative thinkers as Hooker, Fulke Greville, and Sir John Davles 
to the effect that the "reason" or lower faculty of logic depends 
only on the senses and is not therefore to be trusted exclusively, 
"The reason can only know an appearance of reality; i t must in
evitably be deceived because its angelic and intuitive ' l ight 9 

is obscured by the earth , , , ," (pp, 27=8), 
The word "reason" (like the word "nature") was of course 

susceptible to many shades of meaning during the Renaissance, and 
not a l l these meanings were mutually consistent. One should note 
the role of Reason as a good counselor in Madwali's Nature; here 
the word was probably used in Its "higher" sense, with additional 
humanist connotations of man's capacity to advance himself by 
knowledge. But In general, the conservative view of logic as 
deceptive and ultimately diabolical would seem to form the philo
sophical core of the morality playwrights' treatment of the Vice 
as tempter. 

?The Growth and Structure of Elizabethan Comedy (London, 
1961), p, l o . — — - - — • 

a 
Spivack (p. 305) contrasts the "moral void" of mankind in 

the early moralities with the human figures in the plays of the 
last quarter of the sixteenth century representing the decline of 
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t h e P s y c h o m a c h l a i n i t s p u r e a l l e g o r i c a l form,, The l a t e r h e r o e s 
e n t e r on s t a g e ^ w i t h t h e i r m o r a l n a t u r e s a l r e a d y i n s i d e t h e m, 
w i t h s o u l s c o m m i t t e d t o good o r i l l f r o m t h e s t a r t - a s I n d i v i d 
u a l i z e d , a l t h o u g h e l e m e n t a r y , human p o r t r a i t s . o . . The e f f e c t 
o f t h i s t r e n d t o w a r d c o n c r e t e n e s s i s t o d i s o r g a n i z e t h e o r i g i n a l 
m e t a p h o r a n d t o d i s p o s s e s s t h e p e r s o n i f i c a t i o n s o f v i c e a n d 
v i r t u e f r o m t h e i r o r i g i n a l f u n c t i o n . " 

T h i s i n c r e a s i n g c o n c r e t e n e s s o f t h e m a n k i n d h e r o , w h i c h 
S p l v a c k t r a c e s i n some d e t a i l ( s e e e s p e c i a l l y pp„ 92-4, 207-8, 
227-35e 304-7) must i n e v i t a b l y a f f e c t t h e n a t u r e o f t h e t e m p t a 
t i o n s o f f e r e d b y t h e V i c e , t o be d i s c u s s e d i n t h e p r e s e n t chapter« 

Q 
'The a l l e g o r i c a l i m p o r t a n c e o f C o v e t i s e I s s t r o n g l y s u g g e s t e d 

I n t h e s t a g i n g d i a g r a m a t t a c h e d t o t h e m a n u s c r i p t ? , S c a f f o l d s a r e 
p l a c e d a t t h e f o u r p o i n t s o f t h e compass f o r God, t h e W o r l d , t h e 
F l e s h , a n d t h e D e v i l , w i t h a n e x t r a s c a f f o l d p l a c e d i n t h e n o r t h 
e a s t f o r C o v e t i s e , e v e n t h o u g h t h i s b r e a k s up t h e s y m m e t r i c a l 
a r r a n g e m e n t ! 

S p l v a c k ( p , 143) comments on t h i s v i s u a l a l l e g o r i c a l l e s s o n 
a s a n e a r l y e x a m p l e o f t h e h a b i t , b e c o m i n g c o n v e n t i o n a l i n l a t e r 
p l a y s , o f r e p r e s e n t i n g a p a r t i c u l a r V i c e a s t h e m e t a p h o r i c a l 
" r o o t o f a l l e v i l * f r o m w h i c h a l l o t h e r s u b o r d i n a t e v i c e s s p r i n g . 

^ H y p o c r i s y ' s i n j u n c t i o n i s i n p a r t r e l a t e d t o t h e p l a y ' s 
a n t i - C a t h o l i c a r g u m e n t a n d t h e f a c t t h a t t h e "New G o s p e l l e r s " o f 
t h i s p e r i o d w e r e m a i n l y y o u n g p e o p l e . S a t a n i n h i s i n t r o d u c t o r y 
m o n o l o g u e h a s a l r e a d y c o m p l a i n e d t h a t s 

t h e o l d e p e o p l e w o u l d b e l e u e s t i l In,my l a w e s 
B u t t h e y o n g e r s o r t l e a d e them a c o n t r a r y way 
t h e y wy.l n o t b e l e u e t h e y p l a i n l y s a y , 
I n o l d e t r a d i t i o n s . . . . 

( s i g . B 3 V ) 

^ T h e h e r o o f M a n k i n d ( c 0 1465-1470), u n d e r t h e i n v i s i b l e 
p r o m p t i n g s o f T i t i v i i i u s " , " " r e a s o n s " w i t h h i m s e l f i n t h e same 
a m u s i n g l y i n g e n i o u s f a s h i o n when he f i r s t d e c i d e s he w i l l n o t 
b o t h e r t o go t o t h e k i r k f o r e v e n s o n g ("Thys p l a c e I a s s y n g e a s 
f o r my k y r k e ; " - l i n e 545), t h e n r a t i o n a l i z e s t h a t t h e s e r v i c e 
must be a l m o s t o v e r and a n y w a y , " I am y r k e o f y t s y t y s t o l o n g e , 
be on m y l e " ( l i n e 575)I he I s w e a r y , h i s h e a d I s h e a v y , a n d he 
w i l l I n s t e a d s l e e p f o r a w h i l e . 

1 2 T h l s p l a y i s a p a r t i a l a d a p t a t i o n o f t h e S p a n i s h n o v e l 
The C e l e s t i n a f l a t t r i b u t e d t o F e r n a n d o de R o j a s , a n d i s c l a s s i f i e d 
b y A l f r e d H a r b a g e a s a " r o m a n t i c I n t e r l u d e " ( A n n a l s o f E n g l i s h 
Drama ?7$«*17mQO» 2nd e d . , r e v . by S. Schoenbaum, London,' 1964, 
p~o 22). F r e d e r i c k B o a s t y p i f i e s t h e s t a n d a r d c r i t i c a l v i e w o f 
t h e p l a y when he d e s c r i b e s i t a s c o m i n g c l o s e t o b e i n g " t h e f i r s t 
r o m a n t i c l o v e - t r a g e d y " i n E n g l i s h d r a ma were i t n o t s p o i l e d by 
i t s " r e a c t i o n a r y " m o r a l i s t i c e n d i n g ( " E a r l y E n g l i s h Comedy," i n 
The C a m b r i d g e H i s t o r y o f E n g l i s h L i t e r a t u r e , e d . A. W. Ward a n d 
A. R. W a l l e r , C a m b r i d g e , 1907-16 £19643, vT 99-100). 
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But t h e play seems even more int e r e s t i n g i f seen as the f i r s t , 
and one of the most s k i l l f u l examples of the Psychomachia plot 
grafted onto a l i t e r a l story. C a l l s t o and Melibea may be des
cribed as the divided mankind-herOo Melibea's father, who averts 
her downfall with the convenient prophetic dream which has so 
disturbed the c r i t i c s , plays the r o l e of virtuous counselor, as 
does C a l l s t o ' s servant Parmeno (though the l a t t e r i s more con
cerned for h i s master's purse than h i s morals). The parasite 
Sempronlo acts as subordinate vice i n h i s plo t with Celestina 
to rook C a l l s t o of h i s money. 

Celestina herself has many tailor-made aspects of the Vice 
as outlined by Spivack, although Spivack does not discuss t h i s 
play. She i s the central i n t r i g u e r and star "actor" who boasts 
of her cleverness and explains her deceptions to the audience. 
Another point of kinship with the Vice i s her constant use of 
proverbial expressions to support her "reasonable" arguments. 
B, J . Whiting, Proverbs in the E a r l i e r English Drama (Cambridge, 
Mass., 1 9 3 8 ) , pp. 65-6, notes that i n the morality plays proverbs 
are found "most commonly i n the speeches of the e v i l and comic 
characters. The V i r t u e s often get a f a i r share of the senten
tious remarks, but seldom many of the proverbs and proverbial 
sayings," The use of proverbs "may well be said to form a 
characterizing feature of the chief Vice," 

The V i c e 0 8 use of homely proverbs, frequently of B i b l i c a l 
o r i g i n , Is thus i n i t s e l f a l i t e r a l enactment of the proverbial 
remark, quoted above, that "The Devil can c i t e Scripture, 1? 

13Edmund H, Creeth, "Moral and Tragic Recognitions The 
Uniqueness of Othello, Macbeth, and King Lear," Papers Michigan 
Acad. S c i , . Arts and Le t t e r s . XLV ( I 9 6 0 ) , 384, Creeth a l s o 
discusses Celestina i n the category of morality-play tempter 
(pp. 3 8 2 - 4 )o 

^ T h i s a l l e g o r i c a l point i s connected with Wager's Lutheran 
d o c t r i n a l argument concerning salvation by f a i t h alone 8 

"^Frederic ives Carpenter, edo , The L i f e and Repentaunce  
of Marie Magdalene by Lewis Wager (Chicago, 1 9 0 2 ) , Intro,, p« xiv, 

"^Two c r i t i c s have commented on the l i v e l y dramatic charac
t e r i z a t i o n and strong i n d i v i d u a l i t y of Marys Carpenter, op, c i t , , 
pp. x i l l , x x l i i ? and Charles M. Gayley, Plays of Our Forefathers 
(New York, 1 9 0 ? ) , p. 309. 

1 7 p . 267. 

1 8"Shakespeare and the B i b l i c a l Drama," Iowa English Yearbook, 
IX ( 1 9 6 4 ) , 39. 

^ A s Spivack points out (p, 27D 9 t h i s scene suggests that 
"such moral symbolism Is becoming self-conscious and i n h i b i t e d , " 
But Applus* speech, "In a cruder s t y l e , might be Angelo or Macbeth 
speaking, or Richard III debating with his conscience on the 
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night before Boswortho We have arr i v e d , in short, at the E l i = 
zabethan soliloquy. The "Holy War9 externalized by the morality 
convention i s now being restored to sub j e c t i v i t y as the divided 
voice within the heart of ind i v i d u a l men," 

The externalized debate of conscience with i t s r a t i o n a l i z i n g 
argument survives i n Sidney's sonnet, "A s t r i f e i s grown between 
Virt u e and Love," with i t s strong suggestion of the Psychomachla 
c o n f l i c t and the speaker's s o p h i s t i c a l separation of body and soul, 

20 Themes & Conventions of Elizabethan Tragedy (Cambridge, 
1935 p .9603) , p. 60, In her chapter on "Elizabethan Habits of 
Reading, Writing and Listening" (pp. 75-96), Bradbrook further 
discusses the importance of words, argumentation, and verbal 
quibbles during the sixteenth century when the English language 
was i n a f l u i d state of expansion and development. "Words had 
powerful secondary and t e r t i a r y meanings, which encouraged not 
only the grosser kinds of ambiguity and pun, but the f i n e r sorts 
which are c h a r a c t e r i s t i c of great poetry" (p. 83), 

21 
Eo K. Chambers, The Mediaeval Stage (Oxford, 1903), I I , 204, 

c i t e s the name of Courage in both plays to prove that the Vice 
does not i n v a r i a b l y play a "bad part." Wlllard Farnham, The 
Medieval Heritage of Elizabethan Tragedy (Berkeley. C a l i f . , 
1936), p. 244, Interprets the Vice of Wapull's play as I n c i t i n g 
man not only to e v i l , but to "courage which Is t r u l y noble." 
C. F. Tucker Brooke, The Tudor Drama (Boston, 1911), P» H 5 » 
Interprets the same name as signifying a breakdown of moral ab=> 
solutlsm. 

22 p. 232, 
2 3SEL, IV (1964), 247-62. 
O i l 

David Mo Bevington discusses i n d e t a i l the importance of 
Enough Is as Good as a Feast B Like W i l l to L i k e 9 and The Tide igh 

l̂el T a r r i e t h No Man i n the movement toward concrete "homiletlc 
tragedy" which reaches i t s height In Doctor Faustus. In these 
three plays, he points out, a v i t a l feature of t h i s movement Is 
the d i v i s i o n of the mankind hero into virtuous and e v i l counter-
parts, with usually unredeemed catastrophe for the l a t t e r (From  
"Mankind" to Marlowe; Growth of Structure in the Popular Drama  
of Tudor England. Cambridge, Mass.B 1962, pp. Ift9~63) o 

This aspect of tragedy w i l l be further discussed i n the 
f i n a l chapter, but i t might be noted here that despite the comic 
and sometimes f a r c i c a l nature of the Vice's plausible arguments, 
proverbial saws, verbal quibbles, and punning promises In these 
plays, the audience Is made f u l l y aware of t h e i r ultimate d e a d l l -
ness by the catastrophe which overtakes h i s vlctimso 

2 5Robert Lo Ramsay, ed., Magnyfycence. by John Skelton, Early 
English Text Society (London, 1906), Intro., p. c l v l . These 
stages represent the most complex form of the " c o n f l i c t " p l o t , 
and are divided by Ramsay as follows: "Innocence, Temptation, 
L i f e - l n - S i n , Repentance, Temptation, L l f e - i n - S l n , Repentance." 
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2 6 
Bo J o Whiting (Proverbs i n Drama„ p« 1 2 0 ) points out that 

of a l l the morality plays, t h i s i s one of the most notable i n 
i t s continual use of proverbso 

2?The Tudor Interlude (Leicester, 1 9 5 8 ) , p» 1 0 2 o 

2 8 I b i d 0 , pp. 1 0 0 - 0 1 . 

2 9Spivack, p« l?3o 

3 ° 0 p o c i t . , pp 8 1 0 4 - 6 . 

^Kenneth Muir i n h i s Introduction to the New Arden edition 
of Macbeth (Cambridge, Mass., 1 9 5 7 ) , Po l x x i l , points out that 
"the fact that we no longer believe i n demons, and that Shakespeare 0s 
audience mostly d i d , does not diminish the dramatic e f f e c t for us; 
for with the fading of b e l i e f i n the objective existence of d e v i l s , 
they and t h e i r operations can yet symbolize the workings of e v i l 
i n the hearts of men0" 

This comment might equally apply to the morality Vice, who 
may be Interpreted either as the e v i l i n t r i g u e r and imp of Satan, 
or as the self-deceiving force operating within man°s mind. 

^ E n g l i s h Religious Drama, p. 388. For simi l a r discussions 
of Macbeth, see. Creeth 9 "Moral and Tragic Recognition," p. 3 8 9 ? 
Edwin Ro Hunter, "Macbeth as a Morality,," SAB, XII ( 1 9 3 7 ) , 2 1 ? - 3 5 » 



CHAPTER I I I 

THE V I C E AND SOCIAL FRAUD 

A t h i r d a s p e c t o f t h e V i c e ' s a c t i v i t i e s i n v o l v e s h i s 

b l e n d i n g w i t h t h e b a c k g r o u n d o f e v e r y d a y l i f e a t a l l s o c i a l 

l e v e l s . M a j o r s o c i a l a nd p o l i t i c a l i s s u e s o f t h e t i m e , p r e s e n t e d 

i n t e r m s o f a w a r n i n g a g a i n s t t h e d a n g e r s i n h e r e n t i n f a l s e ap<= 

p e a r a n c e s s a r e r e f l e c t e d i n t h e V i c e ' s i n f i n i t e v a r i e t y o f f a l s e 

r o l e s . H i s p a r t a s p r i e s t o r f r i a r , h i d i n g a v a r i c e a n d e o r r u p -

t i o n u n d e r t h e g u i s e o f s a n c t i t y s y m b o l i z e d by c l e r i c a l g a r m e n t s , 

m i r r o r s a m a j o r i s s u e o f t h e R e f o r m a t i o n . The d e c e p t i v e n e s s o f 

s p l e n d i d g a r m e n t s i s a l s o r e f l e c t e d i n t h e V i c e ' s r o l e a s s o c i a l 

u p s t a r t p a r a d i n g i n f a s h i o n a b l e c l o t h e s s t o t h e T u d o r a u d i e n c e 

a s u r e s i g n o f m o r a l c o r r u p t i o n . He may a l s o p r a c t i c e t h e more 

s p e c i f i c f r a u d s o f t h e f i n a n c i a l s w i n d l e r a n d " c o n e y - c a t c h e r " s 

g a m b l e r , p i c k p u r s e , m o n e y l e n d e r , l a n d l o r d , c o r r u p t s e r v a n t o r 

s t e w a r d . I n h i s r o l e a s c o r r u p t e r o f y o u t h , t h e s e r v a n t o r " o l d 

f r i e n d " becomes I n a d d i t i o n t h e m e r r y t a v e r n c o m p a n i o n i n t r o d u c i n g 

t h e y o u n g man t o c a r d s , d i c i n g , and "bad company"? t o t h e T u d o r 

a u d i e n c e a n o t h e r s u r e s i g n m a r k i n g t h e r o a d t o d a m n a t i o n , a n d 

o f p a r t i c u l a r s o c i a l c o n c e r n i f t h e h e r o s o c o r r u p t e d i s one who 
1 

m i g h t "come t o d i g n i t i e a n d p r o m o t i o n . " A s f l a t t e r i n g c o u r t i e r 

a n d a d v o c a t e o f " M a c h i a v e l l i a n p o l i c y , " t h e V i c e r e f l e c t s 

n u m erous s i x t e e n t h - c e n t u r y w a r n i n g s t o r u l e r s on t h e d a n g e r s o f 

f a l s e c o u n s e l , a s w e l l a s t h e w i d e s p r e a d d i s t r u s t o f p o l i t i c a l 

" p o l i c y " w i t h t h e r i s e o f T u d o r s t a t e c r a f t , a n a t t i t u d e b a s e d on 

t h e t h e o l o g i c a l i n h e r i t a n c e o f t h e M i d d l e A g e s . 
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S i n c e i t w o u l d be i m p o s s i b l e i n a s h o r t s p a c e t o d i s c u s s 

f u l l y a l l t h e s e s o c i a l a s p e c t s o f t h e V i c e , t h e p r e s e n t c h a p t e r 

w i l l c o n c e n t r a t e on a s e l e c t i v e s t u d y o f h i s r o l e s a s c o r r u p t e r 

o f y o u t h a n d a s f l a t t e r i n g c o u r t i e r , w h i c h seem t h e most i n t e r e s t -

i n g a s b a c k g r o u n d f o r f u t u r e d r a m a t i c d e v e l o p m e n t s . B u t i t m i g h t 

be r e m a r k e d h e r e t h a t t h e i n c r e a s i n g l y c o n c r e t e s o c i a l g u i s e s 

a s sumed b y t h e V i c e r e f l e c t t h e b e w i l d e r i n g s o c i a l , p o l i t i c a l , 

a n d e c o n o m i c c h a n g e s o f t h e s i x t e e n t h c e n t u r y . A s S i d n e y Thomas 

p u t s i t , t h e T u d o r a u d i e n c e 

» , , l i v e d i n a p e r i o d o f r a p i d c h a n g e , when o l d f o r m s o f l i f e 
a n d b e h a v i o r w e re b e i n g r e p l a c e d b y new o n e s , , « a n d when 
f o r t u n e ' s w h e e l was b e g i n n i n g t o r e v o l v e a t a d i z z y p a c e . The 
m e d i e v a l s p e c u l a t i o n s on shadow a n d s u b s t a n c e t o o k on new m e a n i n g . 
When a man c a n assume s o many d i f f e r e n t g u i s e s , how i s one t o 
know w h i c h i s r e a l a n d w h i c h i s m e r e l y t r a n s i t o r y ? Or must a l l 
be c o n s i d e r e d e q u a l l y f e i g n e d ? g 

I n t h i s c o n t e x t , t h e f u n c t i o n o f m o r a l r e c o g n i t i o n o r t h e u n 

m a s k i n g o f e v i l t a k e s on a d d i t i o n a l s o c i a l u r g e n c y . 

The i n t e n s e T u d o r p r e o c c u p a t i o n w i t h f r a u d a n d p r e t e n s e 

a t a l l l e v e l s o f s o c i e t y , a n d i t s c o n n e c t i o n w i t h t h e M e d i e v a l 

t h e o l o g i c a l i n h e r i t a n c e , i s f o r c e f u l l y summed up i n a p a s s a g e 

f r o m one o f t h e most r e p r e s e n t a t i v e h u m a n i s t d o c u m e n t s o f t h e a g e s 

S i r Thomas E l y O t ' s The G o v e m o u r , a w o r k d e d i c a t e d t o H e n r y V I I I 

a n d s p e c i f i c a l l y d i r e c t e d t o p a r e n t s a n d y o u n g g e n t l e m e n o f 

n o b l e o r w e a l t h y f a m i l i e s d e s t i n e d t o h o l d p o s i t i o n s o f c i v i l 

a u t h o r i t y . A g a i n we h e a r t h e f a m i l i a r t h e a t r i c a l m e t a p h o r a n d 

t h e i m p l i e d r e f e r e n c e t o t h e g r e a t e r m o r a l d e s t r u c t i v e n e s s o f 

t h e P s y c h o m a c h i a a s d e c e p t i o n , w h i c h f o r m s t h e a l l e g o r i c a l c o r e 

o f S p e n s e r 9 s The F a e r i e Queene a s w e l l a s t h e m o r a l i t y p l a y s s 
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X n i u r i e ©pparaunt and w i t h p o w a r i n f o r c e d e y t h e r may be w i t h 
lyk© p o w a r r e s i s t e d , o r w i t h wisdome e s e h u e d , o r w i t h e h t r e a t i e 
r e f r a i n e d . B u t where i t i s by c r a f t i e e ngynne i m a g i n e d , sub° 
t i l l y p r e p a r e d , c o u e r t l y d i s s e m b l e d , a n d d i s c e y t e f u l l y p r a c t y s e d , 
s u e r l y no..man may by s t r e n g t h w i t h s t a n d e i t e o r b y wisedome 
e s k a p e it,„, , , , W h e r f o r e o f a l l i n i u r i e s t h a t w h i c h i s done 
b y f r a u d e i s moste h o r r i b l e a n d d e t e s t a b l e , n a t i n t h e o p i n i o n 
o f man o n e l y ...but a l s o i n t h e s i g h t a n d t u g e m e n t o f g o d , , 
And t h e d e u i l l i s c a l l e d a I y e r , and t h e f a t h e r o f l e a s i n g e s , 
W h e r f o r e a l l t h i n g e , w h i c h i n v i s a g e o r a p p a r a u n c e p r e t e n d e t h t o 
be a n y o t h e r t h a n v e r e l y i t i s , may be named a l e a s i n g e ? t h e 
e x e c u t i o n w h e r o f i s f r a u d e , w h i c h i s i n e f f e c t e b u t u n t r o u t h e , 
e n e m i e t o t r o u t h e , a n d c o n s e q u e n t l y enemye t o g o d , P o r f r a u d e 
i s ( a s e x p e r i e n c e t e a c h e t h u s ) a n e u i l l d l s c e y t e , c r a f t e l y 
i m a g i n e d a n d d e u i s e d , w h i c h e , u n d e r a c o l o u r o f t r o u t h e a n d s i m -
p l i c i t i e , i n d o m a g e t h h i m t h a t n o t h i n g m i s t r u s t e t h , -

E l y o t , s o t e m p e r a t e a n d m o d e r a t e i n most o f h i s s t a t e m e n t s , h e r e 

b ecomes a l m o s t e v a n g e l i c a l . A l t h o u g h t h e h u m a n i s t w r i t e r s h a v e 

o f t e n b e e n d e s c r i b e d a s c o n t r i b u t i n g t o t h e " s e c u l a r i z a t i o n " o f 

E n g l i s h s o c i a l a n d c u l t u r a l t h o u g h t , s u c h a p a s s a g e a s t h i s w o u l d 

seem f o r c i b l y t o i l l u s t r a t e D o u g l a s B u s h ' s c o u n t e r a r g u m e n t t h a t 

T u d o r humanism, d e s p i t e i t s s e c u l a r a n d C l a s s i c a l c o n t e n t , had 
h 

i t s r o o t s i n M e d i e v a l C h r i s t i a n i t y , T h i s a r g u m e n t m i g h t e q u a l l y 

be a p p l i e d t o t h e i n c r e a s i n g s e c u l a r i z a t i o n o f t h e m o r a l i t y p l a y s , 

p a r t i c u l a r l y t o s u c h w o r k s a s M e d w a l l ' s M a t u r e a n d S k e l t o n ' s 

M a g n i f i c e n c e w i t h t h e i r s t r i k i n g i n f u s i o n o f C l a s s i c a l p h i l o s o p h y . 

C h a r g e s o f f r a u d , a v a r i c e , a n d m o r a l c o r r u p t i o n c l o a k e d 

u n d e r a g u i s e o f s a n c t i t y f o r m a m a j o r p r e o c c u p a t i o n ( i f n o t ©a 

o b s e s s i o n ) o f R e f o r m a t i o n p r o p a g a n d i s t s on b o t h s i d e s , a l t h o u g h 

t h e a n t i - C a t h o l i c a r g u m e n t i s b e t t e r r e p r e s e n t e d i n t h e e x t a n t 

m o r a l i t y p l a y s . E a c h p a r t y i n f a c t a c c u s e s t h e o t h e r o f w h a t , i n 

t h e c o n t e x t o f E l y o t ' s d e n u n c i a t i o n , may w e l l have. ..been r e g a r d e d 

a s t h e c a r d i n a l s i n o f h y p o c r i s y . The c h a r g e i s fsade e x p l i c i t 

i n t h e name o f H y p o c r i s y a s -a v i c e i n B a l e ' s T h r e e ...Laws ,(1538)9 
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Wever°s Lusty Juventus (c, 1550)« Mew Custom (c. 1571)• and 

Woodes» The C o n f l i c t of Conscience (o, 1572), a l l a n t i - C a t h o l i c 

plays; while the Catholic countercharge appears i n Respubllca 

(1553) when Adulation i n s i s t s on mispronouncing as "Hypocrisy" 
5 

the Vice Avariee°s a l i a s of "Policy" ( l i n e 403), 

Two passages from plays of John Bale may best sum up the 

constantly reiterated theme of ignorance and moral corruption 

beneath the holy garments of Catholic clergy and monastics. The 

Vice Sedition of King John (1538-1562), i n & speech too long to 

c i t e i n f u l l , r e e l s o f f a comprehensive survey of Catholic orderes 

In euery estate, of the clargye, I playe a part 
eumtyme I can be, a monke i n a long syd cowle 
sumtyme I can be, a none & loke lyke an owle 
sumtyme a chanon, i n a syrples fayer & whyght 
a chapterhowse monke, sumtym I apere i n syght 
I am ower syre lohn, sumtyme with a new shauen crowne 
sumtym the person, & swepe the stretes with a syd gowne 
G O O e o o o o © o o o o o - ' o o o o o 

sumtyme I can playe, the whyght monke, sumtyme the f r y e r 
the purgatory p r i s t , & euery mans wyffe desyer 
o o o c o o o o o o o , e , o , 

yea sumtyme a pope, & than am I lord £of"2 ouer a l l 
(196-210) 

At the end of Three Laws Bale, following h i s usual custom of re

i n f o r c i n g h i s polemic with c a r e f u l l y underlined v i s u a l allegory, 

gives the following d i r e c t i o n s for costuming of the v i c e s : 

Lete Idolatry be decked lyke an olde wytche. Sodomy lyke a 
monke of a l l sectes 9 Ambycyon lyke a byshop, Couetousnesse lyke 
a pharyse or s p y r i t u a l l lawer, f a l s e doctryne, lyke a popysh 
doctour, and hypocresy lyke a graye f r y r e . The rest of the 
partes are easye ynough to coniecture, v 

( s i g , G ) 

Commenting on t h i s passage, T. W, Craik points out i t s wide ap

p l i c a t i o n to plays of the Reformation periods 
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To c a t a l o g u e e v e r y I n s t a n c e o f t h i s b e t w e e n B a l e r s p l a y s a n d 
t h e end o f t h e c e n t u r y w o u l d be t e d i o u s , , b u t i t c a n be t r u t h f u l l y 
s a i d t h a t s c a r c e l y a s i n g l e anti«°Catholic p l a y i n t h i s p e r i o d 
f a i l s t o i n t r o d u c e some s u c h c h a r a c t e r a s F l a t t e r y d i s g u i s e d 
a s a f r i a r ( Ane S a t j r e o f t h e T h r l e S s t a i t i s ) o r I g n o r a n c e a s 
a n o l d P o p l s h " p r l e s t " (Enough"' i s a s good a s a Feast« T h e n l o n g e r 
t h o u l i v e s t t h e more F o o l t h o u a r t , New Cus^tojajo-

One f u r t h e r passage,, h o w e v e r , i s o f p a r t i c u l a r i n t e r e s t 

f o r i t s e x p l i c i t a p p l i c a t i o n o f t h e a p p e a r a n c e a n d r e a l i t y theme 

t o P r o t e s t a n t p o l e m i c . The P r o l o g u e t o New C ustom o p e n s w i t h 

t h e f o l l o w i n g a d m o n i t i o n s 

A l t h i n g e s be n o t s o e a s i n s i g h t t h e y doe seeme. 
What s o e u e r t h e y r e s e m b l e , o r what e u e r men deeme. 
F o r I f o u r s e n s e s i n t h e i r owne o b i e c t s v s d o e f a y l e 
S o m e t i m e s , t h e n o u r i u d g e m e n t e s h a l l b u t l i t t l e a u a i l e 
0 Q Q G G O 9 Q 9 O O O O O Q 9 O O G 

M a k i n g e s e m b l a n t o f a n t i q u i t i e I n a l l t h a t t h e y d i d . 
To th° I n t e n t t h a t t h e i r s u b t i l t i e b y s u c h e meanes m i g h t 

be h i d , 
( s i g , A 2 ) 

A s A, Po R o s s i t e r p o i n t s o u t , b o t h s i d e s i s s u e d s i m i l a r w a r n i n g s , 
5 9 5 T h e o l d r e l i g i o n l o o k s a l l r i g h t , 9 s a i d t h e P r o t e s t a n t , " b u t 

b e w a r e o f c o v e r t e v i l , 1*11 show y o u , 0 The C a t h o l i c r e p l i e d I n 
8 

s i m i l a r t e r m s 0 , „ ," A m a j o r t o p i c a l theme I n t h i s p l a y I s 

t h e c o n t r o v e r s y o v e r c l e r i c a l g a r m e n t s w h i c h a l m o s t s p l i t t h e 
9 

E s t a b l i s h e d C h u r c h d u r i n g t h e e a r l y y e a r s o f E l i z a b e t h ' s r e i g n . 

The e x t r e m e b i t t e r n e s s o f t h i s c o n t r o v e r s y m i g h t be p a r t i a l l y 

e x p l a i n e d i n t e r m s o f t h e h o r r o r o f p r e t e n s e a n d h y p o c r i s y w h i c h 

was, I r o n i c a l l y , I n h e r i t e d b y t h e R e f o r m e r s f r o m M e d i e v a l C a t h o l i c 

t h e o l o g y . 

A n o t h e r f o r m o f p r e t e n s e i s e x p o s e d i n t h e s t o c k f i g u r e 

o f t h e s o c i a l u p s t a r t o r f a s h i o n a b l e " g a l l a n t , 8 3 a l t h o u g h t h e 

p l a y w r i g h t s 9 s a t i r i c a l p u r p o s e i s b l e n d e d w i t h a more g e n e r a l 
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d e n u n c i a t i o n o f w o r l d l y v a n i t y a n d e x c e s s . , C r a i k p o i n t s o u t 

t h e w i d e s p r e a d a p p e a r a n c e o f t h i s theme i n b o t h T u d o r a n d E l i 

z a b e t h a n dramas 

The p u r p o s e o f most m o r a l i n t e r l u d e s i s t o condemn t h e e x t r a v a = 
g a n c e a n d f r i v o l i t y o f t h e y o u n g " g a l l a n t . 8 3 H i s d r e s s * i n t e n d e d 
b y h i m t o r e a c h h e i g h t s o f n o v e l t y , became f o r t h a t r e a s o n a s 
i n s t a n t l y i d e n t i f i a b l e a s a u n i f o r m . When s u m p t u a r y l a w s p r e 
v e n t e d , o r a t l e a s t condemned, e x c e s s e s i n a p p a r e l , i t w o u l d 
be i n s t a n t l y p e r c e i v e d t h a t a c h a r a c t e r i n a f e a t h e r e d h a t , 
s l a s h e d d o u b l e t , s c a l l o p e d s l e e v e s , a n d ( l a t e r ) b o m b a s t e d 
b r e e c h e s was f u l l o f v a n i t y a n d w i c k e d n e s s . . . . The g a l l a n t 0 s 
c o s t u m e c o n t i n u e s on t h e E l i z a b e t h a n p u b l i c s t a g e , a n d i n d i c a t e s 
( f o r e x a m p l e ) t h e d e g e n e r a c y o f G a v e s t o n i n E d w a r d I I o r o f 
R i c h a r d I I * s f a v o r i t e s I n W o o d s t o c k ? i t a l s o , I i m a g i n e , d i s 
t i n g u i s h e s t h e d e c a d e n t "barSer-ffibnger" O s w a l d f r o m t h e home
s p u n p l a i n - d e a l i n g K e n t . . . i n K i n g L e a r . ^ Q 

New-Gyse i n M a n k i n d ( c . 1465-1470) a n d N i c h o l N e w f a n g l e i n F u i -

well°e L i k e W i l l t o L i k e ( e . I568) e n a c t t h i s s o c i a l a n d m o r a l 

l e s s o n i n t h e i r names a s w e l l a s t h e i r d r e s s . P r i d e I n Medwall°s 

N a t u r e (Co 1495)e who b o a s t s t h a t h i s f a t h e r i s a k n i g h t a n d h i s 

m o t h e r " c a l l y d madame" ( P a r t I , l i n e 734), i s one o f t h e e a r l i e s t 

v i c e f i g u r e s t o be g i v e n a s p e c i f i c s o c i a l m i l i e u o He d e s c r i b e s 

i n d e t a i l h i s f i n e g a r m e n t s ? a s c a r l e t c l o a k w h i c h " c o s t me a 

n o b l e a t one p y c h e " ( P a r t I , l i n e 752), l a c e d d o u b l e t w i t h s a t i n 

s t o m a c h e r , a n d s h o r t gown w i t h w i d e s l e e v e s . H i s s t a t u s a s s o c i a l 

c l i m b e r i s f u r t h e r r e v e a l e d i n h i s b o a s t f u l e x t r a n c e a c c o m p a n i e d 

b y h i s d i m i n u t i v e p a g e - b o y , w h i c h a s S p i v a c k p o i n t s o u t b e a r s a 
11 

s t r o n g r e s e m b l a n c e t o F a l s t a f f i n I I H e n r y IV.» a n d l a t e r i n 

a n i n t e r e s t i n g c o l l o q u y w i t h S e n s u a l i t y i 
S y r I v n d e r s t a n d t h a t t h i s g e n t y l m a n i s b o r n e t o g r e a t f o r 

t u n e s a n d i n t e n d e t h t o i n h a b y t h e r e i n t h e e o n t r a y . And I am a 
g e n t y l m a n t h a t a l w a y h a t h be b r o u g h t v p w y t h g r e a t e s t a t y s a n d 
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affeed wyth them and yf I myght he i n lyke fauour wyth t h i s 
gentylman I wold be glad therof and do you a pleasure. 

(Part I 8 f o l o l i n e 836) 

This speech 0 a l s o notable as the f i r s t example of prose in 

English drama, gives a v i v i d impression of the spurious gentle

man attaching himself to the household of a r i c h young man newly 

arriv e d i n London. 

The gambler Colhazard of Impatient Poverty (c. 154?) em

bodies a t o p i c a l s a t i r e on intrusive foreigners as well as s o c i a l 

upstarts. His coney-catching colleague Misrule describes him as 

follows? 

Colehassarde came l a t e from be yonde the see 
Ragged and tome In a garded cote 
And i n hys purse neuer a grote 
And howe he goeth lyke a lorde 

( s i g . D v) 

Later, a f t e r they have rooked the her© of ̂ -2000 In a rigged game, 

Colhazard exultingly speculates on what use he w i l l make of h i s 

winnings: 

Now s h a l l I take a marchauntes place 
To oecupye I trust® wythyn shorte space 
To be in credence wyth Englysh men 
And when I am so well be truste 
I maye borowe so moche as me luste 
A s u b t y l l crafte then fynde I muste 
To conuaye vnder coloure lyke free men 

( s i g . D2 V) 

In t h i s speech, the Medieval denunciation of deceit "coloured" 

l i k e truth i s given a s p e c i f i c t o p i c a l a p p l i c a t i o n . 

Another spurious gentleman i s the vice Courtly Abusion i n 

Skelton 0s Magnificence (c. 1515)» The Tudor audience would not 

f a i l to appreciate the i r o n i c contrast between h i s opening words, 
12 

describing and demonstrating himself as a " r u t t e r , " and h i s 
fashionable dress: 
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Huffa huffa taunderuta taunderum tayne huffa huffa, 
O O O O O O O O O O O Q O O O O O 

Howe sayst thou man am not I a Xoly r u t t e r . 
o o o o o o o o o o o o o o o 
Me seme I f l y e I am so lyght 
To daunce delyght 
Properly drest a l l poynt deuyse 
My persone prest beyonde a l l syse 
Of the newe gyse 

( s i g . C v - C 2 V ) 

o o o a carlys sonne brought vp of nought 
wyth me wyll wonne whylyst he hath ought 
He wyll haue wrought 
His gowne so wyde that he may hyde 
His dame and h i s syre within h i s slyue 
Spende a l l h i s hyre that men hym gyue 

( s i g . C3) 

Once corrupted by the vices,, the mankind hero i s often 

deluded into b e l i e v i n g that fine clothes make the gentleman and* 

as Courtly Abusion suggests, w i l l "spends a l l h i s hyre" to buy 

suitably fashionable garments. The impoverished c o u r t i e r W i l l i n g -

to=Win=Worship i n Wapull^s The Tide Tarrieth No Man (1576) i l 

l u s t r a t e s t h i s lesson a t a l e v e l close to domestic tragedy. 

Urged on by the Vice Courage, he borrows money at a disastrous 

rate of intere s t (further padded by graft) to buy the "costle 

and gay" a t t i r e without which h i s p o s i t i o n at Court i s hopeless? 

and h i s f i n a l fate may be shown i n the figure of the Debtor on 

hi s way to prison and unable even to send for a fri e n d to pay 
' 13 

h i s b a i l since he lacks money to bribe the Sergeant. 

But t h i s lesson c a r r i e s more than secular implications. 

Man, the "poor, bare, forked animal," cannot remain Innocent 

and "naked"? but h i s Pride i n s t r u c t s him to cover h i s "unaccomo-

dated" f l e s h with a fa l s e appearance of g l i t t e r and splendor. 

This symbolic use of clothing, as The!ma N. Greenfield points 
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out. Is presented with p a r t i c u l a r a l l e g o r i c a l c l a r i t y In Nature, 

and reaches Its dramatic climax i n King Lear. Pride i n Nature 

not only displays himself as a counterfeit gentleman and s o c i a l 

climberf but he also devises the fashionable dress which, he 

assures Man, Is more f i t t i n g f o r one of h i s high station than 

h i s simple gown0 Allegory and secular realism are i n e x t r i c a b l y 

blendedc 

Lewis Wager 0s Pride i n The L i f e and Repentance of Mary 

Magdalene ( e 0 1558) Instructs Mary In the "equivalent costume 

f o r female characters . . . » elaborate h a i r dressing, t i g h t -

laced stays, and hooped s k i r t s . " Good Counsel In Lusty mJuventus 

rebukes the corrupted hero f o r h i s f r i v o l o u s dresss "To aduaunce 

your f l e s h , you cut and lag your clothes" |sigc Ejjo In Like 

W i l l to Like, as Craik comments, "the d i r e c t i o n 'Tom Tospot 

commeth i n with a fether i n h i s Hat' announces him as a debauched 

prodigal§ from t h i s one d e t a i l the producer would know the rest 
16 

of the costume required . » . ." The s a t i r i c a l significance 

of so simple a stage property as the feathered hat i s even more 

pointedly demonstrated In W„ Wager'a The Longer Thou Livest the 

More Fool Thou Art (e. 1559). When Moros* new steward ignorance 

promises him anything h i s heart fancies, " . . . what so euer i t 

doth cost" ( s i g . F2) 9 Moros can think of nothing more desirable 

than a feather f o r h i s hats "This w i l l make me a Gentleman 

alone," ( s i g . F2 V)„ But Pride goeth before a f a l l ? and i n 

looking upward to admire the feather, Moros stumbles and hurts 

h i s knee* (Despite the s l a p s t i c k elements of t h i s scene, the 

Tudor audience would probably have f u l l y enjoyed the v i s u a l 
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proverbo) Moros also appears as the f a l s e gentleman and s o c i a l 

upstart when Ignorance rebukes him for h i s "unseemlie" fashion 

of wearing h i s sword and fusses about try i n g to t i d y up h i s 

clothingo 

The Vice as corrupt servant or steward i n the household 

of a r i c h young gentleman also i l l u s t r a t e s one aspect of his 

l a r g e r s o c i a l role as f i n a n c i a l swindler and coney-catcher„ This 

element of h i s a c t i v i t i e s has considerable moral as well as 

s o c i a l s i gnificance i n r e f l e c t i n g the conservative d i s t r u s t of 

worldly riches inherited from the Middle Ageso During the s i x -

teenth century, the closed, co-operative, and l a r g e l y a g r i c u l t u r a l 

Medieval economic system was giving way to the r i s e of capitalism 

and large p r o f i t s ? s o c i a l classes were being dislocated i n part 

due to enclosures and the growth of the land market; poverty, 

unemployment, and wandering bands of criminals and beggars were 
17 

major s o c i a l problems,, Fi n a n c i a l opportunism and " p o l i c y " 

existed at a l l s o c i a l l e v e l s ; and once again, Elyot°s The  

Governour sets forth the conservative attitude i n terms strongly 

suggesting the t h e a t r i c a l metaphor of the morality plays: 
That maner of i n i u r i e , which i s done with fraude and disceyte, 
i s at t h i s present time so communely practised, that i f i t be 
but a l i t l e , i t i s c a l l e d p o l i c i e , and I f i t be moche and with a 
visage of g r a u i t l e , i t i s than named and accounted for wisedome0 

(Bko I I I , Cho 4; p. 206) 

Salingar, who discusses the d i s t r u s t of wealth and p r o f i t i n 

Jacobean drama and i t s Medieval roots, points out that i n the 

m o r a l i t i e s , "the moral r o l e of the dlsguisers i s often completely 

merged into t h e i r r o l e as the agents of s o c i a l change," whereas 
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the other characters represent "the permanent and unequivocal 
moral standards which maintain s o c i a l s t a b i l i t y . 5 0 He goes on 
t o says 

T r a d i t i o n a l e t h i c s under the Tudorg subsume s o c i a l and economic 
questions d i r e c t l y under moral categories? the system r e s t s on 
the b e l i e f t h a t the s o c i a l order has been e s t a b l i s h e d by Nature 
i n accordance with the d i v i n e Will© . . . By the end of the 
century, as commercial e n t e r p r i s e , money power, and new indus
t r i a l techniques began t o dominate economic l i f e , they seemed t o 
i n v o l v e a change i n the whole r e l a t i o n s h i p between man and , 
nature . • . . To conservative minds, i t meant the s u b s t i t u t i o n 
of appearance f o r r e a l i t y . 

In other words, d u r i n g t h i s p e r i o d r e l i g i o n cannot be d i s s o c i a t e d 
from s e c u l a r e t h i c s ? even when th© r e l i g i o u s a p p l i c a t i o n i s not 
s p e c i f i c a l l y s t a t e d , the audience would probably make the 
connection. 

Since the mankind hero, moral and s o c i a l v i c t i m of the 
V i c e ' s f i n a n c i a l swindles, i s o f t e n i n a d d i t i o n the g u l l i b l e 
young p r o d i g a l newly a r r i v e d i n London and l o o k i n g f o r ways to 
spend h i s i n h e r i t a n c e , the moral a p p l i c a t i o n of t h i s theme w i l l 
be discussed more f u l l y i n connection with the V i c e ' s r o l e as 
c o r r u p t e r of youth. But a few examples might serve t o i n d i c a t e 
the more general s o c i a l aspects of h i s c r i m i n a l a c t i v i t i e s . In 
the two p l a y s by W. Wager, the laments of People (The Longer 
Thou L i v e s t ) and Tenant, Servant and H i r e l i n g (Enough . . .) 
demonstrate both m e t a p h o r i c a l l y and l i t e r a l l y what happens to 
the innocent bystander when mankind surrenders t o the e v i l h a l f 
of h i s nature, represented by the v i c e s as corrupt and c h e a t i n g ' 

10 

stewards of h i s household. In The Tide T a r r l e t h No Man„ the 
a s s o c i a t e v i c e s H u r t f u l Help, Painted P r o f i t and Feigned 
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Furtherance are hardly to be d i f f e r e n t i a t e d In function from 

two of t h e i r colleagues and victims? the covetous landlord 

No Good Neighborhood and the landlord°merehant=usurer Greedinesso 

Together they act out a comprehensive denunciation of f i n a n c i a l 

p r o f i t e e r i n g and fraud i n the mercantile world of London, 2 0 

Turning from the middle- to the lower-class milieu, the 

v i c e s Of several plays would seem to represent the company of 
2 1 

wandering beggars, tinkers, rogues, and " r u f f l e r s " denounced 

i n the e a r l i e s t cOney-catching pamphlets? John Awdeley's Fra

ternity, of Vagabonds (I56I) and Thomas Harman*s A Caveat f o r  

Common Cursitors (1566), The disreputable t r i o New-Gyse, Nought 

and Now<=»a-Days i n Mankind are perhaps the e a r l i e s t ancestors of 

t h i s type. F o l l y i n The World and the Child (c, 1508) o f f e r s 

himself as a servant to Manhood, assures him that he can "bynde 

a syue and tynke a pan" f s i g , B 4 V J 0 and boasts of h i s extensive 

t r a v e l l i n g over London and a l l of England, The t i t l e - c h a r a c t e r 

of Hickscorner (c, 1 5 1 3 ) with h i s rowdy ta l e of shipwreck on the 

I r i s h seas might combine elements of the " r u f f l e r " with Harman9s 

"Freshe Water Mariner or Whlpiacke"; while Awdeley°s description 

of the "Curtesy Man*s" method of approaching h i s v i c t i m could 

apply to any number of smooth-talking and well-dressed v i c e s , 

of which Covetous i n Enough Is as Good as a Feast (c, I56O) i s 
22 

perhaps the best example, A comment by A, V, Judges on the public 

a t t i t u d e toward t h i s "ragged army" v i r t u a l l y sums up the major 

c h a r a c t e r i s t i c s of the Vice as Spivack has defined thems 
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They were feared by gentry and common people a l i k e , because 
they had courage, resource and v e r s a t i l e t a l e n t s , had often too 
a good address and p l a u s i b l e appearance, and knew how to s t i r 
up trouble i n a d i s t r i c t when i t suited t h e i r purpose. 0_ 

Harman°s pamphlet, which purports to catalogue and expose 

the v a r i e t y of knaves encountered by the author as a country 

magistrate, i s of p a r t i c u l a r i n t e r e s t i n r e l a t i o n to the morality 

play habit of looking at e v i l as deception. It i s s i g n i f i c a n t 

to note how often and how emotionally he uses such words and 

phrases as "hypocrisy," "deceit," "dissimulate," "dissemble," 
24 

"deep dissembler," "deep dissimulation." An object of h i s 

special horror, whom he favors with several woodcut i l l u s t r a t i o n s 

as well as two s t r i k i n g l y inept poems, i s one Nicolas Jennings, 

a "eounterfet cranke" (or one who feigns a f f l i c t i o n with e p i 

lepsy) who i s a l s o a master at playing many other parts. The 

f i r s t of these poems, accompanying a woodcut showing Nicolas i n 

two of h i s r o l e s , i s worth quoting i n f u l l s 
These two pyctures, lyuely set out, 

One bodye and soule, god send him more grace. 
This monstrous desembelar, s Cranke a l l about. 

Vncomly couetinge, of eche to imbrace, 
Money or wares, as he made h i s race c 

And soaetyme a marynar, and a saruinge man. 
Or e l s an artificer© as h© would fayne than. 

Such shyftes he vsed, being well tryed. 
AbandonInge labour, t y l l he was espyed. 

Conding punishment, f o r h i s dissimulation, 
He sewerly receaued with much d e c l i n a t i o n . 

(p. 50) 
"Thowgh I seme a shepe, I can play the s u t t l e foxe." These words 

of the v i c e Dissimulation i n King John ( l i n e 708) might e a s i l y 

have been spoken by Nicolas as Barman depicts him. Or as Hap

hazard i n Applus and V i r g i n i a puts i t . "By the Gods, I know 
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n o t how b e s t t o d e u i s e B / My name o r my p r o p e r t y 0 w e l l t o d i s 

g u i s e s 0 ( s i g , B)» Harman g i v e s t o t h e k n a v e who p l a y s many 

r o l e s a r e a l - l i f e i d e n t i t y , J 

The f i n a n c i a l s w i n d l e r a n d c o n e y - c a t c h e r a p p e a r s most 

c h a r a c t e r i s t i c a l l y i n t h e s e p a m p h l e t s a s t h e g a m b l e r o r one o f 

h i s h i g h l y s p e c i a l i z e d c o l l e a g u e s . . A l t h o u g h t h i s a s p e c t o f t h e 

V i c e a p p e a r s i n I m p a t i e n t P o v e r t y c i t i s more o f t e n l i n k e d w i t h 

h i s r o l e a s c o r r u p t e r o f y o u t h u n d e r t h e g u i s e o f J o v i a l t a v e r n 

c o m p a n i o n * The i n d i s c r e t i o n s o f t h e r o i s t e r i n g p r o d i g a l m i g h t 

seem more v e n i a l t h a n d e a d l y . B u t t h e T u d o r a u d i e n c e ^ e v e n w h i l e 

e n j o y i n g t h e f a r c i c a l comedy o f t h e L o n d o n t a v e r n s a n d s t e w s , 

w o u l d be made f u l l y a w a r e o f t h e i r p l a c e o n t h e p r i m r o s e p a t h , 

E l y o t I n The G o v e r n o u r i n v e i g h s a g a i n s t t h e d a n g e r s o f d i c i n g 

a n d e v i l c o m p a n i o n s i n what seems c o n s c i o u s l y i n t e n d e d a s a 

m i n i a t u r e m o r a l i t y p l a y p l o t , c o m p l e t e w i t h f a l s e names. A f t e r 

d e n o u n c i n g g a m b l i n g a s a c S e v i c e o f L u c i f e r * t o a l l u r e o r b r i n g e 

men p l e a s a u n t l y i n t o d a m n a b l e s e r u i t u d e , , ,.. « B he c o n t i n u e s 

a s f o l l o w s ? 

The f i r s t o c c a s i o n t o p l a y e i s t e d i o u s n e s o f v e r t u o u s o c c u 
p a t i o n . I m m e d i a t e l y s u c e a d e t h e o u a i t i n g o f a n o t h e r mans goodes„ 
w h i c h e t h e y c a l l e p l a y i n g e j t h e r t o i s a n n e e t e d a u a r i c e a n d s t r a i t e 
k e p y n g e , w h i e h e t h e y c a l l w ynnyng • » , , t h a n f o l o w e t h e f u r y e 
o r r a g e 9 w h i c h e t h e y c a l l c o u r a g e ? amonge them c o m e t h i n i n o r d i n a t e 
watche© w h i c h e t h e y name p a y n f u l n e s s e ? he b r i n g e t h e i n g l o t o n i e 9 

a n d t h a t i s good f e i l o w s h i p p e f a n d a f t e r c o m e t h s l e p e s u p e r f l u o u s , ; 
c a l l e d among them n a t u r a l l r e s t e ? and he sometyme b r i n g e t h i n 
l e c h e r y 9 w h i c h i s now named i a l i a n c e . The name o f t h i s T r e s o r i e 
i s v e r i l y i d l e n e s s e s t h e d o r e w h e r o f i s l e f t e wyde o p e n t o d i s c 
p l a i e r s ? b u t i f t h e y h appe t o b r i n g i n t h e i r c ompany 9 l e r n i n g e s 

v e r t u o u s e b u s i n e s * l i b e r a l ! t i e , p a e i e n c e e c h a r i t i e , » , t h e y 
m ust l e u e them w i t h o u t t h e g a t e s . F o r E u i l l e u s t o m e 9 w h i c h i s 
t h e p o r t e r 5 w i l l n a t s u f f r e them t o e n t r e , 

(Bk6 I e Ch, 26? p , 109) 
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It Is significant that although the subject of this chapter i s 
games and "exercises" which may be expedient for a gentleman i f 
"moderately89 used, Elyot expends great space oil his denunciation 
of gamblingo 

The deceptiveness of Good Fellowship has been suggested 

in passages cited in the f i r s t chapters In Nature and New Custom„ 
his true names are Gluttony and the drunkard. Even in Everyman 
( C o 1̂ 95) 9 a play without an obvious vice figure, Fellowship re-
veals the same social and moral pedigree in his assurances to 

26 
the heros 

And yet, yf thou wylte ete & drynke & make good chere. 
Or haunt to women the lusty company, 
I wolde not forsake you whyle the daye i s clere, 
0 0 0 0 0 0 0 0 0 9 0 0 0 0 0 0 0 

But and thou wyll murder, or ony man k y l l , 
In that I wyll helpe the with a good wyll, 

(272-82) 
To the humanists, as Elyot so clearly explains, the f i r s t 

step on the road to such social evils i s lack of "vertuouse oc
cupation"? and a recognition of this attitude makes more explicable 
the long closing sermon of Callsto and Mellbea (c, 1527) on the 
dangers of idleness; from a dramatic point of view almost ludi -

27 
crously irrelevant to the atory. Idleness, the allegorical 
sign above Elyot 0s tavern door, i s of course a favorite vice of 
the educational moralists, who would have taken with utmost serious
ness the proverb that "the Devil finds work for idle hands." 
Along with Ignorance and Sensual Appetite, he plays a major part 
in the humanist John Rastell°s Nature of the Four Elements 
(c. 1517), This play, as Splvack points out, closely imitates 
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Medwall's Nature p a r t i c u l a r l y i n i t s rowdy scenes of London low 

l i f e ? and the secular-sounding v i c e s of Ra s t e l l ' s play, l i k e 

Medwall 0s Seven Deadly Sins, perform the rol e s of r o i s t e r i n g 

tavern companions.. In Wo Wager's The Longer Thou L l v e s t . 

the Vice Idleness as the a l l e g o r i c a l "root of a l l e v i l " becomes 

the Vice Ignorance i n Moros* manhood„ This play, though not 

written by a member of the recognized humanist c i r c l e , contains 

a thoroughly humanist dedication to young men destined to places 

of authority (see note 1 above) as well as a continual emphasis 
29 

on education. 

Idleness, Ignorance, and Tediousness a l l appear i n John 

Redford 0s Wit and Science ( c . 1539)» although the l a t t e r i s not 

a vice figure but the giant of c h i v a l r i c romance whom the hero 

must conquer i n order to win the lady Science. The Vice as 

gambler or tavern companion does not appear, but the theological 

horror of gambling i s expressed i n f u l l force. Idleness h e r s e l f , 

following the Vices® s o p h i s t i c a l habit of slandering Virtue 

with t h e i r own q u a l i t i e s , drives away Honest Recreation with a 

superbly i r o n i c "virtuous" diatribes 
am I the roote sayst thow of vyciousnes 
nay thow a r t roote of a l l vyce dowteles 
thow a r t occaclon l o of more e v y l l 
then I poore gerle nay more then the d y v y l l 
the d y v y l l & hys dam can not devyse 
more dy^lyshnes then by the doth ryse 
o o o o o o o o o o o o o 
mark her dawnsyng her maskyng & mummyng 
where more concupyscence then ther cummyng 
her cardyng her dycyng dayly & nyghtlye 
where fynd ye more falcehod then there not ly g h t l y 



100 

serene the tavernes and ye shall here eleere 
such bawdry as bestes wold spue to heere 
0 0 0 0 9 0 0 0 0 0 0 0 0 0 

but whych is wurst of vs twayne now iudge Wyt 

(368=88) 

Bedford8s distinction between Honest Recreation and Idleness 

duplicates Elyot 0s humanist lesson cited above. It is interest-

ing that even in this play, with its entirely secular content0 

gambllngo taverns and Idleness (which is of course another name 

for the Deadly Sin of Sloth), are inextricably linked with 'false
hood and the Devil. 

The figure Of youth, regarded by the Tudors as naturally 
30 

prone to rashness and folly unless properly guided, thus pro

vides early examples of the specialised mankind hero, and the 

f irst example of mankind®s in i t ia l appearance in the play as one 

naturally inclined to the evil side of the Psychomachia. Just 

as the entrance of Moros BSyngyhg the foote of many Songes, as 

fooles were wont.® (sig. A3) would at once suggest to the Tudor 

audience the willful heedlessness of youth, so would the entrance 

of his prototype, the title-character of Youth (c. 1520)g 
I am goodie of persons 
I am pereles where euer 1 come 
My name is youth I te l l the 
I flourish ©s the vine tree 
o o o o o o o o o o 

I am the heyre of my fathers lande 
And i t is come into my hande 
I care for nomore 

(40°58) 

The latter lines may identify him as the first of many prodigal 

sons in English drama. Such a character needs l i t t l e urging to 

wickedness, and this in fact is one of the few moralities where 
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V i c e d o e s n o t n e e d t o d i s g u i s e I t s e l f o a n d t h e " m i l i t a r y P s y c h o -

m a e h i a " s u r v i v e s s t r o n g l y i n t h e o p e n v i o l e n c e a n d i n s u l t b e t w e e n 

Y o u t h 0 g v i r t u e s a n d v i c e s ( p a r t i c u l a r l y i n t h e s e t t i n g o f C h a r i t y 

i n t h e s t o c k s ) o B u t i t i s I n t e r e s t i n g i n p r o v i d i n g t h e r e l a t i v e l y 

p u r e a l l e g o r i c a l b a c k g r o u n d f o r l a t e r p r o d i g a l - s o n p l a y s , p a r 

t i c u l a r l y L u s t y ^ J u v e n ^ s a n d M l s o g o n u s a w h i c h p r e s e n t t h e same 

theme i n a n i n c r e a s i n g l y r e a l i s t i c s e t t i n g . 

E v e n I n Y o u t h g one m i g h t a d d , t h e i d e a o f d e c e p t i o n i s 

n o t a l t o g e t h e r a b s e n t . When Y o u t h c a l l s on h i s " b r o t h e r " R i o t 

t o h e l p h i m d r i v e away t h e t i r e s o m e p r e a c h e r C h a r i t y , t h e r e i s 

t h e s u g g e s t i o n t h a t R i o t h a s a l r e a d y c o r r u p t e d h i m u n d e r t h e 

g u i s e o f "company," T h i s s o c i a l m o t i f i s a g a i n h i n t e d a t when 

Y o u t h r e p e a t s h i s b o a s t o f b e i n g t h e r i c h h e i r t o h i s f a t h e r 0 s 

e s t a t e s a n d . w i s h e s h e h a d more s e r v a n t s . R i o t p r o m p t l y o b l i g e s ? 

a n d a s i n Nature«, t h e r i c h y o u n g man°s f i r s t " s e r v a n t " i s P r i d e s 

I c a n s p e d e t h e o f a s a r u a n t e o f p r y c e 
T h a t w l l d o t h e e good s e r u i c e 
I s e h i m go h e r e be s i d e 
Some men e a l h i m m a y s t e r p r y d e 
0 0 0 , 0 0 0 , » , o 

L o m a y s t e r y o u t h h e r e he i s 
A p r e t y man a n d w i s e 

(312-23) 
Y o u t h e n t h u s i a s t i c a l l y a g r e e s t o f o l l o w t h e i r c o u n s e l a n d commit 

h i m s e l f " V n d e r t h e t e c h y n g e o f R y o t a n d y o u " ( l i n e 355)? t h e y 

b e g i n h i s e d u c a t i o n b y i n t r o d u c i n g h i m t o L e c h e r y ? a n d l a t e r , 

when Y o u t h i s b e s i e g e d on e i t h e r s i d e b y h i s v i c e s a n d v i r t u e s 

a t t e m p t i n g t o p o s s e s s h i s s o u l , R i o t r e m i n d s h i m t h a t t h e i r 

" l e r a y n g e " s u r p a s s e s t h a t o f C h a r i t y a n d H u m i l i t y s 
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Syr fwej can teache you to play at the dice 
At the queries game and at the Iryshe 
The Treygobet and the hasarde also 
And many other games mo 

(672=5) 

This scene, though dramatically unrewarding, i s i n t e r e s t i n g f o r 

i t s double and unblended presentation of pure allegory and de«= 

t a i l e d s o c i a l realism. 

Lusty Juventus, a work which makes more e x p l i c i t use of 

the B i b l i c a l prodigal son theme and (perhaps) of the continental 
31 

educational drama, i s a l s o more complex i n i t s s o c i a l realism. 

The hero's f i r s t entrance, singing the l y r i c "In youth i s pleasure," 

i s i n the same t r a d i t i o n as the entrances of Youth, Moros, and 

the prodigals Ismael and D a l i l a h i n Nice Wanton. But unlike 

these protagonists, he goes through a stage of i n i t i a l conversion 

and repentance, aided by Good Counsel and Knowledge. Therefore 

the Vice Hypocrisy, under the a l i a s of "Friendship," must devise 

ah elaborate plot of deception i n order to introduce him to the 

associate vices Fellowship (whose lack of an a l i a s suggests that 

the name i t s e l f was regarded as s u f f i c i e n t l y deceptive), and 

Abominable L i v i n g , whose a l l e g o r i c a l pseudonym i s "Unknowen 

Honesty" but who a l s o plays the l i t e r a l r o l e of " L i t t l e Bess," 

a servant g i r l who entertains the hero and his vic e s while her 
32 

master and mistress are at the "preaching." v Although there i s 

no actual tavern or gambling scene, the playwright economically 

uses a reference to gambling both to suggest the depths of Ju

ventus* downfall and to get him back on stage at a c r u c i a l point. 

Good Counsel, preaching to the audience, laments the hero's cor= 

ruption i n a speech ending with the words? "Heaping sinne vpon 
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sinne, v i c e vpon v i c e . " Juventus promptly re-enters 0 exclaiming* 

Who i e here playing at the dice? 
I heard one speake of synnes [cinque]} and cyce, 
His wordes did me entice, 
Hither to comes 

( s i g . E2) 
This incident, when acted, would be both amusing and splendidly 

i r o n i c . The deluded hero (newly dressed in h i s foppish "cut" 

and jagged clothes) hurries i n expecting to find a j o l l y dice 

game, only to receive an overwhelming moral scolding from Good 

Counsel which drives home to the audience the fatuousness of 

hi s delusion. 

The elaborate and psychologically r e a l i s t i c scene in which 

"Friendship* draws Juventus to h i s f i r s t tavern v i s i t has been 

discussed i n the two previous chapters. But the s o c i a l background 

of t h i s scene i s of special interest i n r e l a t i o n to another early 

coney-catching pamphlet, Gilbe r t Walker's A Manifest Detection of 

Dlce°»play (1552). In h i s preliminary address to the reader, the 

author explains that he wishes to expose *feuch naughty practices" 

only because "under colour and cloak of friendship, many young 
33 

gentlemen be drawn to t h e i r undoing." In the text i t s e l f , 

written i n the form of a dialogue between "R" (a young man newly 

arrived i n London) and an older and wiser "M," the former narrates 

how he was accosted on the street by a pleasant and well-dressed 

gentleman of a "cheerful countenance" who offered himself as 

frien d and counselor. His new friend invited him to the f i r s t 

of several supper par t i e s at which were "divers gentlemen, a l l 

strangers," and by the end of a week he had somehow, by bad luck. 
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lost the - amount ©f -£ko while playing at cards and dice D "M" 
laments^ "How soon reckless youth falleth In snare of crafty 
dealing?." and proceeds to undeceive the young gull by exposing 
to him the "sleights and falsehoods" Of gamblers 

Among the more elaborate devices which "M" describes is 
one called "barnard's law" which requires an association of con
spirators, "each of them to play a long several part by himselfo" 
These skilled actors include the "taker~up," who by long practice 
has learned "a hundred reasons to Insinuate himself into a man's 
acquaintance"? the "verser," noted for his respectable appearance 
and who "counterfaiteth the gentleman"? and the "barnard" or 
master card<*>sharper, who instigates the game often by acting 

35 

the part of a country bumpkin or drunkard. 
The family resemblance to the general methods of the in

sinuating vices (opposed by "good counsel") seems unmistakable, 
particularly in relation to Lusty Juventus and Impatient ̂ Poverty 
where gambling is made a major issue. The author's concern for 
the morals of wealthy young men, his use of the theatrical meta
phor, and his kinship with both Harman and Elyot In his special 
abomination of social injury as fraud and deceits a l l these 
may serve as further evidence that the morality playwrights drew 
on real social conditions, and not merely abstract theology, for 
their picture of vice and human gullibility. 

Three additional plays are of interest in transferring 
the theme of prodigal youth to a setting in which the external 
devices of allegory have almost disappeared. The first two will 
be mentioned briefly since the role of the Vice is not of primary 
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dramatic importance,, Nice Wanton (c„ 1550) presents a con
vincing middle^class picture of two spoiled children, a virtuous 
elder brother, and an indulgent mother? and the vices Iniquity 
and Worldly Shame are the only characters with openly allegorical 

36 
names» Iniquity retains some vestiges of his original a l l e 
gorical function in the suggestion that he i s an old comrade 
with whom the two sinners have been long acquainted«, But hie 
plays a primarily l i t e r a l role as a rake who seduces the sister 
and introduces her to a harlot's l i f e , and drives the brother 
to robbery and the gallows by fleecing him of his money (stolen 
from his father) in rigged dice games* In Like Will to aLlkeo 
the prodigals Tom Tosspot and Ralph Roister are at once victims 
and confederates of the Vice Nlchol Newfanglee Tom boasts of 
how he encourages servants and poor men to spend their pay on 
drink? while Ralph claims that he i s the superior knaves sPor 
I Intlce yong gentlemen a l l vertue to eschewe9/ And giue them 
to rioutousnes, this i s true" (sigo Bk7)* The drunken Hance, 
once a scholar but now a servant and soon to become an inhabitant 
of the spittal^house. Is one of Ralph's victimss 

I knew Haunce when he was as he saith 
For he was once a scholler In good faitho 
But through my company he was withdrawn from thence, 
through his riote and excessiue expence. 
Unto this trade, which now you doo In him sees 
So that now he i s wholy addicted to followe me„ 

(sigo C v ) 

The social tragedy of prodigal youth, present only as a possi
b i l i t y In the earlier plays, i s In Nice,Wanton and Like Will to 
Like brought to a severe conclusion. In these plays, the external 
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a l l e g o r y o f the V i c e a s c o r r u p t e r o f youth has become d i s l o c a t e d , 

but i t s moral background remains the same. 

Mlsogonus ( c . 1570) i s of p a r t i c u l a r i n t e r e s t f o r f u t u r e 

dramatic developments i n i t s thoroughly E n g l i s h blend o f elements 

from t h r e e genress the c o n t i n e n t a l p r o d i g a l - s o n p l a y . L a t i n 
37 

i n t r i g u e cornedy 0 and the m o r a l i t y p l a y . Cacurgus i s an e s 

p e c i a l l y i n t e r e s t i n g mixture o f V i c e , domestic f o o l 9 p a r a s i t e B 

and c l e v e r i n t r i g u i n g servant a s s i s t i n g the son a g a i n s t the 

f a t h e r . But a s Madeleine Doran p o i n t s outs 

. a . though he i s a fun-maker, a s both these { f l a t t e r two]} charac
t e r s are„ he i s e v i l , a s they a r e not, and a s the tempting V i c e 
i s . As i h the m o r a l i t y p l a y s g e n e r a l l y , i t i s the scenes of 
l o o s e l i v i n g t h a t a r e d e p i c t e d with the g r e a t e s t r e a l i s m . The 
t a v e r n s e t t i n g , with d i c i n g , d a ncing, and whoring, i s made con
temporary and t o p i c a l by the i n c l u s i o n o f S i r John, a merry and 
scandalous p r i e s t . 

38 
S i r John ( o f the same f a m i l y a s the v i l l a g e p r i e s t s i n W. Wager 8s 

two p l a y s ) 9 the ©eretrix M e l i s s a , and the r o i s t e r i n g s e r v a n t s 

Orgelus and Oenophiluss these a r e of course I d l e n e s s , Ignorance, 

Lechery, R i o t , P r i d e , G l u t t o n y , and "Good F e l l o w s h i p " g i v e n 

l o c a l h a b i t a t i o n s and names. 

Cacurgus h i m s e l f i s a v e r s a t i l e r e p r e s e n t a t i v e o f the 

V i c e a s " a c t o r . " H i s s u b s i d i a r y r o l e a s t r a v e l l i n g quack d o c t o r 

and a s t r o l o g e r (by which he t r i e s t o dissuade the two r u s t i c s 

from d i s c l o s i n g the e x i s t e n c e o f Mlsogonus' l o n g - l o s t twin) i s 
39 

o u t s i d e the m o r a l i t y t r a d i t i o n , but a r t i s t i c a l l y i n keeping 

wi t h i t . In h i s major r o l e , he d e l i b e r a t e l y p l a y s the p a r t o f 

" W i l l SoBamer" o r the " n a t u r a l " f o o l , not t o de c e i v e Mlsogonus 

who i s a l r e a d y c o r r u p t e d , but t o d e c e i v e the f a t h e r who g u l l i b l y 
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"believes that h i s "simple" s e r v a n t w i l l keep him informed of 

h i s son®s m i s d o i n g S o Cacurgus does i n fact betray the son to 

the father as well a s the father to the son when i t s u i t s h i s 

purpose B thus revealing himself as an Ambidexter "who with both 

hands f i n e l y can play*" His contempt f o r h i s v i c t i m , and h i s 

conscious r e f e r e n c e to h i m s e l f - a s "actor 0 9 and Vi c e , are abundantly 

expressed i n a number of sardonic boasts to the audiences 

I laughe at the olde fooles so h&rtelye. 
ha ha ha 

You may perceiue what I am so muche I doe laughe 
o • o e . o o o o o o o o o o e o a 
He talketh of me I warrant yow i n my absence 
who but I to make him pastime who cham h i s none sonne 
And proudly I t e l l yow to everie i n commer 
He bragges what a n a t u r a l l h i s lueke was to haue 
o o o o o o o o o o o o o o o o o 
plow eflmple, how honest, how f a i t h f u l l , and trewe 
*~ ( I.ii.l>32) 
Ha ha. now w i l l I goe playe w i l l sommer agayne 
and seme as ver i e a goee as I waz before 
musehe a douche yo» 8 vounder. 

( I I o i i l o 7 9 = > 8 1 ) 

These passages also point up an in t e r e s t i n g refinement of the 

Vice's a c t i n g s k i l l s Cacurgus not only assumes a r o l e , but adds 

the appropriate r u s t i c d i a l e c t to go with i t . 

As Madeleine Doran points out, the theme of prodigal youth 

continues to be a favorite i n Elizabethan and Jacobean comedy? 

and the plays of Middleton, Heywood, and Jonson expand and improve 
4 0 

on the st r u c t u r a l combination of genres presented i n Misogonus. 

The coney-catching pamphlets of these periods continue even more 

e x p l i c i t l y the morality-play association of wickedness with de

ception begun by t h e i r Tudor predecessors© As Thomas Dekker 

puts i t s 
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A l l Vices maske theaselues with the vizards of Vertue% 
they borrowe their names, the better and more curran^ly to passe 
without suspttions for murder w i l l be called Manhood, Dronken-
nesse i s now held to be Phisick. Impudence i s AudacTtle. Ryot, 
good fellowship & c k 1 

Although by this time such pamphlets may put the financial pur
poses of Journalism above that of moral instruction for i t s own 
sake, their wide popularity suggests that these themes were s t i l l 
of major social concern. 

But the most fascinating and complex descendant of the 
Vice as "Good Fellowship" i s of course Falstaff. Prince Hal 
himself, significantly in the midst of a play-acting scene in 
which he and Falstaff twice exchange roles as father and son, sums 
up the matter in a speech f u l l of double ironies which the audi
ence could hardly have failed to appreciates 

o . • there i s a devil haunts thee in the likeness of an old fat 
man; a tun of man i s thy companion. Why dost thou converse with 
that trunk of humours, that boltlng»hutch of beastliness . . . 
that huge bombard of sack . . . that reverend vice, that grey 
iniquity, that father ruffian, that vanity in years? Wherein 
i s he good, but to taste sack and drink i t ? wherein neat and 
cleanly, but to carve a capon and eat i t ? wherein cunning, but 
in craft? wherein crafty, but in vil l a i n y ? wherein villainous, 
but in a l l things? wherein worthy, but In nothing? 

(I Henry X V . II.iv.492-506) 
Spivack and other c r i t i c s have examined the Vice elements in 
Falstaff and the more general morality influence on the two Henry 
IV playso Spivack also comments on the more specific resemblances 
to his allegorical prototypes in Nature and Nature of the Four 
Elementss to Gluttony with "a chese and a botell"! the social 
upstart and bombastic knight Pride? and the " t a l knyght" of the 
"shrewd fray" reported by Rastell's Ignorance. Falstaff i s 



109 

of course f a r too complex a character to he categorized only i n 

these termso But Spivack°s argument that the Elizabethan audience 

would have recognized Palstaff°s moral pedigree Indicates the 

continuing v i t a l i t y of the morality t r a d i t i o n even a f t e r the 

decline of external a l l e g o r y . Deleter® s apparently deliberate 

use of morality terminology i n a pamphlet addressed to the 

general public would seem further to support t h i s argument. 

The sixteenth-century audience would n a t u r a l l y expect a 

prince such as Hal to be surrounded » i n court as well as tavern -

by f a l s e friends and counselors who, by undermining h i s moral 

character, would seem to s t r i k e at the heart of t h e i r society. 

The Vice's r o l e as f l a t t e r i n g c ourtier thus r e f l e c t s a major 

preoccupation of the time, expressed both p o e t i c a l l y and i n 

countless prose works of advice to princes of which Erasmus 0  

The Education of ^ C h r i s t i a n Prince i s among the most famous. In 

the following passage, Erasmus seems almost automatically to use 

the t h e a t r i c a l metaphors 

, . , the most f l o u r i s h i n g empires of the greatest kings have 
been overthrown by the tongues of f l a t t e r e r s . Nowhere do we read 
of a state which has been oppressed under a great tyranny i n 
which f l a t t e r e r s d i d not play the leading r o l e s In the tragedy ,^3 

Thomas Wyatt, In words closer to the morality play terminology, 

brings the same thought down to a d i r e c t personal l e v e l when he 

explains h i s voluntary e x i l e from courts 

My wit i s nought <=> I cannot lerne the waye, 
0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 

With the neryst vertue to cloke alwaye the vises 
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As dronkenes good fellow©shippe to calls 
The frendly ffoo with his dowble face 
Say he i s g e n t i l l and eourtois therewithal!5 

And say that Pavel1 hath a goodly grace 
In eloquence; and crueltie to name 
Zele of Justice and chaunge in tyme and place; 
o o e © o © « © 9 o 0 0 o o is o 

The letcher a loverf and tlrannye 
To he the right of a prynces relgne.^ 

Elyoto in a chapter of The Governour significantly t i t l e d "The 
election of frendes and the diuerslte of fl a t e r e r s 0 " continaully 
stresses the flatterer's s k i l l as actor3 

Of this peruerse and cursed people be sondry kyndes. some 
whiche apparauntly do flatter? praysinge and extolling© euery 
thinge that i s done by their superior » « «, • And i f they per-
ceyue any parte of their tale mlsstrusted. than they sette 
furthe sodaynly an heuie and sorowfull countenaunce9 as i f they 
were ablecte and brought in to extreme desperation 0 . . . 
Semblably there be some that by dissimulation can ©stent or 
shewe a highe graultie p mlxte with a sturdy entretaynement and 
faclbn » . . naming them selfes therfore playne men . . . . 
And in this wyse pytchinge their nette of adulation they Intrappe 
the noble and vertuous harte, which onely beholdeth their 
fayned seueritie and counterfayte wisedome . . . . 

(Bk. I I 9 Ch. 14? pp. 190-93) 
Prom the "sorowfull countenaunce" of Man's temporarily deserted 
companions in Nature B to the "Sober Sadness" of Cloaked Collusion 

x i n Magnificence, to "Honest lago, that look'st dead with griev-
l n g c

a » Elyot 0 whether consciously or not c perfectly describes 
the false face of the flattering Vice. Man and Othello, though 
not princes in the sense of royalty„ are princes in the wider 
humanist meaning of men of rank responsible for the welfare df 
others; and li k e Magnificence, each in his i n i t i a l innocent 

45 

state may be described as a "noble and vertuous harteo" 
Skelton in his allegorical poem The Bowge of Court (1499) 

a8 well as in Magnificence i s continually preoccupied with the 
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f l a t t e r e r as actor, the "frendly ffoo with h i s dowble face,* 

the symbolism of the hood and the cloak. One speech of the 

co u r t i e r Dissimulation i s of p a r t i c u l a r relevance to the Vice's 

i r o n i c pretense of being a "playne" and "honest" mans 

I wolde eche man were as playne as Ig 
It i s a worlde, I saye, to here of somes 

I hate t h i s faynynge, fye vpon i t , fyeSi,„ 

"I speke p l a i n l y e I can not f l a t t e r , " P o l i t i c k Persuasion assures 

the Marquis i n Patient G r l s s l l l ( l i n e 419), Covetous i n Enough 

Is ag.Good as a Feast weeps as he protests, ". . . I am not he 

that any man wll f l a t t e r * ( s i g . D). With a subtler double irony, 

lago ( r e f e r r i n g to Casslo) t e l l s Othello that "Men should be what 

they seem!" ( X X X 0 i i i . l 2 6 ) f and Cornwall i n King Lear thus accuses 

the genuinely plain~deal!ng Kent a f t e r he has beaten the foppish 

sycophant Oswalds 

This i s some fellow, 
Who, having been praised f o r bluntness, doth a f f e c t 
A saucy roughness, and constrains the garb 
Quite from h i s natures he cannot f l a t t e r , he, 
An honest mind and p l a i n , he must speak t r u t h . 
An they w i l l take i t , so; i f not, he's p l a i n . 
These kind of knaves I know, which i n t h i s plainness 
Harbour more c r a f t and more corrupter ends 
Than twenty!silly ducking observants 
That stretch t h e i r duties n i c e l y . 

(II.ii.101-10) 

Cornwall's speech suggests that by the time King Lear was writ

ten, i f not long before, t h i s type of deceiver had become v i r 

t u a l l y a c l i c h e whom the audience would Instantly recognize. 

The f i r s t type of f l a t t e r e r named by Elyot i s perhaps 

best represented by the figure of Courtly Abusion, who charms 
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Magnificence with h i s " p o l l y s h e d " and " p l e a s a n t " speech p r a i s i n g 

h i s p r i n c e l y e s t a t e , which he makes b o l d t o suggest might become 

even more s p l e n d i d " I f i t wolde l y k e you t o here my pore mynde" 

(slgo E2) 0 Magnificence g r a c i o u s l y urges him t o speak, and 

consents t o a f u r t h e r step toward h i s d o w n f a l l by commissioning 

him t o "purchase" such p r i n c e l y n e c e s s i t i e s a s a m i s t r e s s and 

c l o t h e s In "euery newe facyon" ( s i g . E2 V). But Magnificence 

has a l r e a d y been cor r u p t e d by f l a t t e r y , a s suggested on h i s 

f i r s t entrance a f t e r the c o n s p i r a c y sequence when he puts h i s 

wealth ( F e l i c i t y ) i n charge o f L i b e r t y and Fancy, i g n o r i n g F e l i 

c i t y ' s p r o t e s t and l i s t e n i n g i n s t e a d t o the f l a t t e r i n g a p p r o v a l 

o f C r a f t y Conveyances " A l l t h a t ye say s y r i s reason and sky11" 

£sig. X&^J,, 

Magnificence unquestionably a t t a c k s many c o u r t l y e v i l s o f 

the time a s S k e l t o n and h i s contemporaries saw them; whether i n 

a d d i t i o n i t was meant a s a s p e c i f i c warning t o Henry V I I I a g a i n s t 

S k e l t o n ' s arch-enemy C a r d i n a l Wolsey i s a complex q u e s t i o n beyond 
48 

the scope of t h i s t h e s i s . But i t i s i n t e r e s t i n g t o note the 
r e p e t i t i o n o f the warning a g a i n s t f l a t t e r y i n S a e k v i l l e and 

N o r t o n 0 s Gorboduc (1562), a p l a y openly d i r e c t e d t o the r e i g n i n g 
49 

monarch. The major i s s u e i s of course concerned with the 

dangers o f c i v i l war when a r u l e r d i e s without an h e i r ? but the 

second a c t i n two companion scenes t r e a t s the c o r r u p t i o n o f the 

King*s sons F e r r e x and Porrex by t h e i r f l a t t e r i n g c o u n s e l o r -

p a r a s i t e s Hermon and Tyndar. The e x p l i c i t statement of the moral 

l e s s o n i s t r a n s f e r r e d from c h a r a c t e r s w i t h i n the p l a y to the 

dumb<=show and chorus framing the a c t . A passage from the 
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p l a y w r i g h t s 9 e x p l a n a t i o n o f t h i s d u m b - s h o w i s i n t e r e s t i n g f o r 

i t s i m a g e r y o f a p p e a r a n c e a n d r e a l i t y c o n v e y i n g a s t r o n g s u g 

g e s t i o n o f t h e t h e o l o g i c a l b a c k g r o u n d s 

H e r e b y w a s s i g n i f i e d , t h a t a s g l a s s e b y n a t u r e h o l d e t h n o p o y s o n , 
b u t i s c l e r e a n d m a y e a s e l y b e s e e n t h r o u g h , n e b o w e t h b y a n y 
a r t s s o a f a y t h f u l l c o u n s e l l o u r h o l d e t h n o t r e a s o n , b u t i s 
p l a y n e a n d o p e n , , , , T h e d e l i g h t f u l l g o l d e f i l l e d w i t h p o y -
s o n b e t o k e n e t h f l a t t e r y , w h i c h v n d e r f a i r e s e e m i n g o f p l e a s a u n t 
w o r d e s b e a r e t h d e a d l y p o y s o n w h i c h d e s t r o y e d t h e P r i n c e t h a t 
r e c e y u e t h i t * 

( d e s c r i p t i o n o f d u m b - s h o w b e f o r e A c t I I ) 

H o w a r d B a k e r p r o v i d e s t h e f i r s t e x t e n d e d c r i t i c a l r e c o g n i t i o n o f 

t h e e l e m e n t s o f m o r a l i t y p l a y a n d M e d i e v a l m e t r i c a l t r a g e d y i n 
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G o r b o d u c a n d i t s s e v e r a l d e p a r t u r e s f r o m t h e S e n e c a n f o r m . 

N o t o n l y a r e t h e t w o p r i n c e s f l a n k e d b y g o o d a n d e v i l c o u n s e l o r s 

i n t h e m o r a l i t y t r a d i t i o n ? b u t t h e f l a t t e r i n g p a r a s i t e H e r m o n i n 

t e m p t i n g F e r r e x t o a t t a c k h i s b r o t h e r u s e s t h e t y p i c a l V i c e ' s 

m e t h o d s o f s o p h i s t i c a l a r g u m e n t a n d p r o m i s e o f I m m u n i t y d i s 

c u s s e d i n t h e p r e v i o u s c h a p t e r . H e r e m i n d s t h e P r i n c e t h a t h e 

i s h i s m o t h e r ' s f a v o r i t e a n d s h e w i l l a p p e a s e h i s f a t h e r i f h e 

s h o u l d b e c o m e a n g r y ? h e a s s u r e s h i m t h a t h e n e e d n o t e v e n f e a r 

t h e w r a t h o f G o d i 

K n o w y e , t h a t l u s t o f k i n g d o m e s h a t h n o l a w . 
T h e G o d d e s d o b e a r e a n d w e l l a l l o w i n k i n g e s . 
T h e t h i n g e s t h e y a b h o r r e i n r a s c a l l r o u t e s , 
o o o o o o o o o o o o o o o 
M u r d e r s a n d v i o l e n t t h e f t e s i n p r i u a t e m e n . 
A r e h a i n o u s c r i m e s a n d f u l l o f f o u l e r e p r o c h , 
Y e t n o n ® o f f e n c e , b u t d e c k t w i t h g l o r i o u s n a m e 
O f n o b l e c o n q u e s t e s , i n t h e h a n d e s o f k i n g e s , 

(11,1,143-55) 

A l t h o u g h e x t e r n a l a l l e g o r y h a s d i s a p p e a r e d , t h e e u p h e m i s t i c r e 

n a m i n g o f " m u r d e r s 0 a n d " t h e f t e s 0 9 a s " n o b l e c o n q u e s t e s " i s 
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exactly i n the morality t r a d i t i o n of "Wrathe i s wonte to he 
o 

c a l l e d Manhode."-^ 

In the companion scene, Hermon's counterpart Tyndar c l e 

v e r l y plays on Porrex' emotions and provokes him into i r r a t i o n a l 

rage by whispering to him of the "secrete quarrels" and "mon

strous t a l e s " that are c i r c u l a t i n g against him as a r e s u l t of 

h i s brother's favored p o s i t i o n . The concluding Chorus r e i t e r a t e s 

and sums up the moral lesson, using the sententious " l o , thus . . ." 

which as Spivack points out i s an i d e n t i f y i n g c h a r a c t e r i s t i c of 
52 

the Vice's speech as ©oral expositors 

Loe, thus i t i s , poyson i n golde to take. 
And hoisome drlnke i n homely cuppe forsake. 

(Act I I , Chorus, 25-6) 

Richard Edwards" Damon and P l t h l a s (1565)• a play which 

was probably performed before Elizabeth by the Children of the 

Chapel of which Edwards was the Master, presents Elyot's lesson 

on "the e l e c t i o n of frendes and the d l u e r s i t e of f l a t e r e r s " i n 

a well-knit p l o t contrasting true and f a l s e friendship at several 

l e v e l s . The c l a s s i c a l t a l e of the f a i t h f u l friends i s trans

formed into a "speculum p r l n c l p l s " on how the r u l e r with no true 

friends must become a lonely and f e a r f u l tyrant preyed on by the 

"serpent" f l a t t e r y ? the moral Is e x p l i c i t l y drawn i n the virtuous 

counselor Eubulus* cl o s i n g speech. At the lowest s o c i a l l e v e l , 

t h i s theme i s refl e c t e d i n the f a r c i e a l comedy of the pages 

Jack and W i l l who f i r s t f l a t t e r and then (metaphorically and 

l i t e r a l l y ) "shave" t h e i r g u l l i b l e v i c t i m Grim the C o l l i e r . At 

the court l e v e l , t h e i r masters Aristippus and Carlsophus vow 
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eternal friendship to one another while gleefully explaining 
their falsehoods to the audience,, Carisophus i s an interesting 
blend of Vice, courtier, parasite, agent-provocateur, and pro-
fessional Informer in the means by which he plays on Dionysus8 

obsession about spies and traitors, and draws the innocent Damon 
into his trapo The faithful and virtuous servant Stephano (an 
obvious f o i l to Jack and Will) takes the measure of Carisophus, 
call s him a "counterfeit Courtier," and describes him in the 
familiar theatrical terms* 

In a trope of honest men, some knaues may stand ye knows 
Such as by stelth creepe i n , vnder the colour of honestle, 
Which sorte vnder that cloke, doo a l l kind of villanies 

(1181-3) 

Although Carisophus takes care to explain his human motives 
("Which thlnge, I assure you, I doo for myne owne gayne," - line 
195), his gloating asides and his defiant speech when exiled 

5 3 
sufficiently reveal his moral pedigrees 

Yet Eubulus, though I begone, here after time shall t r i e . 
There shall be found euen In this Court as great flatterers 

as Is 
Well for a while I wyll forgo the Court, though to my 

great payne, 
I doubt not but to spie a time when I may creepe in againee 

(2207*10) 
Besides undermining their ruler's integrity by flattery, 

the false counselors of Gorboduc, and to some extent Carisophus, 
may also be seen as advocates of "Machiavellian policy." Hermon 
convinces Ferrex that i t would be expedient to attack his brother 
before he has "By guile f u l l cloke of an alluring showe,/ Got 
him some force and fauor in the realme" (IX«,lIol03~i0, or at 
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l e a s t to assemble an army fo r h i s " s a f e t l e . " Dordan 9 the v i r 

tuous counselor,, c r i e s out against such sophistry and "wicked 

counsell to a noble prince" (11.11.163). But Ferrex„ consenting 

to the archetypal r a t i o n a l i z a t i o n of " p o l i t i c " statesmen from 

a l l ages 9 forbids him to tal k further i n such a manner and 

soothingly repeats that he w i l l arm only i n self-defense. C a r i -

sophus i s not d i r e c t l y shown i n h i s r o l e as tempter of Dionysus; 

but under h i s influence the King refuses mercy to Damon on the 

grounds that the people despise a mild king; he would rather be 

hated so long as he i s feared; "a dead dogge can not b i t e " ( l i n e 

899)o Again the argument of "po l i c y " i s joined with the sophis

t i c a l use of proverb. 

" P o l i c y " i s the a l i a s of the Vice Avarice i n Bespublica 

who becomes chief administrator of the commonwealth. He explains 

i n h i s introductory monologue that "The Name o f p o l i c i e i s o f 

none suspected,," ( l i n e 83) „ and l a t e r j o v i a l l y reminds the audi

ence to "Remembre nowe my name ys m a i s t e r p o l i c i e . / a l l thing I 

t e l l yowe muste nowe go by p o l i c i e " (478-9). His v i c t i m the 

"widow" Bespublica puts the matter into a more s p e c i f i c a l l y 

p o l i t i c a l context when she congratulates herself on her excellent 

"Adminlstracion" based on "Honestye©" "Reformation e" and 

"Auc t o r y t l e e " concluding. 

what comon weale s h a l l then bee so happle as I? 
For t h i s (I perceive) i s the d r i f t e of p o l i c i e . 

(530-31) 

The audience 9 already informed of the true names behind these 

aliases,, would enjoy the irony of t h i s deluded expectation. 
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L a t e r 8 In an Interesting scene between the v i c e s , Bespublica 

and People,, her "administrators 0 answer People's complaints 

with ingenious p o l i t i c a l sophistry which i s i n some cases based 

on contemporary events. Among many possible examples from 

t h i s scene s the following speech of Insolence ("Authority") 

epitomizes the universal soothing evasion of the s k i l l e d p o l i t i c i a n s 

Doe ye not see t h i s by a l l experience plaine 
that men from deseases recoverjed]] againe, 
doe a f t e r sycknes paste remaine a long tyme weake? 
o o a o o a o . o e . o . o o o e 
So ye, thoughe oppressed with longe aduersitee, 
yet doubte not are towarde wealth and p r o s p i r l t e e . 

(1121-6) 

Continually implied here and throughout t h i s scene i s the ancient 

argument that the end j u s t i f i e s the means. Remembering i n ad

d i t i o n that the " g a l l a n t " Oppression i s re-named "Reformation," 

one i s reminded of Wyatt°s complaint that cruelty i s named "Zele 

of j u s t i c e and chaunge i n tyme and place." In The C o n f l i c t of  

Conscience. Tyranny i s named "Zeal"? i n New Custom. Cruelty 

becomes "Justice with Severity." Or as the l a t e r "Machiavellian" 

Claudius puts i t s 

. . . diseases desperate grown 
By desperate appliance are r e l i e v e d , 
Or not at a l l . 

(Hamlet, IV.iii.8-10) 

The l i s t of " p o l i t i c k v i l l a i n s " i n Elizabethan drama i s 

a long one which includes Claudius, Edmund, lago, Richard I I I , 

Aaron the Moor? Marlowe 9s Barabasj and Kyd°s Lorenzo of The 

Spanish Tragedy* regarded i n the older c r i t i c a l view as the sole 

ancestral prototype. Spivack has convincingly demonstrated 
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the "hybrid" Vice elements i n most of these and other "Machia

vellians® j and i n the course of h i s discussion he points out 

the powerful theological background of the Elizabethans 9 

" h y s t e r i c a l denigration" of Machiavelll» 

By propounding the technique of worldly success without regard 
to any higher a l l e g i a n c e , Machiavelll elevated the most Serious 
defect of human nature, from a Christian viewpoint, into a 
po s i t i v e achievements By defining power as the pr i z e a v a i l a b l e 
to certain natural q u a l i t i e s he dissolved i t s divine auspices. 
By creating p o l i t i c a l science he abolished the r e l i g i o u s p r i n c i p l e 
in human society. The Elizabethans r e a l l y understood him well 
enough, and indeed t h e i r t r a n s i t i o n a l age taught them to appre
hend the e v i l before they were a c t u a l l y aware of the man who 
l a t e r lent i t h i s name« 

56 
F e l i x Raab, although he does not discuss the morality plays, 

a l s o points out the strength of the Medieval Catholic outlook i n 

framing the Elizabethan interpretation of Machiavelll, and the 

sense of c o n f l i c t between the growing "consciousness of s t a t e c r a f t " 

during the reigns bf the early Tudors and the uneasy r e a l i z a t i o n 

that such ideas contradicted Christian e t h i c s , 5 ? 

"For then Sathan being a disguised person , • , i n the 

likenesse of a merry i e a s t e r acted a Com©die, but shortly en

sued a wofull Tragedie," These words by the English t r a n s l a t o r 

of G e n t l l l e t * s - a t t a c k on Machiavelll, quoted i n the f i r s t chapter, 

may epitomize the conservative Tudor attitude not only to "p o l i c y " 

but to a l l s o c i a l and p o l i t i c a l fraud. Secular ethics and 

theology cannot so e a s i l y be separated during t h i s period? and 

the man who pretends to be what he Is not would be seen by many 

as a t o o l of Satan, "Men should be what they seem," Man, with 

h i s i n f i n i t e capacity f o r self-deception, must be taught to recog

nize s o c i a l e v i l s ? and t h i s i s a major object of the mora l i t i e s . 



FOOTNOTES, Chapter III 

1 The t i t l e page of Wo Wager's The Longer Thou Livest the  
MOre Fool Thou Art advertises the play ass " 

A Myrrour very necessarie f o r youth, 
and S p e c i a l l y f o r such as are l i k e 
to come to d i g n i t i e and promotions 

2The Antic Hamlet and Richard III (New York, 19*0), Po 20. 
The continuation of t h i s 'themeTTn Elizabethan drama and 

j o u r n a l i s t i c pamphlets i s discussed b r i e f l y i n Paul A . Jorgensen, 
"Honesty i n Othello," SP, XLVII (1950), 557=67. Jorgensen re l a t e s 
t h e e p i t h e t "honest lago" to the vi c e s of the l a t e moralities 
and to "the widespread and urgent Elizabethan problems How may 
one know the honest man from the knave?" (p. 557)<» 

^The Boke Named the Governour (1531), ed. Foster Watson, 
Everyman*s Library (London and New York, 1907), p. 207. I t i s 
s i g n i f i c a n t that Elyot devotes t h i s entire Chapter 4 of Book III 
to the subject of "Fraud and Deceit," not exposing s p e c i f i c frauds 
as do the coney-catching pamphlets, but setting forth a general 
denunciation of pretense and deception i n a l l forms. 

This argument, as well as a summary of previous c r i t i c a l 
theories, i s developed at length i n h i s work, The Renaissance and  
English Humanism (Toronto, 1939 0.962J). 

^The charge of hypocrisy i s of course also implied in the 
other a l i a s e s s "Reformation" f o r Oppression, "Authority" f o r In
solence, and "Honesty" for Adulation. 

Bale repeats t h i s s a t i r i c a l device i n a l a t e r speech of Dis
simulation, c a r e f u l l y stressing the t h e a t r i c a l metaphors 

thowgh I seme a shepe, I can play the s u t t i e foxe 

nay dowst thu not se, how I In my colours Iette 
to blynd the peple, I haue yet a farther f e t t e 

(708-19) 
*J 

The Tudor interlude (Leicester, 1958), p. 56. 
Q 
English Drama from Early Times to the Elizabethans (London, 

1950), p. 125. 
An i n t e r e s t i n g discussion of how the Reformation propagandists 

adopted morality techniques may be found i n Ralner Plneas, "The 
English Morality Play as a Weapon of Religious Controversy," SEL, 
II (1962), 157-80. Plneas points out (p. 166) that the purpose 
of these playwrights was to reveal to the audience the deceptive 
nature of Catholicisms i n t h e i r eyes the outstanding e v i l of the 
time. 
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9 C r a i k , op. c i t . , p. 82? E. K« Chambers, The El i z a b e t h a n 
Stage (Oxford, 1923)* XV 9 3?o ' 1 1 . 

1 0 Op. d t . , pp. 57-9o C r a i k " s P l a t e s I I , I I I , V I , V I I I , and 
X, f o l l o w i n g p. 4 8 , a l s o i l l u s t r a t e the a t t i t u d e of the time 
toward extravagant d r e s s . 

The f i g u r e s of O s r i c In Hamlet, and the unnamed "popinjay® 
who demands Hotspur 9s p r i s o n e r s In I"Henry tIV might be added to 
C r a i k 9 s l i s t . 

n p . 89. 
A 0 V. Judges, Th® El i z a b e t h a n Underworld (London, 1930), 

P» 530, d e f i n e s a rarutter®""as ' w t h e l a s t of "a "gang of eard»playing 
coney-catchers t o appear on the scene. I f need be he provides 
q u a r r e l s and confusion." (Again one might note the idea of " a c t -
i n g a part . " ) 

The c h a r a c t e r i s i n g words " h u f f a h u f f a " a r e a l s o used by New-
Gyse i n Mankind. by R i o t In Youth, and by R i o t In S k e l t o n 9 s 
a l l e g o r i c a l ' poem The Bowge ofC^rt. 

^^Spivack (p. 232) suggests th a t although the i d e n t i t y of 
the Debtor i s not made e n t i r e l y c l e a r , h i s f a t e may a t l e a s t be 
taken as an apt moral con c l u s i o n t o the C o u r t i e r 0 s h i s t o r y . 

14 
"The C l o t h i n g M o t i f i n King Lear," Sg, V (195*0 e 281-6. 

For a d i s c u s s i o n of the symbolic"°use of c l o t h i n g i n Nature 
i n r e l a t i o n t o Jacobean drama s see L. G. S a l l n g a r , "The Revenger°g 
Tragedy and the M o r a l i t y Tradition,® In Eli z a b e t h a n Drama> < Med era''' 
Essays i n C r l t l c i s m a ed. R. J . Kaufman (New York 8~l961 ) " p "pp.210",' 215< 

1 5 C r a i k , Tudor I n t e r l u d e , p. 59. 
In t h e i r advice t o Mary, both P r i d e and I n f i d e l i t y impart a 

considerable note of s o c i a l r e a l i s m ( E l i z a b e t h a n r a t h e r than 
Hebrew!) i n t h e i r d e t a i l e d and knowledgeable d i s c o u r s e s on the 
h a i r d r e s s e r ' s and the t a i l o r 9 s a r t . 

^ I b I d o $ p. 58* 

*?R. H. Tawney°s Religion.and the Rise of C a p i t a l i s m (London B 

1926) provides the major discussion 1 of t h i s s u bject. L. C. Knights, 
Drama and So c i e t y i n the, Age of Jonson (London, 1937)e d i s c u s s e s 
the r i s e " o f " c a p i t a l i s m and the i n h e r i t e d d i s t r u s t of wo r l d l y r i c h e s 
i n r e l a t i o n t o Jacobean drama (see e s p e c i a l l y Chapter 1, "The 
In h e r i t e d Economic Order under E l i z a b e t h , " pp. 15-29). 

18 
"Revenger 0s Tragedy and M o r a l i t y T r a d i t i o n , " pp. 216-17. 

^ H e n r y H i t c h Adamsp E n g l i s h Domestic, o r ? H o m l l e t l c Tragedy« 
1575 t o 1642 (New York, 19~^5TTTP» 59^61, comments on t h i s s o c l 
aspect of Enough,Is as Good as,a Feasts "added t o the f a m i l i a r 
t a l e of the man tempted by' v i c e s CleiJ a remonstrance a g a i n s t the 
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abuses of grasping landlords and harsh masters, i n what i s per
haps the f i r s t expression of s o c i a l protest i n English drama, , . , 
The swindling of the servant and tenant was viewed as the most 
damning of the sins of Mr, Worldly Mana" ! 

20 
Charles M, Gayley, Plays of our Forefathers (New York, 

1 9 0 7 ) , pp, 3 0 4 - 5 , comments on t h i s play's s k i l l f u l p l o t develop
ment of three p a r a l l e l actions i n the fates of the tenant, the 
cou r t i e r , and the two prodigals, W l l f u l l wanton and Wastefulness, 

Adams (op, c i t , , p, 67) a l s o comments on the element of 
s o c i a l realism in the character of Greediness the merchant and 
Its importance i n the move toward domestic tragedy, 

21 
Judges (Elizabethan Underworld, p, 530) defines a " r u f f l e r " 

as a "lu s t y rogue who has, or pretends to have, seen service i n 
the wars; h i s trade i s robbery, open or disguised," 

c cHarman defines "Freshe Water Mariners" as counterfeit s a i l o r s 
whose "shipes were drowned i n the playne of Salisbery, These kynde 
of C a t e r p i l l e r s counterfet great losses on the sea; these bee 
some Western men, and most bee Irlshe men. These wyll runne 
about the eountrey wyth a counterfet lycence, faynlng eit h e r 
shypwracke, or spoyled by Pyrates , , . ," (A Caueat or Warenlng, 
for Commen Cvrsetors Vvlgarely Called Vagabones • , , ,, ed, 
Edward V l l e s and F, J , F u r n l v a l l , Early English Text Society, 
London, 1 8 6 9 , p, 4 8 ) , 

Awdeley®s "Curtesy Man" pretends to be asking charity f o r h i s 
"poore a f f l i c t e d fellowes" l a t e l y come from the wars and thus i s 
als o a species of " r u f f l e r , " He i s noted f o r h i s gentlemanly ap
pearance and p o l i t e and f l a t t e r i n g form of address (The Frater 
n i t y e of Vacabondes , , , ,, ed, Edward V i l e s and F, J , F u r n l v a l l , 
Early English Text Society B London, 1 8 6 9 , pp, 6 -7}» 

23E11zabethan Underworld e p, x v i i i , 
2 4 C a v e a t 9 pp, 2 0 , 23 9 3 7 9

 L79
 LQ9 50, 51* 5 3 e 5 ^ , 56, 5 7 » 5 8 , 

2 5Harman apparently found Nicolas so p a r t i c u l a r l y abominable 
that he took special pains to Inform the reader of how he met 
his just deserts? He adds a note at the end to the eff e c t that 
"whyle t h i s second Impression was In printinge," Nicolas was 
caught at h i s t r i c k s , whipped, put i n the p i l l o r y i n hi s disguised 
"lothsome at t y r e , " and carried through London as a ho r r i b l e ex
ample to the populace. The episode i s i l l u s t r a t e d with several 
woodcuts and another in c r e d i b l y bad poem (pp„ 8 7 - 9 1 )o 

26 
A, C, Cawley, ed,, Everyman (Manchester, E n g . , 1 9 6 1 ) , Intro., 

p, x x i , notes the "strong resemblance" of Fellowship, Kindred, 
Cousin, and Goods to the l a t e r v i c e s , 

2?Danio * 8 sermon expounds at great length on the dangers of 
idleness and the necessity to teach young people a useful tradeo 
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Two c r i t i c s * while objecting to the dramatic inappropriateness 
of the sermon s c i t e i t as evidence f o r John R a s t e l l 0 s authorship 
of the p l a y 9 r e f e r r i n g to h i s Interest i n education as shown i n 
other workss Frederick S. Boas 0 An Introduction to Tudor Drama 
(Oxford, 1933)* P« 9? A. Wo Reed. Early Tudor Drama (London* J926)« 
pp« 112-16o 

Although R a s t e l l * s authorship seems extremely l i k e l y , i t 
might be added that these ideas also represent a general humanist 
concern of the time, r e f l e c t e d as well i n the "youth" moralitieso 

2®pp a 86—7» 

^ I d l e n e s s , Wrath and Incontlnencle a l s o attempt to play 
t h e i r t r a d i t i o n a l r o l e s as tavern companions and gamblerso But 
they succeed l i t t l e better than Piety, D i s c i p l i n e and Exercitatlon 
succeeded i n teaching him learning and v i r t u e a Moros, as pre
vi o u s l y suggested, i s too autonomous to be a v i c t i m of anyone 
but himself, and the vices* a l l e g o r i c a l function has become d i s 
located although t h e i r s o c i a l role i s l i v e l y and r e a l i s t i c . 

3®This a t t i t u d e soon c r y s t a l l i z e s into a stage convention, 
as suggested i n two of the many Elizabethan s t r i c t u r e s On "decorum" 
of character. Richard Edwards i n h i s Prologue to Damon and mPithlas 
states that the old man should be "sober," the young man ''rash" 
( l i n e 19)o George Whetstone i n h i s E p i s t l e Dedicatory to Promos  
and Cassandra advises that " . . . grave old men should i n s t r u c t , 
young men should show the imperfections of youth . . • ." Cited 
In Madeleine Doran, Endeavors of Arts A study of form i n Elizabethan 
drama (Madison, Wise, 19& £l96*Q), p. 226, 

31 
L i l y Bo Campbell, Divine^Poetry and Drama In Sixteenth- 

Century England (Berkeley and Los Angeles, I959)9 p. 195. 
32 

The r e a l i s t i c and well-motivated r o l e and entrance of " L i t t l e 
Bess" may be contrasted with the stark a l l e g o r i c a l presentation 
of her counterpart Lechery i n Youth. 

33A manifest dectectlon of the most vyle and detestable vse  
of Dlceplay . . . . . ed. A. V. Judges. The Elizabethan Underworld^ 
p. 26. 

3 ^ I b i d . , pp. 28-33. 

^ ^ I b i d . , pp. 47=8. Judges i n h i s notes to t h i s pamphlet 
(pp. 492, 494) draws attention to the fact that Robert Greene, i n 
h i s l a t e r and more famous exposure of dlceplay i n A Notable Dis 
covery of Cozenage, l i f t e d whole passages from Walker's work, 
to which he was especially indebted f o r h%e elaboration of 6 3bar-
nard*s law.* 

36 
The names of Xantippe (the shrew), Da l i l a h (the harlot) 

and Ismael (the outcast) have an obvious t y p i c a l significance 
although they are on the surface i n d i v i d u a l . 

0 
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3?Several c r i t i c s have noted the mixture of genres i n t h i s 
plays Dor&n, Endeavors of Ar t , p. 162? Campbell e Divine Drama9 

pp. 201-2? R. Wo Bond"! e d . , l l a r l y Plays from the I tal ian (Oxford. 
1911)» Intro., pp. x c i f f . Bond a l s o notes the t y p i c a l s l g n l f l -
cance of the character names based on Greek etymology as another 
l i n k with the moralitiess Mlsogonus and Eugonus are the bad and 
good sons? Cacurgus„ the "mischief-maker®? Orgelus indicates 
"passionate"? Oenophllus* " f u l l of wine"? and Liturgus, "good 
for service" (p. c i i ? note. p. 303)« 

^Endeavors of Art, p. 163. 
A contrasting comment by John Vo C u r r y D e c e p t i o n i n E l i 

zabethan Comedy (Chicago, 1955)» PP» 28-9© might be cited as show-
Lng'a t o t a l misunderstanding of the Vice's nature, an Important 
point since throughout his work he characterizes the Vice's 
contribution to the l a t e r drama only i n terms of f a r c i c a l comedy. 
Aft e r noting Cacurgus* double nature as Vice and t r i c k y i n 
tr i g u i n g servant, Curry remarks that "though h i s motives for 
favoring Mlsogonus are not e n t i r e l y c l e a r , he seems to f e e l that 
by h i s ' p o l l i c y e ' he prevents h i s young master from t r y i n g h i s 
father's patience beyond the breaking point." 

^Bond (op. c i t . , pp. cix-cx) mentions t h i s role of Cacurgus 
as a l i n k with I t a l i a n drama and a l s o , possibly, with the Faust 
cycleo 

^Endeavors of Art, pp, 163-6. 

^The Bel-man of London. In The Non-Dramatic Works of Thomas 
Dekker, ed. Alexander B. Grosart (London, 1̂ 85 £19633)» I I I . 116, 
Cited"' in Splvack, p. 155. 

Dekker's catalogue of "detestable Vices" and "ho r r i b l e and 
Hel-hound-llke-perpetrated f l a g i t i o u s enormities" (p. 168") strongly 
r e c a l l s those of his'"Tudor predecessors. 

Splvack, pp. 87-91r Jo Dover Wilson, The Fortunes of F a l s t a f f 
(Cambridge, 19̂ 3 p.953l)» PP» 17-35? J» Wilson McCutchan, "Siml-
l a r i t l e s between F a l s t a f f and Gluttony i n Medwall's Nature," SAB, 
XXIV (1949)9 214-19? Do C. Boughner, "Vice, Braggart, and F a l -
s t a f f , " Anglla, LXXII (195*0 0 35-61. 

^•^Desiderius Erasmus, The Education of a Christian Prince, 
trans. Lester K. Bom (New York, 1936), p. 193» Cited i n A. R. 
Heiserman, Skelton and Satire (Chicago, I96I), p. 80o Heiserman 
a l s o quotes"**from numerous other warrfhgs to princes on the dangers 
of f l a t t e r y , from C l a s s i c a l times through the Renaissance, as 
part of h i s extended argument (pp. 66-123) that Skelton i n Mag
nifi c e n c e was attacking general e v i l s of the time and need not 
have been aiming h i s attack s p e c i f i c a l l y at Cardinal Wolsey. 

^ F i r s t S a t i r e , l i n e s 57-75. In S i r Thomas Wyatt, Collected  
Poems, ed. Kenneth Muir (London, 19̂ 9 [I960]). Cited i n Splvack, 
pp. 469-70o 
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-"Another aspect of the theme of f l a t t e n i n g friendship 
i s pointed out i n Thomas L o Watson, "The Detractor-Backbiters 
lago and the Tradition," Texas Studies i n L i t , and Lang.« V ( 1 9 6 3 ) , 

5 4 6 » 5 4 . Watson points out thai lago may he biassed" with Cloaked 
Collusion and with Detraccio i n The Castle of Perseverance» and 
that E l y o t 9 s caution against the vice of detraction cloaked under 
the "pleasaunt habite of friendshippe" constitutes "almost an 
abstract f o r the p l o t of Othello" (pp. 5 4 8 - 9 ) , 

4 6 
Wo O o , H a r r i s (who l i k e Heiserman argues against Ramsay's 

"Wolseyah" interpretation of MagnlfleenceT c i t e s The Bowge of 
Court and other early poems of Skelton to suggest^his ''life!brig 
aversion to courtly abuses which need not have included Wolsey 
as a s p e c i f i c object u n t i l the l a t e r p o l i t i c a l s a t i r e s i n which 
Wolsey i s c l e a r l y attackedo He a l s o points out that such terms 
as "cloaked c o l l u s i o n " and " c r a f t y conveyance" were used by Elyot, 
Tyndaie and Grafton, and were "more l i k e l y to have been l i t e r a r y 
c l i c h i s than Skelton*s exclusive terminology, e s p e c i a l l y reserved 
f o r use against Wolsey." (Skelton 0s "Magnyfycence" and the 
Cardinal Virtue T r a d i t i o n . Chapel H i l l , N . C . , 196'3," p, 32? a l s o 
pp 0 12=32 passim.) 

^ L i n e s 4 6 3 ° = ' 6 o In John Skelton, P o e t i c a l Works, ed. Rev, 
Alexander Dyce (London, 1 8 4 3 ) , V o l . I. 

4 8 
The standard affirmative view i s presented by Robert L. 

Ramsay i n h i s Introduction to Skelton 0s jpajpiyfycence. Early Eng-
l i s h Text Society (London, 1 9 0 6 ) , pp. e v i i i f f . Most l a t e r 
critics of Skelton, with the exception of Harris and Heiserman, 
have i n general followed Rata say 0 s interpretations (see Chapter 1 , 
notes 2 8 and 2 9 ) . 

I t seems l i k e l y that Skelton may have had Wolsey i n mind as 
a minor object. But the arguments of Harris and Heiserman, though 
they d i f f e r somewhat i n t h e i r f i n a l conclusions, seem more con-
v l n c l n g in considering the play as a whole and as i t r e l a t e s to 
the thought of the time. 

^ A s stated on the t i t l e page of the 1 5 7 0 - 7 1 e d i t i o n , the play 
was " . . . shewed on sbage before the Queehes Malestle, about 
nine yeares past, vz. the x v i i j . day of Ianuarle 0 1 561 . by the 
gentlemen of the Inner Temple." 

Two other c r i t i c s have discussed b r i e f l y the blending of 
Vice and parasite i n Gorboduc (as well as i n Damon and P l t h l a s 
and l a t e r p l a y s ) . E. P. Vanctiver, J r . , "The Elizabethan Dramatic 
Parasite," SP, XXXII ( 1 9 35 ) • 4 1 1 - 2 7 ? Robert Withington, "'Vice 0 

and 'Parasite. 8 A Note on* the Evolution of the Elizabethan 
Villain,® PMLA, XLIX ( 1 9 3 4 ) , ? 4 3 - 5 1 „ These discussions, although 
somewhat generalized, are of intere s t In suggesting the complex 
l i t e r a r y pedigrees of many Elizabethan rogues and v i l l a i n s . 

9 ° 4 7 . 
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51 Baker (op. c i t . , pp. 35~6) points out that t h i s apparently 
"Senecan" passage i s In fact a thoroughly English invective 
against ambition and tyranny. " I t i s s a t i r i c • a fact not men
tioned by the c r i t i c s ? spoken by an e v i l counsellor who i s but 
a scarcely disguised v i c e from the moral plays, i t l a y s open 
the e v i l s of ambition by seeming to praise ambition." 

5 2 p p . 189-90. 

-^Although Spivack does not discuss t h i s play, he notes the 
Vice*s defiance on h i s discovery as an aspect of h i s " a l l e g o r i c a l 
immunity" to human motives (pp. 196-7)» 

^ F o r instance. People complains of the hardship wrought by 
debasing the coinage, and Insolence argues that "yet i f ye marke 
y t t well, f o r one peice ye have three,/ which fo r your people i s 
no amale Commoditie" (1085-6). 

Leonard A. Magnus, ed., Bespublica„ Early English Text Society 
(London, 1905), Intro., p. xxx, notes that these Ingenious argu
ments are not e n t i r e l y invented. "Proude quotes them from h i s 
t o r i c a l sourceS o " Magnus (notes, pp. 67 f f . ) also points out 
a d d i t i o n a l probable references to p o l i t i c a l abuses during the 
reign of Edward VI. 

^ C . F. Tucker Brooke, The Tudor Drama (Boston, 1911), p. 211, 
describes Lorenzo i n terms i r o n i c a l l y foreshadowing Spivack*s 
l a t e r d e f i n i t i o n of the Vice. "Lorenzo i s the f i r s t of a long 
l i n e of Machiavellian v i l l a i n s . . . . the o r i g i n a l progenitor 
of the v i l l a i n of modern melodrama. . . . when f i r s t introduced 
upon the stage, there was a zest hitherto inspired by no dramatic 
figure about t h i s ardent devotee of p o l i c y who could * smile and 
smile and be a v i l l a i n , * - who, u t t e r l y soulless and heartless, 
could composedly intrigue out of h i s way the innocent obstacles 
to h i s ends, and, i f necessary, could meet his own fate with a 
l i k e e g o t i s t i c a l composure." 

For a s i m i l a r discussion of the "Machiavellian v i l l a i n , " see 
C. V. Boyer, The V i l l a i n as Hero i n Elizabethan Tragedy (London, 
1914). 

^ p . 375. For Spivack*s detailed discussions of the "hybrid" 
Vice elements i n Elizabethan and Shakespearean v i l l a i n s other 
than lago, see pp. 337-414. 

5?The English Face of Machlayelll. A Changing Interpretation  
I5OO-I7OO (London and'Toronto c iffoV}.' pp. 34, 256, and passim. 



CHAPTER IV. 

THE ACTORS AND THE AUDIENCE 

Since the avowed aim of the morality plays Is to instructs 

f a l s e appearance must be accompanied by the audience's recogni

tion of the e v i l r e a l i t y ; i t may or may not be followed by recog

n i t i o n on the part of the deluded hero. The structure of the 

plays thus mirrors the dramatic and moral problem of revealing 

to the audience the depths of the hero's Ignoranceo The Vice's 

t h e a t r i c a l counterfeiting, d e c e i t f u l arguments 9 and s o c i a l frauds 

discussed In the previous three chapters would convey to the 

audience the t r a d i t i o n a l l y deceptive nature of e v i l and i t s ap

p l i c a t i o n to t h e i r everyday lives., It has a l s o been suggested 

that the spectators would enjoy seeing t h e i r counterpart on the 

stage making a f o o l of himself just as they would enjoy the 

ant i c s of the Vices both for the g u l l i b i l i t y and knavery i t s e l f 

and for the moral reference which, to the Tudor way of thinking, 

would represent not a f a u l t of didacticism but a necessary and 

expected part of the play„ 

A passage from Erasmus' The Praise of F o l l y contains amid 

a penetrating statement on the nature of t h e a t r i c a l I l l u s i o n and 

i t s connection with human l i f e a suggestion of the way in which 

deception joined with recognition might define the kind of enjoy

ment which the audience would derive from the morality playss 

It Is not unknowen, how a l l humalne thyngs lyke the Silenes or 
duble image of Alcibiades, have two faces much unlyke and d l s -
semblable, that what outwardly seemed death, yet lokyng within 
ye shulde fynde i t lyfes and on the other side what seemed l i f e . 
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to be death? what fayre, to be foules what ri c h e , beggerlys 
what cunnyng;, rude: what strong,, feable, what noble, v i l e » o o , 
I f one at a solemne stage p l a i e , woulde take upon hym to plucke 
of the p l a l e r s garmantes , , , shoulde he not (trow ye) marre 
a l l the mattier? • . , Ye shoulde see yet straightwales a hew 
transmutacion i n thyngs: that whobefore plaied the woman, shoulde 
than appeare to be a man: who seemed youth, should shew h i s hore 
heares: who counterfeited the kynge, shulde tourne to a r a s c a l l , 
and who-plaied god almightie, shulde become a cobler as he was 
before. 

Yet take awale t h i s errour, and as soone take awaie a l l togethers, 
in as muche as the feignyng and counterfeityng Is i t , that so 
delighteth the beholders. 

So lykewise, a l l t h i s l i f e of mortall men, what i s i t e l s , but 
a certaine kynde of stage p l a i e ? whereas men come foorthe d i s 
guised one i n one a r r a l e , and an other i n an other, eche playing 
hi8 parte, t i l l at the l a s t the maker of the p l a i e or bokebearer 
causeth theim to avoyde the skaffolde , ' , , , And a l l t h i s i s 
dooen under a certaine v e i l e or shadow, which taken awale ones, 
the p l a i e can no more be plaied,. 

This passage of course i s not r e s t r i c t e d to the morality play 

s i t u a t i o n . But whatever the author's conscious intent may have 

been, i t i l l u s t r a t e s a central reason;for the t h e a t r i c a l appeal 

of these plays. The actor stripped of his disguise? "things as 

they are"? the straightforward moral sermons these matters become 

far- more a l i v e i f contrasted -with t h e feignyng and counterf eityng" 

or "things as they are not," 

The s p e c i f i c methods adopted to illuminate the discrepancy 

between appearance and r e a l i t y within the plays give r i s e to an 

Interesting relationship between the audience and the characters 

on stage. By i n d i r e c t means of contrast and d i r e c t means of ex

pository speeches and asides, the playwright constantly exploits 

the gap i n awareness between the informed audience and the deluded 

protagonist, Anne Highter has noted t h i s d i s t i n c t i v e two-dimen

sional q u a l i t y and i t s connection with the need f o r moral instructions 
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The p o o r m o r a l i t y h e r o was s u r r o u n d e d by t h e f a l s i f i c a t i o n s a n d 
d i s o r d e r o f a c o n t e m p o r a r y s e c u l a r s o c i e t y ? t h e w o r l d a p p e a r e d 
t o h i m , most o f t h e t i m e , e x a c t l y a s t h e D e v i l w i s h e d . I f t h e 
s p e c t a t o r s I d e n t i f i e d t h e m s e l v e s c o m p l e t e l y w i t h t h i s c e n t r a l 
c h a r a c t e r , t h e y m i g h t a l s o s h a r e h i s l a c k o f u n d e r s t a n d i n g u n t i l 
t h e d a r k , f i n a l moments o f t h e p l a y . O n l y b y g r a n t i n g M a n k i n d 
i n t h e a u d i e n c e a m e a s u r e o f e n l i g h t e n m e n t d e n i e d h i s c o u n t e r 
p a r t on t h e s t a g e c o u l d t h e m o r a l i t y f u l f i l l i t s p u r p o s e a s a 
c l a r i f i c a t i o n o f e x p e r i e n c e , a r e v e l a t i o n o f d i v i n e o r d e r i n t h e 
m i d s t o f c o n f u s i o n , 

2 

She g o e s o n , h o w e v e r , t o j o i n w i t h p r e v i o u s c r i t i c s i n c o n d e m n i n g 

t h i s m ethod a s a d r a m a t i c i n c o n s i s t e n c y t 

I n t e l l e c t u a l l y , t h e s e two a t t i t u d e s t o w a r d t h e a u d i e n c e w e re 
p e r f e c t l y c o m p a t i b l e . D r a m a t i c a l l y , h o w e v e r , t h e y p r o v e d a l m o s t 
I m p o s s i b l e t o r e c o n c i l e , , « , The t e c h n i q u e o f a u d i e n c e a d d r e s s 
t a k e n o v e r f r o m t h e m y s t e r i e s demanded, i f i t was t o be d r a m a t i 
c a l l y e f f e c t i v e , a n a u d i e n c e I n v o l v e d i n t h e a c t i o n o f t h e p l a y 
on a l e v e l w i t h t h e o t h e r a c t o r s , , , , A b a r r i e r t h a t had b e e n 
n o n - e x i s t e n t i n t h e m y s t e r y c y c l e s now d i v i d e d t h e p l a y w o r l d 
f r o m t h e p l a c e w h e r e t h e a u d i e n c e s t o o d . 

T h i s comment p o i n t s up a n i m p o r t a n t d i f f e r e n c e b e t w e e n t h e m y s t e r y 

a n d m o r a l i t y p l a y s ? a n d t h e o b j e c t i o n s t o a u d i e n c e - a d d r e s s a r e 

l o g i c a l i f one j u d g e s t h e p l a y s o n l y by modem, s t a n d a r d s o f t h e a t r i c a l 

n a t u r a l i s m . B u t s u c h o b j e c t i o n s f a i l t o a c c o u n t f o r t h e u n d e n i a b l e 

v i t a l i t y a n d p o p u l a r i t y o f t h e s e p l a y s o v e r more t h a n 150 y e a r s 
h 

s t a r t i n g i n t h e e a r l y f i f t e e n t h c e n t u r y ? a p o p u l a r i t y w h i c h 

may i n p a r t be e x p l a i n e d i f one r e c o g n i z e s t h e f u n c t i o n o f m o r a l 

a n d d r a m a t i c i r o n y a s t h e means by w h i c h t h e p l a y w r i g h t e x p l o i t s 

t h e " b a r r i e r 6 ' b e t w e e n a u d i e n c e a n d p r o t a g o n i s t . T h i s u s e o f i r o n y ' 

h a s b e e n m e n t i o n e d t h r o u g h o u t t h e p r e v i o u s c h a p t e r s . B u t s i n c e 

I t i s a v i t a l a s p e c t o f t h e p r o c e s s o f r e c o g n i t i o n , i t s h o u l d 

now r e c e i v e c l o s e r a t t e n t i o n , 

A b r i e f d e f i n i t i o n o f d r a m a t i c i r o n y may c l a r i f y t h i s 

f u n c t i o n . A l a n R e y n o l d s Thompson, a l t h o u g h he d o e s n o t d i s c u s s 
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the morality plays 0 describes irony in terms which could be 
readily applied to thems 

, o * Irony i s a device , , » which uses contrast as i t s means. 
Its essential feature i s a discrepancy or incongruity between 
expression and meaning, appearance and reality, or expectation 
and event, • • , there are three different points of view 
toward ironys that of the person using It for attack, that of 
i t s victim, and that of the onlooker. 

G , Go Sedgewick suggests the kind of enjoyment which such irony 
may impart, bringing up to date the idea which seems inherent in 
Erasmus0 discussions 

In essence It Qrony]J i s a pretence , , , the purpose of which 
i s mockery or deception of one sort or another? and i t s force 
derives from one of the keenest and oldest and least transient 
pleasures of the reflective human mind - the pleasure in contrast-
ing Appearance with Reality, 

The morality hero i s of course Ignorant of the discrepancy between 
"expectation and event"8 he expects every form of worldly f e l i c i t y , 
only to find the promise broken to his hope. He i s supremely i g 
norant of the discrepancy between the Vice°s "appearance" and his 
"reality," The audience would enjoy the contrast without for
getting the moral lesson behind i t . 

In order to demonstrate the way this two-dimensional 
relationship works toward recognition, a few general comments 
should be made about the function of each group of characters 
(the hero and his personified vices and virtues) and the function 
of contrast as It relates to the comedy of the vices. 

For the mankind hero, delusion followed by recognition 
involves the rudiments of tragedy, Willard Farnham has pointed 
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out the elements of tr a g i c choice i n the m o r a l i t i e s , insofar 

as man i s given free w i l l and made i n d i v i d u a l l y responsible f o r 
7 

h i s own sins, rather than the v i c t i m of a blind Fortune,/ I f 

one adds t o t h i s concept the allegory of self-delusion, one sees 

the rudiments of t r a g i c self-recognition followed by s p i r i t u a l 

regeneration. This aspect of tragedy, as Edmund H, Creeth points 

out, i s l a r g e l y confined to the e a r l i e r moralities? i n the l a t e r 

plays (beginning roughly with the early Elizabethan period) the 

hero usually dies ignorant and unredeemed? h i s worldly sins are 

v i s i t e d with divine and worldly r e t r i b u t i o n as a moral example 
8 

to the audience. This s h i f t to a catastrophic ending involves 

a major change i n r e l i g i o u s doctrine which l i e s outside the scope 

of t h i s t h e s i s . But the irony of the herb's belated recognition 

of h i s f o l l y , or h i s deadly lack of recognition, i s maintained 

i n e i t h e r case. Once undeceived, he often turns to the audience 

and r u e f u l l y warns them to beware of h i s own example, with a 

suggestion of "had»I-but-known" to which a member of the audience 

might have, g l e e f u l l y responded, "We could have told you so, 6 9 

The extra-dramatic address would of course be p a r t i c u l a r l y i r r i 

t a t i n g to the advocate of t h e a t r i c a l naturalism? but the appeal 

to human nature shows considerable shrewdness. In some l a t e r 

plays, the speech of r u e f u l recognition becomes i n addition the 

" s c a f f o l d speech," a favori t e theme of Elizabethan l i f e and 

l i t e r a t u r e . In those plays where the hero dies unrepentant, 

s t i l l b e l i e v i n g i n the "goodness" of e v i l , the audience would 

recognize the t e r r i b l e irony of h i s ignorance. 
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A l l e g o r i c a l l y , the Virtue figure represents man's better 

nature,, As suggested above,, he may also be said to represent 

the Reality, or "things as they are," He acts as preacher to 

audience and hero, and (at times) as deus-ex-machina revealing 

the Vice's deceptions,, As preacher, he indulges i n long moral 

homilies which no doubt p a r t l y j u s t i f y the charges of "dullness" 
9 

made by some c r i t i c s against the plays as a whole. But the 

di d a c t i c purpose of the plays, and t h e i r probable derivation 

from the Medieval sermon, gives t h i s form of exposition a degree 
1 0 

of a r t i s t i c J u s t i f i c a t i o n , The Tudor audience, accustomed to 

hearing sermons and to reading l i t e r a t u r e of an avowed moral 

purpose, would probably not share our modern d i s l i k e of anything 

d i d a c t i c . Nor are the "virtuous" comments on the hero's f o l l y 

without t h e i r occasional humanizing touches. 

Psychological realism i n the recognition scenes i s 

usually l e s s well developed than i n the plot of deception. The 

hero's delusion i s usually t o t a l and the disguise "impenetrable" 

u n t i l sudden and apparently unmotivated conversion i s brought 

about by the aid of Vi r t u e , As Hardin Craig puts I t , Mankind 

behaves i n a way which i s consistent with allegory rather than 

with behavioral psychologys "when Repentance asks him to return 

to h i s better nature, t h i s abstraction i s suddenly and Immediately 

i n a state of repentance, leaving i n d i v i d u a l struggles to indi» 
11 

v i d u a l human beings," The role of Emilia i n Othello might 
1 2 

well be described i n these termss 
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o • o 0 gull? 0 dolt2 
As Ignorant as d i r t ? thou hast done a deed -OOOO.OOO o a o o o o o © 
Moor 9 she was chaste? she loved thee„ cruel Moor? 

(Voii.163-49 249) 

It i s i n t e r e s t i n g to note that i n some moralities* a l l the 

machinery Is provided f o r unravelling the deception at a l i t e r a l 

p l o t l e v e l . But the playwrights never quite take t h i s d r a s t i c 

step« always reverting to the a l l e g o r i c a l conclusion. 

The Vice represents the Appearance of good p or "things 

as they are not," His double function as deceiver to the vic t i m 

on stage and moral expositor to the audience constitutes the most 

dramatically powerful source of Irony, Splvack divides t h i s ex

pository function into three conventions? the introductory mono

logue or "moral pedigree" expounding the Vice's name9 nature and 

fame? the c o n s p i r a t o r i a l monologue c o n f i d e n t i a l l y explaining h i s 

deceptions to the audience? and the i r o n i c , gloating a s i d e e often 

at the moment of the hero's downfall. Two conventions of the 

Vice's speech to h i s v i c t i m also reinforce the ironys the d e l l -

berate sllp-of-tongue "wherein he flashes a gleam of truth i n 

the face of his dupe c but quickly withdraws It , • , ,"? and the 

Jeering speech of triumph with which the Vice himself sometimes 

undeceives the deluded hero, abetting him i n the further delusion 

of despair, 2" 3 Summing up the t h e a t r i c a l e f f e c t of these q u a l i t i e s , 

Splvack remark8s 

His talent for converting moral i n s t r u c t i o n into e x c i t i n g theater 
explains h i s great popularity and long l i f e on the stage. He 
creates a play to demonstrate a moral t e x t 9 and he interprets 
every stage of the demonstration with a homiletlc zeal matched 
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only by h i s d e r i s i o n . His relationship with the audience, 
o r i g i n a t i n g In the homlletlc p r i n c i p l e organic i n his r o l e , Is 
one of the remarkable features of the moralities . 0 , ,., 

1 4 
These talents of the Vice are a consistent feature of 

the morality genre, although i n some l a t e r plays there i s a ten

dency f o r nonsense speeches and clowning f o r i t s own sake to 

usurp the moral function. But considered purely as a character 

within the play, the Vice also undergoes a more legitimate 

t h e a t r i c a l change. In the e a r l i e r m oralities, he tends simply 

to fade out before the denouement; but i n a number of l a t e r plays 

he i s "unmasked" i n a scene of symbolic disrobing, and punished, 

thus giving the theme of recognition a neater t h e a t r i c a l con

c l u s i o n , 1 ^ 

The Vice's function as comedian also i l l u s t r a t e s the more 

Indirect means by which the playwright enforces recognition 

within the play, namely, by i l l u s t r a t i n g h i s moral i n contrasting 

serious and comic moods. The st r u c t u r a l use of contrast and 

al t e r n a t i n g casts, which as David M, Bevington demonstrates im

parts a d i s t i n c t i v e pattern to the supposedly-formless morality 
16 

plays, raises issues beyond the scope of t h i s study. But the 

thematic use of comedy i s an important aspect of revealing e v i l 

i n i t s true nature, and thus an i n d i r e c t source of irony. V a r i 

ous c r i t i c s have objected to the coarse humor and sl a p s t i c k of 

the plays, or have considered i t only insofar as i t leads toward 

f a r c i c a l comedy in l a t e r drama. The clowning a c t i v i t i e s of the 

Vice have instigated a c r i t i c a l controversy as to whether the 
17 

Vice i s i d e n t i c a l with the Pool, The episodes of low comedy 
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a r e u n d o u b t e d l y i n p a r t a c o n c e s s i o n t o p o p u l a r t a s t e a n d t o 

t h e V i c e ' s d e v e l o p i n g r o l e a s s t a r a c t o r i n t h e l i t e r a l s e n s e ; 

a n d i n some l a t e r p l a y s , a s s u g g e s t e d a b o v e , t h e V i c e a s b u f f o o n 

a t t i m e s seems t o t a k e over., B u t a s S p i v a c k d e s c r i b e s i t , t h e 
18 

comedy o f t h e v i c e s i s e s s e n t i a l l y t h e "comedy o f e v i l " i o f t e n 

g r o t e s q u e , c r u d e , o b s c e n e , b u t t h u s a l l e g o r i c a l l y j u s t i f i e d i n 

r e v e a l i n g t h e u g l y r e a l i t y b e h i n d t h e a p p e a r a n c e o f g r a v i t y , 

p i e t y , r e s p e c t a b i l i t y , o r " i n n o c e n t merriment.," F o r e x a m p l e , 

t h e t r a d i t i o n a l v u l g a r b r a w l b e t w e e n t h e v i c e s becomes h i g h l y 

i r o n i c when t h e y t h e n t u r n t o h a r m o n i o u s p l o t t i n g a n d a p p r o a c h 

t h e i r v i c t i m a s p i o u s " C h a r i t y " o r a f f e c t i o n a t e " F r i e n d s h i p , " 

I n o t h e r s c e n e s , t h e p o i n t a t w h i c h t h e v i c t i m l a u g h s a t t h e 

v i c e s 6 b u f f o o n e r i e s becomes a n ' a l l e g o r i c a l s i g n o f h i s d o w n f a l l , 

A r e p r e s e n t a t i v e s e l e c t i o n f r o m e a r l y , i n t e r m e d i a t e , a n d 

l a t e r p l a y s may s e r v e t o d e m o n s t r a t e t h e s e p r i n c i p l e s i h a c t i o n . 

S i n c e t h e p l o t o f d e c e p t i o n h a s b e e n d i s c u s s e d a t some l e n g t h 

i n t h e p r e c e d i n g c h a p t e r s , i t m i g h t be s t r e s s e d r e t r o s p e c t i v e l y 

t h a t t h e i r o n y i s d r i v e n home t o t h e a u d i e n c e e a c h t i m e t h e h e r o 

i g n o r e s V i r t u e ' s e a r n e s t b u t i n e f f e c t u a l p r e a c h m e n t s a n d e a c h 

t i m e he y i e l d s t o t h e b l a n d i s h m e n t s o f t h e v i r t u o u s l y - d i s g u i s e d 

V i c e who h a s p r e v i o u s l y i n f o r m e d them o f t h e " r e a l i t y " w i t h h i s 

u s u a l h o m l l e t l c f r a n k n e s s . B u t r a t h e r t h a n r e i t e r a t e a l o n g l i s t 

o f e x p o s i t o r y m o n o l o g u e s w h i c h S p i v a c k h a s e x t e n s i v e l y d o c u m e n t e d , 

t h e f o l l o w i n g d i s c u s s i o n w i l l f o r t h e most p a r t c e n t e r on t h e 

c o n c l u d i n g s c e n e s w h i c h may b e s t s u m m a r i z e t h e theme o f r e c o g 

n i t i o n - a n d n o n - r e c o g n i t i o n - a s i t a f f e c t s t h e a c t o r s a n d t h e 

a u d i e n c e . 
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E v e r y m a n ( c , 1495) w i l l f i r s t be m e n t i o n e d b r i e f l y a n d 

o u t o f I t s c h r o n o l o g i c a l s e q u e n c e s i n c e I t may be t a k e n a s t h e 

e x c e p t i o n w h i c h p r o v e s t h e r u l e . A l t h o u g h i t d i f f e r s f r o m most 

m o r a l i t i e s i n c o n t a i n i n g n o c l e a r v i c e f i g u r e a n d c o n c e n t r a t i n g 

o n t h e C o m i n g o f D e a t h a s t h e e n d - p r o d u c t o f t h e P s y c h o m a c h l a 

c o n f l i c t e t h e p l a y w r i g h t c o n s t a n t l y s t r e s s e s t h e t r e a c h e r o u s 

f a l s e a p p e a r a n c e o f man's w o r l d l y e s t a t e i f he t r u s t s I n i t e x 

c l u s i v e l y , , C o s y n w a r n s t h e d e l u d e d E v e r y m a n a g a i n s t h e r s e l f i n 

w o r d s f o r e s h a d o w i n g t h e V i c e ' s s p e e c h a s m o r a l e x p o s i t o r s " T r u s t 

n o t t o me? f o r 9 s o God me s p e d e e / I w y l l d e c e y u e y o u i n y o u r 

m b o s t n e d e 6 8 {357038} § a n d t h e l a t e r w o r d s o f K n o w l e d g e seem d e l i 

b e r a t e l y i n t e n d e d t o p o i n t up t h e i r o n i c c o n t r a s t b e t w e e n f a l s e 

a n d t r u e g u i d e s s "Euerymano I w y l l go w i t h t h e a n d b e t h y gyde«/ 

I h t h y m oost n e d e t o go b y t h y s y d e " (522-3)o An e x c h a n g e b e t w e e n 

E v e r y m a n a n d h i s ( W o r l d l y ) Goods a g a i n s t r e s s e s t h e theme o f d e 

c e p t i o n a n d s t r o n g l y s u g g e s t s t h e V i c e ' s j e e r i n g s p e e c h o f t r i u m p h 
19 

o v e r h i s d e s p a i r i n g v i c t i m s 

E v e r y m a n 0 f a l s e G o o d , c u r s e d t h o u b e e 

Thou t r a y t o u r t o G o d p t h a t h a s d e c e y u e d me 
And c a u g h t me i n t h y s n a r e ? 

Goods M a r y 8 t h o u b r o u g h t t h y s e l f e i n c a r e 9 

W h e r o f I am g l a d d e , 
I must n e d e s l a u g h f I c a n n o t be sadde<> 

(451-6) 

A f t e r G o o d s ' d e r i s i v e departure© E v e r y m a n r u e f u l l y a c k n o w l e d g e s 

t h e t r u t h o f t h e c h a r g e ? a n d t h e a u d i e n c e e a l r e a d y I n f o r m e d o f 

t h e m o r a l p o s i t i o n b y t h e o p e n i n g s p e e c h o f God a n d by t h e w a r n i n g s 

o f t h e f a l s e f r i e n d s t h e m s e l v e s * w o u l d a p p r e c i a t e t h e i r o n y o f 
20 

h i s b e l a t e d r e c o g n i t i o n s 
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Fyrst Felawshyp sayd he wolde with me gone? 
His wordes were very pleasaunt and gaye. 
But afterwarde he l e f t e me alone. 
Than spake I to my kynnesmen, a l l i n dyspayre, 
And also they gaue me wordes fayre? 
They lacked no fayre spekynge, 
But a l l forsake me i n the endynge. 
o a o o o. © o o o e o o 
Than of my selfe I was ashamed. 
And so I am worthy to be blamed? 
Thus may I well my selfe hate, 

(465«?8) 
In these speeches, the allegory of self-delusion i s cle a r , Every

man has brought himself to t h i s pass, and the personified ab

stract i o n s of h i s "fayre spekynge" worldly estate only represent 

t h i s fact externally. He i s rescued from the Incipient sin of 
21 

despair by Knowledge, who may represent 4 8self-knowledge, 6 9 

followed by Confession, He receives the sacraments purging h i s 

si n and, i n a scene notable f o r i t s restrained dramatic power 

and d i g n i t y , descends into the grave accompanied only by h i s 

Good Deeds, 

This self-contained sequence of recognition followed by 

repentance and s p i r i t u a l regeneration (to use Creeth 0s terms) 

may be contrasted and compared with the death of Mankind i n The  

Castle of Perseverance (c, 1405=1425), Stricken by Death's 

blows, he i r o n i c a l l y c r i e s out to the World f o r help (the a l l e 

g o r i c a l meaning of course duplicates Everyman's appeals to h i s 

fa l s e friends)? and i n World°s reply we hear the f a m i l i a r Vice's 

blend of jeering triumph and moral homily: 
I wold thou were i n the erthe be-loke, 
& a-nother hadde thyne erytagel 
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now s c h a l t h e W e r l d on t h e e be w r o k e , 
f o r t h o u h a s t done s o g r e t o u t r a g e s 

t h i good t h o u s e h a l t f o r - g o o , 
W e r l d l y s good t h o u h a s t f o r - g o n , 
& w i t h t o t t y s t h o u s e h a l t be t o r n ? 
t h u s h a u e I s e r u y d h e r e b e - f o r n , 

a h u n d r y d t h o u s a n d naooo 
(2872-82) 

G l e e f u l l y W o r l d c a l l s h i s B o y ( " G a r c i o 5 3 o r W I wot n e u e r e who") 

t o s e i z e t h e h e r o ' s r i c h e s , g a i n e d b y f r a u d , w h i c h he had hope d 

h i s f a m i l y w o u l d i n h e r i t , C r e e t h n o t e s t h e s i m i l a r i t y o f t h i s 

s c e n e t o t h e d e a t h s o f t h e W o r l d l y Man a n d M a c b e t h ? he a l s o n o t e s 

t h e f a c t t h a t M a n k i n d 0 s m o r a l i n j u n c t i o n t h a t t h e a u d i e n c e p r o f i t 
22 

by h i s e x a m p l e i s e c h o e d i n many l a t e r p l a y s . A l m o s t t o o l a t e , 

M a n k i n d i s f o r c e d t o b i t t e r r e c o g n i t i o n o f h i s f o l l y * 

' I wot n e u e r e who, 0 s o w e l e s a y , 
now am I s o r y o f my l y f s 

0 0 0 0 0 0 0 3 

God kepe me f r o d y s p a y r l 
a l my g o o d , with~out£erff f a y l e , 
I h a u e g a d r y d w i t h g r e t t r a u a y l e , 
t h e W e r l d h a t h e o r d e y n y d o f h i s e n t a y l e ? 

I wot n e u e r e who t o be myn e y r , 

now, good men, t a k y t h e e x a m p l e a t met 
d o f o r y o u r e s e l f w h y l y e h a n s p a s e l 
o o o o o o o o o o o o 
I deye" c e rt c y n i c s 

now my l y f e I haue l o r e ? 
myn h e r t b r e k y t h ? I syhe" sor©| 
a word may I s p e k e n o more? 

I p u t t e me i n G o d y s m e r c y * 
(2970-3008) 

The p l a y i n f a c t comes c l o s e t o t r a g e d y . M a n k i n d d i e s " u n h o u s e l ' d , 

d i s a p p o i n t e d , u n a n e l e d , " a n d i s c a r r i e d o f f t o H e l l , b u t h i s s o u l 

I s redeemed a f t e r d e a t h i n t h e t r a d i t i o n a l a l l e g o r i c a l D e b a t e o f 

t h e H e a v e n l y G r a c e s , M a n k i n d ' s unredeemed d e a t h w o u l d become 

b e a r a b l e t o t h e a u d i e n c e o n l y a f t e r Man i n t h e a b s t r a c t h a s b e e n 
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23 r e p l a c e d by man t h e i n d i v i d u a l . B u t t h e v e r b o s e d e b a t e f o l -

l o w i n g t h e p o w e r f u l a n d i r o n i c d e a t h s c e n e seems d r a m a t i c a l l y 

a n t i - c l i m a c t i c when c o n t r a s t e d w i t h t h e c o n c l u s i o n o f Everyman<> 

T j r e ^ j C a ^ t l e o f P e r s e v e r a n c e a l s o c o n t a i n s ^ i n t h e most 

s c h e m a t i c a l l e g o r i c a l f o r m many o t h e r d e v i c e s , o f r e c o g n i t i o n 

w h i c h a p p e a r , much c o m p r e s s e d . I n l a t e r p l a y s . The f u l l company 

o f D e a d l y S i n s a n d C a r d i n a l V i r t u e s a n d t h e i r m a s t e r s God, t h e 

W o r l d , t h e F l e s h , a n d t h e D e v i l t e a c h h a s h i s s e l f - i d e n t i f y i n g 

m o n o l o g u e . Two c o n v e n t i o n s o f t h e l a t e r "comedy o f e v i l " h e r e 

r e v e a l most c l e a r l y t h e i r a l l e g o r i c a l v a l i d i t y . . The t r a d i t i o n a l 

q u a r r e l b e t we&n t h e v i c e s i s f o r e s h a d o w e d i n t h e b r a w l among t h e 

f o r c e s o f e v i l ( i n s t i g a t e d by B a c k b i t e r 5 s s l a n d e r o u s r e m a r k s ) 

o v e r who s h o u l d be b l a m e d f o r M a n k i n d 0 s e s c a p e . The d e v i c e o f 

s e t t i n g V i r t u e I n t h e s t o c k s i s o f c o u r s e a s u r v i v a l o f t h e 

e x t e n d e d o p e n b a t t l e b e t w e e n M a n k i n d ' s p e r s o n i f i e d v i c e s a n d 

v i r t u e s w h i c h c o n s t i t u t e s t h e P s y c h o m a c h l a i n i t s o r i g i n a l f o r m . 

A t h i r d e a r l y p l a y , Wisdom Who I s C h r i s t ( c . 1450-1500)» 

I s i n t e r e s t i n g f o r I t s p r e s e n t a t i o n o f L u c i f e r i n t h e r o l e o f 

d i s g u l s e r , " r e a s o n e r , " a n d m o r a l e x p o s i t o r l a t e r t o be t a k e n 
2k 

o v e r e n t i r e l y b y t h e V i c e . H i s i n t r o d u c t o r y m o n o l o g u e h a s 

b e e n d i s c u s s e d I n t h e f i r s t c h a p t e r ? a f t e r c o r r u p t i n g M i n d , W i l l 

a n d U n d e r s t a n d i n g , he a g a i n t u r n s t o t h e a u d i e n c e a n d e x u l t s 

o v e r h i s t r i u m p h , p r o m i s i n g t h a t he w i l l t r a n s f o r m t h e S o u l 

"Ewyn l y k e t o . a f e n d e o f h e l l " ( l i n e 539) a n d e n d i n g on t h e f a 

m i l i a r n o t e o f s e n t e n t i o u s w a r n i n g a g a i n s t h i m s e l f s 

T h u s , b y c o l o u r s a n d f a l s e g y n n e . 
Many a s o u l e t o h e l l I wyn. 

(548-9) 
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H i s p r o m i s e i s f u l f i l l e d i n a s t r i k i n g a n d p o w e r f u l s c e n e o f 

a l l e g o r i c a l p a g e a n t r y w h i c h C r e e t h d e s c r i b e s a s " t h e t h e o l o g i c a l 

p r o t o t y p e " o f t h e r e c o g n i t i o n s c e n e s i n l a t e r p l a y s , 2 - * Wisdom 

( C h r i s t ) f o r c e s t h e d e l u d e d M i n d t o l o o k i n t o t h e d e p t h s o f h i s 

d e f o r m e d S o u l s 

Y i t Mynde, I s e y £toJ y o w 9 be»thynke 
I n what p e r e l l y e be nowS t a k e hedeS 

Se howe y e hau e d y f s j v y g u r y d e y o w u r s o u l e ? 
B e - h o l d e y o w u r s e l f f f l o k e v e r y l y i n a y n d e , 

(903-6) 

A s t h e s t a g e d i r e c t i o n s s p e c i f y , A n i m a t h e n a p p e a r s , " i n t h e 

most h o r r y b u l l w y s e , f o w l e r e t h a n a f e n d e , " From b e n e a t h h e r 

" h o r r y b y l l iaantyll® r u n o u t " v l s m a l l b o y s i n t h e l y k n e s of 

D e w y l l y s , & s o retorn® a-^geyn." The t h r e e " P o w e r s " o f t h e S o u l 

c r y o u t i n h o r r o r a n d c o n f e s s t h e i r s i n s , b u t o n l y a f t e r t h e S o u l 

h a s wept f o r s o r r o w a n d awakened f r o m h e r d e l u s i o n d o t h e d e v i l s 

w i t h d r a w f r o m h e r s 

I wepe f o r s o r o w , L o r d e . I be»gyn a w a k e , 
I t h a t t h i s l o n g e h a t h s l u m b e r y d e i n s y n e , 

(981-2) 

The v i s u a l a l l e g o r y c o n c l u d e s w i t h t h e s t a g e d i r e c t i o n a c c o m 

p a n y i n g t h e s e l i n e s s " H i e r e c e d u n t d e a o n e s , " A l t h o u g h t h e t h e a t r i 

c a l method d i f f e r s f r o m t h a t o f E v e r y m a n a n d P e r s e v e r a n c e f t a l l 

t h r e e p l a y s c l e a r l y p r e s e n t t h e a l l e g o r y o f s e l f - d e l u s i o n . The 

p r o t a g o n i s t i s f o r c e d t o s e e t h e R e a l i t y , a n d t h e a u d i e n c e t o 

p e r c e i v e t h e i r o n y o f h i s b e l a t e d r e c o g n i t i o n . 

Among t h e i n t e r m e d i a t e m o r a l i t i e s , S k e l t o n * s M a g n i f i c e n c e 

( c , 1515) i s o f p a r t i c u l a r d r a m a t i c i n t e r e s t . The l o n g c o n s p i r a c y 
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s c e n e I s a t h e a t r i c a l t o u r - d e - f o r c e s k i l l f u l l y c o m b i n i n g s e v e r a l 

f u n c t i o n s o f a u d i e n c e - r e c o g n i t i o n w h i l e i t a d v a n c e s t h e p l o t o f 

d e c e p t i o n . The c o n v e n t i o n a l " m o r a l pedigrees® o f t h e c o u r t i e r -

v i c e s ( t w o o f w h i c h h a v e b e e n q u o t e d i n t h e f i r s t a n d t h i r d c h a p 

t e r s ) a r e made l i v e l y a n d v a r i e d by S k e l t o n 9 s p o e t i c v i r t u o s i t y . 

The c o n s p i r a t o r i a l m o n o l o g u e o f t h e l e a d i n g V i c e i n o t h e r p l a y s 

I s h e r e p r e s e n t e d more r e a l i s t i c a l l y i n a s e r i e s o f d i a l o g u e s 

w h i c h g i v e t h e a u d i e n c e f u r t h e r i n f o r m a t i o n w h i l e e l i m i n a t i n g 

t h e n e e d f o r s h o w i n g t h e e n t i r e s e q u e n c e o f M a g n i f i c e n c e 0 s t e m p t a 

t i o n ? h i s l a t e r r e - e n t r y i n h i s c o r r u p t e d s t a t e t h u s t a k e s on 

a d d i t i o n a l i r o n i c i m p a c t . A comment b y B e v i n g t o n i n c o n n e c t i o n 

w i t h S k e l t o n " s s t r u c t u r a l u s e o f c o n t r a s t a n d a l t e r n a t i n g c a s t s 

sums up t h e t h e a t r i c a l e f f e c t Of t h i s s c e n e a s . w e l l a s i n d i c a t i n g 

t h e m o r a l f u n c t i o n o f i t s comedys 

T h i s r e p e a t e d v a r i a t i o n i n M a g n i f i c e n c e . . . c r e a t e s a n 
a t m o s p h e r e o f I n t r i g u e d u r i n g t h e p h a s e o f c o n s p i r a c y a n d d e l u 
s i o n . C o n s p i r a t o r s a p p e a r a n d d i s a p p e a r , g i v i n g t h e i m p r e s s i o n 
t h a t s o m e t h i n g m y s t e r i o u s i s g o i n g o n b e h i n d t h e s c e n e s . . . . 
The l o c u s o f t h e d i a l o g u e i s some i n d e t e r m i n a t e m e e t i n g p l a c e o f 
t h e v i l l a i n s , w here we o v e r h e a r the® p l o t t i n g f u r t h e r moves a n d 
g l o a t i n g o v e r r e c e n t a c h i e v e m e n t s . The c o n s p i r a t o r s i n s i n u a t e 
t h e m s e l v e s one by one i n t o t h e s e r v i c e o f t h e p r i n c e , r e t u r n a n d 
d i s a p p e a r , c o n s u l t one a n o t h e r , a n d g e n e r a l l y augment t h e m i s c h i e f 
u n t i l M a g n i f i c e n c e ' s d e l u s i o n i s c o m p l e t e . . . . A s i n o t h e r 
m o r a l p l a y s t h e k e y t o t h i s symmetry i s t h a t e v i l i s t h e r e v e r s e 
o f g o o d , a n d a s s u c h - l i k e t h e b e a r d e d women i n M a c b e t h s a i l i n g 
i n a s i e v e - i s s e e n a s g r o t e s q u e , l u d i c r o u s , c o m i c t h r o u g h e x a g 
g e r a t i o n a n d d i s t o r t i o n , a n d y e t u l t i m a t e l y f e a r f u l . ^ 

I n c o n n e c t i o n w i t h comedy, t h e r o l e s o f F a n c y a n d F o l l y 

s h o u l d b e m e n t i o n e d s i n c e i n t h i s p l a y , a l t h o u g h v i c e a n d c o u r t 

f o o l a r e i d e n t i c a l , 2 ^ t h e f o o l i s c l e a r l y a n e v i l f o o l . The 

c o n n e c t i o n o f F a n c y 0 s name w i t h t h e p o w e r o f d e l u s i o n a n d h i s 
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r o l e i n p r o c u r i n g t h e b a n i s h m e n t o f M e a s u r e h a v e b e e n d i s c u s s e d 

i n t h e f i r s t c h a p t e r , , B u t h i s " b r o t h e r " F o l l y I s e q u a l l y impor<= 

t a n t f a nd one s h o u l d remember t h a t i n The W o r l d a n d t h e C h i l d 

(co 1508) t h e v i c e F o l l y i s d e s c r i b e d a s a s u m m a t i o n o f t h e 

S e v e n D e a d l y S i n s , F o l l y h i m s e l f makes t h e p o s i t i o n c l e a r , . He 

t r i c k s h i s own c o l l e a g u e s F a n c y a n d C r a f t y C o n v e y a n c e i n a n ex= 

t e n d e d s e r i e s o f c r u d e a n i m a l j o k e s a n d » on t h e s u r f a c e - mere 

b u f f o o n e r y o The l a t t e r i s f i n a l l y f o r c e d t o a d m i t t h a t he h a s 

b e e n " h a d 0 " a n d w o n d e r l n g l y commentsg "And f o r a f o l e a man w o l d e 

hym t a k e . " F o l l y ' s r e p l y 9 t h o u g h n o t d i r e c t l y a i m e d a t t h e a u d i -

e n c e , sums up t h e m a t t e r c l e a r l y f o r t h e i r b e n e f i t : 

Nay i t i s I t h a t f o l e s can.make 
F o r be he c a y s e r o r be he k y n g e 
To f e l o w s h y p w i t h f o l y I c a n hym b r y n g e 

( s i g o D2V) 

T h u s warned„ t h e a u d i e n c e c o u l d s c a r c e l y f a l l t o a p p r e c i a t e t h e 

i r o n y i n t h e s e r i o u s c o u n t e r p a r t t o t h i s s l a p s t i c k scene,, The 

P r i n c e 9 h a v i n g b a n i s h e d Measure,, i s now s o t o t a l l y d e l u d e d t h a t 

he c a n l a u g h a t F o l l y ' s c r u d e a n t i c s a nd i s u n a b l e t o c a t c h t h e 

" g l e a m o f t r u t h " w h i c h F o l l y i r o n i c a l l y o f f e r s h i m : 

MagRo By c o c k e s h a r t e t h o u a r t e a f y n e a e r y k n a u e 
F o l l y I make god auowe y e w y l l n o n e o t h e r men h a u e , 
Magn» what s a y s t thou 
P o l l y M a r y I p r a y god y o u r m a y s t e r s h y p t o s a u e 

( s i g . F v ) 

A t t h i s s t a g e i n t h e p l a y 9 i l l u s t r a t i o n s o f t h e h e r o ' s 

d e l u s i o n f o l l o w f a s t u p o n one a n o t h e r . The a u d i e n c e , , r e m e m b e r i n g 

t h e c o n s p i r a c y s c e n e a n d t h e P r i n c e 0 s i n i t i a l " n o b l e and v e r t u o u s 

h a r t e " (Elyot)© m i g h t w e l l l a u g h t o s e e h i m a d o r e h i s e r r o r s a n d 
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strut to h i s confusion (to paraphrase Mark Antony 9s words of 

b i t t e r recognition? Antony and Cleopatra. III 0irIIi 0 l l 4 - 1 5 ) . 

But the laughter would not be a l l merriment; fo r the spectacle of 

a splendid prince so debased would also produce that p a i n f u l 

clash of emotions which i s at the heart of irony. Several 

s p e c i f i c actions contribute to t h i s spectacle? h i s y i e l d i n g of 

F e l i c i t y to Fancy and Liberty; the banishment of Measure; h i s 

blindness to the f l a t t e r y of Courtly Abuslon; and h i s boasting 

speech i n the t r a d i t i o n of the Herodian t y r a n t . 2 ^ His laughing 

at F o l l y i s the f i n a l demonstration 0 Almost Immediately Fancy 

enters i n the ro l e of jeering t r u t h - t e l l e r to inform the Prince 

that the four co u r t i e r - v i c e s (whose true names he now reveals) 

have run o f f with h i s worldly wealth, or F e l i c i t y ? 

Magn. what hath sadnesse begyled me so 
Fancy Way madnesse hath begyled you & many mo 

For lyberte i s gone and also felycyte 
0 Q 0 G 0 0 0 0 9 C o o a 

Magn. why i s t h i s the largesse that I haue vsyd 
Fancy Way It was your fondnesse that ye haue vsyd 

o o o o o o o o o o o o o o o 
Magn. why who wolde haue thought i n you suche gyle 
Fancy what yes by the rode syr i t was I a l l t h i s whyle 

That you trustyd and fansy i s my name 
And f o l y my broder that made you moche game 

( s i g . F 2 ) 

"Mary8 thou brought thy se l f e i n care." These words of Goods 
i n Everyman, and the I r o n i c s gloating speech of World i n Perse

verance, are a l l e g o r i e a l l y i d e n t i c a l with Fancy's revelations; 

and h i s reference to "madnesse" and "your fondnesse" should be 

balanced against the epithets of "fond," "fonnish," and "frantyck" 

previously applied to Fancy himself. Although t h i s scene might 

on the surface seem purely secular in i t s lesson, i t s roots reach 
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b a c k t o t h e t h e o l o g i c a l c o n c e p t o f w o r l d l y w e a l t h a s a t r e a 

c h e r o u s I l l u s i o n t o t h e man who p u t s i n i t h i s w h o l e t r u s t . 

M a g n l f i c e n c e 9 " b e t e n downe" b y A d v e r s i t y a n d d e s p o i l e d 

b y P o v e r t y , i s r e s c u e d f r o m t h e c a r d i n a l s i n o f D e s p a i r a n d 

M i s c h i e f ( s u i c i d e ) a n d r e s t o r e d t o h i s f o r m e r s t a t e b y t h e 

c o u n s e l s o f Good Hope a n d R e d r e s s B f o l l o w e d by Sad C i r c u m s p e c t i o n . - ^ 

A g a i n t h e l e s s o n m i g h t seem p u r e l y s e c u l a r 9 n o t t o s a y m a t e r i a l ! g -

t i c B s i n c e he i s a l s o r e s t o r e d t o h i s f o r m e r p r o s p e r i t y . B u t 

i t s t h e o l o g i c a l b a c k g r o u n d m i g h t b e s t be i n d i c a t e d b y n o t i n g c e r 

t a i n g e n e r a l s i m i l a r i t i e s t o t h e r e c o g n i t i o n s e q u e n c e i n R, 

W e v e r 8 s L u s t y J u v e n t u s ( e , 1550), J u s t a s M a g n i f i c e n c e h ad 

d e m o n s t r a t e d h i s " f o l l y 6 5 t o t h e audience„ s o J u v e n t u s shows them 

h i s " h y p o c r i s y " by s l a n d e r i n g Good C o u n s e l w i t h t h e p r o v e r b i a l 

s o p h i s m w h i c h ( a s t h e y w o u l d n o t f o r g e t ) was f i r s t t a u g h t h i m 

b y t h e V i c e H y p o c r i s y s 

Y o u r m i n d e t h e r i n I d o w e l l v n d e r s t a n d e , 
Y®u go a b o u t my l i u i n g t o d i s p i s e 0 

B u t y o u w i l n o t s<«e t h e beames i n y o u r owne e y e s , 
( s i g . E 2 V ) 

I n t h i s p l a y 9 t o n o t e a n i m p o r t a n t c o n t r a s t s i t i s V i r t u e a s 

d e u s ^ e x - m a c h i n a r a t h e r t h a n t h e j e e r i n g V i c e who u n d e c e i v e s t h e 

h e r o . Good C o u n s e l r e p l i e s b l u n t l y - a n d p e r h a p s $ when t h e s c e n e 
31 

i s a c t e d o w i t h a human n o t e o f h u f f i n e s s s 

The d e u e l l h a t h y o u d e c e i u e d w h i c h i s t h e a u t o r o f l i e s . 
And t r a p p e d y o u i n h i s s n a r e o f w i c k e d h i p o c r y s y , 

( s i g , E 2 V ) 

A f t e r v e r y l i t t l e f u r t h e r u r g l n g p J u v e n t u s a b r u p t l y y i e l d s t o 

h i s a l l e g o r i c a l b e t t e r n a t u r e . He " l y e t h downe" ( s t a g e d i r e c t i o n ) 9 
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weeps and c u r s e s h i m s e l f , N o t i n g t h a t he I s s t i l l d r e s s e d i n 

h i s f r i v o l o u s c l o t h e s and ( a s s t a t e d i n t h e t h i r d c h a p t e r ) h a s 

e n t e r e d t h i s s c e n e e x p e c t i n g a J o l l y d i c e game, t h e a u d i e n c e 

w o u l d a g a i n a p p r e c i a t e t h e c o m i c - p a i n f u l c o n t r a s t b e t w e e n e x p e c 

t a t i o n a n d e v e n t . 

A l a s , a l a s what haue I w r o u g h t and d o n e ? 
H e r e I n t h i s p l a c e I w y l l f a l l downe d e s p e r a t e . 
To a s k e f o r m e r c y now I know I t i s t o l a t e . 
• e o . . . o o a e o a o , e 
A l a s 5 a l a s , t h a t e u e r I was b e g a t 9 

I w o u l d t o God I had n e u e r bene b o r n e . 
A l l f a y t h f u l l men t h a t b e h o l d t h i s w r e t c h e d s t a t e 9 

May v e r y l u s t l y l a u g h me t o s c o r n e , 
o o o e o o o o o o o o 
T h u s i n my f i r s t a g e t o w o r k e myne own d e s t r u c t i o n 9 

[ s i g . E3j 

T h e r e i s i n t h e s e l i n e s a n o t e o f a n g u i s h e d s e l f - r e c o g n i t i o n 

w h i c h a l s o a p p e a r s ( t h o u g h a t f a r g r e a t e r l e n g t h ) i n t h e d e s p a i r 

i n g o u t c r y o f M a g n i f i c e n c e s 

A l a s s e t h a t e u e r I s h o l d e be s o shamed 
A l a s s e t h a t e u e r I M a g n y f y c e n c e was named 
o o o o o o o o o o e o o o 
A l a s s e my f o l y a l a s s e my w a n t o n w y l l 
I may n o more s p e k e t y l l I haue wept my f y l l 

( s i g , F 3 V - [Wj? I t a l i c s m i n e ) 

L i k e t h e P r i n c e ' s good c o u n s e l o r s , Good C o u n s e l ( a i d e d by God's 

M e r c i f u l P r o m i s e s ) w a r n s t h e h e r o a g a i n s t t h e a d d i t i o n a l d e l u s i o n 

o f d e s p a i r a n d r e f u s i n g t o a c c e p t God's m e r c y . T h e i r l o n g s e r m o n s 

s c a r c e l y d i f f e r i n i m p o r t e x c e p t f o r W ever's e x p l i c i t c i t a t i o n s 

o f B i b l i c a l c h a p t e r - a n d - v e r s e . ( T h i s p o i n t o f c o m m u n i t y b e t w e e n 

a C a t h o l i c a n d a n e a r l y P r o t e s t a n t p l a y a d d i t i o n a l l y s u g g e s t s 

t h e s t r o n g M e d i e v a l i n h e r i t a n c e o f t h e R e f o r m e r s , ) S p i r i t u a l l y 

r e s t o r e d 9 J u v e n t u s t u r n s t o t h e a u d i e n c e a n d r u e f u l l y w a r n s them 
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n o t t o be t r a p p e d , a s he was, by f a l s e a p p e a r a n c e s 
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0 s u b t y l l S a t a n , f u l l d e c e i t f u l l i s t h y s n a r e , 
Who i s a b l e t h y f a l s e h o d t o d i s c l o s e ? 
o o o o o o o o o o o o o 

E r e I was w a r e t h o u h a d d e s t d e c e i u e d me 
And b r o u g h t me I n t o t h e p a t h , w h i c h l e a d e t h u n t o h e l l 
o o o o o o o o o o o o o o o o o o 

A l l C h r i s t e n p e o p l e , w h i c h be h e r e p r e s e n t 
May l e a r n e by rae h i p o e r y s y t o know. 
W i t h t h e w h i c h t h e d e u i l l , a s w i t h a p o y s o n most p e s t i l e n t 
D a y l y s e k e t h a l l men t o o u e r t h r o w s 
C r e d i t e n o t a l l t h y n g e s v n t o t h e o u t w a r d show, 

( s i g . £ E 4 V J - P ) 

H y p o c r i s y h i m s e l f p l a y s t h e r o l e o f m o r a l e x p o s i t o r i n a 

h i g h l y d e v e l o p e d s t y l e w h i c h , t o a v o i d u n d u e r e p e t i t i o n , may be 

t a k e n a s t y p i c a l o f most i n t e r m e d i a t e m o r a l i t i e s => I n h i s i n t r o = 

d u c t o r y " m o r a l p e d i g r e e " he b o a s t s o f h i s w o r l d - w i d e fames "The 

tyme were t o l o n g now t o d e c l a r e , " t h e n u m b e r s o f men whoa he 

h a s d e c e i v e d " s i n c e t h e w o r l d b e g a n . " He t h e n p r o c e e d s t o a 

d o g g e r e l c a t a l o g u e o f " H o l y " C a t h o l i c f r a u d s w h i c h r e c a l l s b o t h 

t h e p o e t i c m e t h o d s o f S k e l t o n a n d t h e s a t i r i c a l m e t h o d s o f B a l e 

| ~ s l g . B 4 - cQ. H i s " c o n s p i r a t o r i a l m o n o l o g u e * " a s S p i v a c k p u t s 

i t , shows i n " f a m i l i a r s t y l e a n d c a d e n c e " t h e m o r a l i z i n g V i c e 

" s t a n d i n g f o r w a r d among t h e a u d i e n c e on h i s p u l p i t e e r i n g p l a t f o r m 

o f a s t a g e , r e a c h i n g f o r t h e d e v i c e t h a t w i l l e n s n a r e t h e play°s 
...33' h e r o * 

I w i l l be w i t h I u v e n t u s a n o n e 
And t h a t e r e he be w a r e . 
And I wys i f he w a l k e n o t s t r a i g h t , 
I w i l l v s e s u c h a s l e y g h t . 
T h a t s h a l l t r a p h i m i n a s n a r e , 
How s h a l l I b r i n g t h i s g e a r e , t o p a s ? 
I c a n t e l now by t h e mas, 
Tfithout a n y more a d u i s e m e n t s 
I w l l i n f e c t h i m w i t h w i c k e d company, 
whose c o n u e r s a t i o n s h a l b e s o f l e s h l y . 
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y e a , a b l e t o o u e r come a n i n n o c e n t 0 

0 0 O Q 0 0 O 0 O O O Q 

T h u s w y l l I c o n u e y , 
My m a t t e r I s a y . 
Somewhat h a n d s o m e l y 9 

» O O 0 0 O O 

T r u d g e H i p o c r i s y , t r u d g e . 
Thou a r t a good d r u d g e 9 

To s e r u e t h e D e u y l l i 

( s i g , C2 - C2 V) 

He t h e n t u r n s and composes h i s f e a t u r e s t o a p p r o a c h J u v e n t u s 

u n d e r t h e g u i s e o f " F r i e n d s h i p , " and e m p l o y s a l l h i s s k i l l a s 

" a c t o r " a n d " r e a s o n e r " t o l u r e t h e h e r o away f r o m h i s v i r t u o u s 

c o m p a n i o n s , J u v e n t u s , l i k e M a g n i f i c e n c e , s i g n i f i e s h i s s t a t e o f 

d e l u s i o n a n d t h e a s s e n t t o h i s c o m i n g d o w n f a l l when ( a g r e e i n g 

t o a c c o m p a n y h i m t o t h e t a v e r n ) , he l a u g h i n g l y e x c l a i m s , ", , , 

by my t r o u t h y o u a r e m e r e l y d i s p o s e d " ( s i g , D v ) , L a t e r , when 

he h a s e m b r a c e d A b o m i n a b l e L i v i n g ( " L i t t l e B e s s " ) 9 H y p o c r i s y ' s 

c o a r s e a s i d e t o t h e a u d i e n c e r e m i n d s them t h a t h i s p l o t h a s b e e n 

a c c o m p l i s h e d . 

H y p o c r i s y a n d most o t h e r V i c e s up t o t h i s t i m e f a d e o u t 

o f t h e d r a m a t i c p i c t u r e once t h e i r p l o t h a s s u c c e e d e d . B u t i n 

t h r e e p l a y s o f t h i s p e r i o d , t h e V i c e f o r t h e f i r s t t i m e i s " u n -

m a s k e d " i n t h e t h e t h e a t r i c a l a s w e l l a s t h e a l l e g o r i c a l s e n s e , 

a n d condemned t o d e a t h o r p u n i s h m e n t . I t seems s i g n i f i c a n t t h a t 
B a l e ° s K i n g J o h n (1538-1562), L i n d s a y ' s S a t i r e o f t h e T h r e e 

E s t a t e s (1540-1554), a n d R e s p u b l i c a (1553) a r e a l l p o l e m i c a l 

" e s t a t e s m o r a l i t i e s " I n w h i c h t h e a u t h o r s m i g h t p a r t i c u l a r l y 

w i s h t o d e m o n s t r a t e t h e c o n s e q u e n c e o f c r i m e s a g a i n s t t h e s t a t e . 

Of t h e s e p l a y s 9 R e s p u b l l c a may be t a k e n a s a r e p r e s e n t a t i v e 

e x a m p l e . 
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The s e q u e n c e l e a d i n g up t o t h e u n m a s k i n g s c e n e i n t h i s 

p l a y I s a l s o i n t e r e s t i n g f o r i t s s u g g e s t i o n o f a f u t u r e d r a m a t i c 

d e v e l o p m e n t w h i c h n e v e r q u i t e t a k e s p l a c e w i t h i n t h e m o r a l i t y 

g e n r e o MOre t h a n o n c e t h e v i c e s n e a r l y g i v e t h e show away b y 
35 

t h e i r own b l u n d e r s , a s when R e s p u b l i c a o v e r h e a r s A v a r i c e com

p l a i n i n g a b o u t p i c k p u r s e s who w o u l d s t e a l h i s b a g s o f golds, o r 

when A v a r i c e a n d A d u l a t i o n w h i s p e r a s i d e f o r s o l o n g t h a t R e s 

p u b l i c a seems m o m e n t a r i l y s u s p i c i o u s a n d s h a r p l y a s k s , " S a i d e y e 

a u g h t t o h i m , t h a t m a l e n o t be t o l d e t o a e ? " ( l i n e 1327). P e o p l e 

c o n t i n u a l l y t e l l s h e r t h a t h e r t r u s t e d a d m i n i s t r a t o r s a r e " d e -

v o u r e r s , " a n d a t one p o i n t s h e s i g n i f i c a n t l y d e b a t e s w i t h h e r s e l f s 

what s h o u l d e I i u d g e o f t h i s ? m a l e y t be© c r e d i b l e , 
o r b y a n i e r e a s o n may© y t be p o s s i b l e , 
t h a t s u e h e f o w r e a s t h o s e I n whom I h a v e p u t t my t r u s t e 
s h e w i n g s u c h e f a c e o f f r e n d s h i p , s h o u l d e be© men v n i u s t e ? 

(977-80) 

B u t R e s p u b l i c a i s a l l e g o r i c a l l y I n c a p a b l e o f u n d e c e i v i n g h e r s e l f , 

a l t h o u g h h e r n e a r a p p r o a c h m i g h t i n c r e a s e t h e t e n s i o n a n d i r o n y 

f o r t h e a u d i e n c e . T h i s s p e e c h comes o n l y a f t e r A v a r i c e h i m s e l f , 

i n g r e a t a l a r m , h a s r e p o r t e d t h e c o m i n g o f L a d y V e r i t y , t h e 

" d a u g h t e r o f T i m e " ; and V e r i t y a c t s a s deus-ex«pmachlna a f t e r 

R e s p u b l i c a h a s r e i t e r a t e d h e r t r u s t i n h e r e x c e l l e n t a d m i n i s t r a t o r e s 

Ah good R e s p u b l i c a thow h a s t e b e e n a b u s e d , 
whom thowe c h o s e s t a r e v i c e s t o be r e f u s e d , 
o p o o o o o e . e o o o e o 
Than he t h a t was P o l i c i e , t h e c h i e f e manne o f p r i c e 
I n d e d e i s moost s t i n k i n g a n d f 1 1 t h i e A v a r i c e , 
he f i r s t e e n v e i g l e d t h e e a n d h i s p u r p o s e t o f r a m e 
C l o k e d e c h e o f t h e s e v i c e s , w i t h a v e r t u o u s name. 

(1369=78) 
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The u n m a s k i n g s c e n e w h i c h f o l l o w s i s f r e q u e n t l y c o m i c a s 

A v a r i c e t r i e s e v e r y t r i c k o f f l i p p a n c y , i n s o l e n c e e a n d i n g e n i o u s 

e v a s i o n i n a v a i n a t t e m p t t o f e n d o f f t h e f o r m i d a b l e a r r a y o f 

i n d i g n a n t V i r t u e p e r s o n i f i e d b y t h e f o u r " l a d i e s * V e r i t y , P e a c e , 

M e r c y , and J u s t i c e , When s t e r n l y t o l d t h a t t h e y come f r o m 

H e a v e n , he q u i p s , " D w e l l y e i n h e a v e n a n d s o madde t o come 

h i t h e r ? " ( l i n e 16?5), When he t r i e s t o c l a i m t h a t h i s g o l d i s 

a b a g o f r y e . V e r i t y o v e r w h e l m s h i m w i t h a s p a t e o f S k e l t o n i c 

d o g g e r e l w h i c h g i v e s h e r a c e r t a i n human q u a l i t y i n t h e v e r y e x -

t r e m i t y o f h e r i n d i g n a t i o n ? 

T h ou s a l e s t e v e n t r u e t h t i s a b a g g o f Rye i n d e d e , 
v s i r e e , p e r i u r e e , p i t c h e r e e , p a t c h e r i e , 
o o 0 0 o o o o o o. o 0 . 0 0 

T r o u m p e r y e , h a r l o t r i e , m y s e r i e , t r e t c h e r l e , 
(1739-43) 

E q u a l l y u n s u c c e s s f u l a r e h i s c l a i m s t h a t t h i s i s a l l h i s w e a l t h , 

g a i n e d b y b e g g i n g ("The w o r l d e i s h a r d e and t h e b a g y s b u t v e r a i e 

s r a a l e , " - l i n e 1748), o r t h a t he had t a k e n them f r o m p i c k p u r s e s 

a n d was e v e n now a b o u t t o b r i n g them t o R e s p u b r i c a , He i s f i n a l l y 

f o r c e d t o t u r n h i s gown, r e v e a l i n g t h e o t h e r p u r s e s ? a n d V e r i t y 

t h e n t u r n s t o t h e o t h e r c o n s p i r a t o r s ? 

V e r , E en s u c h e l i k e c o u n t e r f a i e t e s s h a l l a l l t h e r e s t a p p e r e . 
S i r s doe o f srour v t m o s t e r o b e s e c h e one e v e n h e a r e . 
Now what t h e s e a r e y e e s e e p l a i n e d e m o n s t r a t i o n , 

Respo I n s o l e n c e , O p p r e s s i o n , A d u l a e i o n , 
0 l o r d e howe h a v e I b e e v s e d t h e s e f i v e y e r e s p a s t ? 

(1772-6) 

T, W, C r a i k s u g g e s t s t h a t s i n c e n o t h i n g s p e c i f i c h a s b e e n r e 

v e a l e d a b o u t t h e i r c o s t u m e s , e a c h v i c e may h a v e w o r n a name l a b e l 
37 

w h i c h R e s p u b l i c a r e a d s o f f . 
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W o r l d l y p u n i s h m e n t f o l l o w s e x p o s u r e . A v a r i c e i s s e n t e n c e d 

t o be s o o o p r e s s e d , a s men doo p r e s s e a s p o u n g e " ( l i n e 1903) 

s o t h a t he w i l l d i v u l g e a l l h i s h i d d e n l o o t s I n s o l e n c e a n d Op

p r e s s i o n a r e g i v e n o v e r t o t h e c u s t o d y o f P e o p l e t o be t r i e d b y 

J u s t i c e , A d u l a t i o n d e p a r t s f r o m h i s a l l e g o r i c a l r o l e when he 

b e g s f o r m e r c y a n d p r o m i s e s t o amend. H i s r e q u e s t i s g r a n t e d , 

a l t h o u g h N e m e s i s s h r e w d l y comments t h a t he m i g h t d o s o o u t o f f e a r 

o r w , , , t o o l y v e i n e a s e 8 9 ( l i n e 1887), T h i s r e l a t i v e l y t o l e r a n t 

a t t i t u d e m i g h t be c o n t r a s t e d w i t h t h e s a v a g e r y o f B a l e ' s K i n g  

J o h n w here S e d i t i o n (whose f a l s e h o o d s a r e a l s o e x p o s e d b y V e r i t y ) 

i s s e n t e n c e d t o be h a n g e d , d r a w n a n d q u a r t e r e d a f t e r p r e v i o u s 

p r o m i s e s o f c l e m e n c y . The t r a n s f o r m a t i o n o f a l l e g o r i c a l v i c e 

i n t o human f r a i l t y i s a l s o o f o b v i o u s d r a m a t i c i n t e r e s t . 

W o r l d l y p u n i s h m e n t f o r human s i n i s f i r s t v i s i t e d u p o n 

t h e m a n k i n d h e r o ' s b o d y i n s u c h p l a y s a s N a t u r e a n d M a g n i f i c e n c e s 

b u t up t o t h e l a t e 1550*s he i s a l w a y s a l l o w e d ( a s F a u s t u s l a t e r 

i s n o t ) t o " r e p e n t and s a v e h i s s o u l , " I n The L o n g e r Thou L l v e s t 

t h e More F o o l Thou A r t ( e , 1559) a n d Enough I s a s Good a s a F e a s t 

( c , 1560)9 b o t h by W, Wager, mankind f o r t h e f i r s t t i m e d i e s i n 

t h e f u l l f l o w e r i n g o f h i s d e l u s i o n and i s c a r r i e d o f f t o H e l l , 

I n t h e l a t t e r p l a y , t h e t e r r i b l e i r o n y o f t h e h e r o ' s s p i r i t u a l 

b l i n d n e s s a n d t h e V i c e ' s p a r t a s J e e r i n g m o r a l c o m m e n t a t o r g i v e 

r i s e t o a s c e n e o f d r a m a t i c p o w e r p e r h a p s u n e q u a l l e d among t h e 

m o r a l i t i e s . 

L i k e M a g n i f i c e n c e , t h e W o r l d l y Man w i t h u n c o n s c i o u s i r o n y 

p r e p a r e s t h e a u d i e n c e f o r h i s d o w n f a l l by b o a s t i n g o f h i s f e l i c i t y . 

A l m o s t i m m e d i a t e l y t h e v o i c e o f t h e " P r o p h e t w i t h o u t " i s h e a r d i n 
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ominous warning. Despite the scoffing of Covetous, the hero 

i s s u f f i c i e n t l y disturbed to send him for h i s chaplain to explain 

t h i s mysterious event? but the irony i s given a further twist, 

f o r the audience already knows that "Devotion" i s r e a l l y Ghostly 

Ignorance, Awaiting t h e i r return, the Worldly Wan f e e l s strangely 

i l l and l i e s down to sleep, God's Plague s i l e n t l y enters, blows 

upon him, and s t r i k e s him with h i s sword. The s i n i s t e r Impact 

of t h i s episode, which bears obvious s i m i l a r i t i e s to the entrance 

of Death i n Perseverance« i s suggested i n the stage d i r e c t i o n , 

"Enter Gods plague and stande behinde him a while before he 

speak" ( s i g , F v)» This Nemesis figure, l i k e World, t e l l s the 

hero that "Straungers and those whome thou didst neuer knowe,/ 

Shall possesse that, whiche by frawd thou hast gots" ( s i g , F v ) , 

The element of hallucination continues, God's Plague i s 

directed to "Go out and stand at the door" ( s i g , P v) while Covetous 

and Ignorance (who i s also " S i r Nicolas," the conventional 

r o i s t e r i n g v i l l a g e p r i e s t ) enter and exchange bantering jokes, 

ignoring the dying man? the "comedy of e v i l " here achieves i t s 

f u l l i r o n i c contrast. The Worldly Man suddenly draws t h e i r at= 

tention when he c r i e s out to the unseen figures 

Oh I would I f I could, but now i t i s to lates 
Hold thy peace I pray thee and doo me no more rate, 

( s i g , F2 ) 

Covetous wonderingly asks him to whom he speaks, but the Worldly 

Man can only repeat that there i s "no remedy," (One i s reminded 

of Claudius 9 even more t e r r i b l e agonys . . what can i t when 

one can not repent?" - Hamlet, 111,111,66,) But t h i s i s the 

closest he comes to recognition, and from t h i s point on he turns, 
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Ilk© Macbeth, to a f r a n t i c e f f o r t to escape h i s f a t e . 

In the scene which follows, v i r t u a l l y every word or action 

of the characters on stage d i r e c t l y or i n d i r e c t l y reveals to the 

audience the irony of the hero®s delusion that "Policy' 9 can 

help him, that Ignorance can Instruct him, or that the physician 

can heal him. The helpless chaplain, who can do nothing but 

babble i n i l l i t e r a t e L a t i n , bustles o f f to fetch the physician 

while the dying man desperately t e l l s him to hurry. He then 

turns to h i s stewards 

Oh p o l i c y sick, neuer so sick, oh holde my heads 
Oh s l r a , what shalbe come of a l l my goods when I am dead? 

£slg. F33 

Covetous i n h i s i r o n i c aside to the audience f u l l y exposes the 

hero°s t e r r i b l e Ignorance of the sickness i n h i s souls 

Lo, see you not how the worldly man showeth h i s kinde? 
As sick as he i s , on h i s goods i s a l l his minde. 

[ s i g . P33 
The physician enters and t r i e s to mend h i s body while Covetous 

reinforces the irony by harrassing him with coarse jokes. When 

he admits that he can o f f e r "no remedy," he i s a n g r i l y sent o f f 

without h i s fee. The Worldly Man then attempts to di c t a t e h i s 

w i l l , but dies unable to complete the s i g n i f i c a n t Sentence be

ginning, "In the name . . . . Of, of, of, what more?" |$ig. F * + V J » 

Before Satan has g l e e f u l l y entered and carried the hero°s 

body and soul o f f to H e l l , Covetous (as Splvack puts i t ) "stands 

over the corpse and expounds to the audience the meaning of the 
39 

tragedy, h i s homiletic candor p r e s c r i p t i v e f o r h i s r o l e s " 
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This i s the end alwaies wher I begins 
For I am the root of a l l wlckednes and s i n . 
I neuer rest to teach and ins t r u c t men to e u i l l s 
T i l l I bring them bothe body and soule to the Deuil. 
o o o o o o e o e o o o » . o o o e 
Come, l e t vs go hence, heer i s no more to be said. 
Farewel my masters our partes we haue playd. 

( s i g . G) 

Dramatically, there Is indeed "no more to be said"? or as Erasmus 

phrased i t , a l l appearances have been stripped away and f o r the 

Worldly Man "the p l a i e can no more be p l a l e d . " The concluding 

moral summary by h i s virtuous counterpart the Heavenly Man and 

the good counselor Enough seems t h e a t r i c a l l y a n t i - c l i m a c t i c , a l 

though i n t e r e s t i n g f o r i t s s i m i l a r i t y i n function to Malcolm's 

concluding speech i n Macbeth. The Tudor audience, however, would 

expect and approve t h i s f i n a l tying-up of the moral theme. 

This play, as Creeth and others have pointed out, i s of 

v i t a l importance from a l i t e r a r y - h i s t o r i c a l viewpoint i n the 
kQ 

developing tragedy of the i n d i v i d u a l . In t h i s connection, one 

further play should be mentioned b r i e f l y as a t r a n s i t i o n a l pro

duct. N. Woodes* The C o n f l i c t of Conscience ( c . 1572) Is i n 

tere s t i n g both f o r i t s scene of i r o n i c non-recognition s i m i l a r 

i n some respects to Wager's, and f o r i t s revolutionary concept 

of applying the Psychomachia structure to the concrete moral 

tragedy of an h i s t o r i c a l i n d i v i d u a l . In two issues of a single 

e d i t i o n , the author f i r s t advances t h i s concept and then retreats 

from i t ? on h i s t i t l e page f i r s t o f f e r i n g and then withdrawing 

the h i s t o r i c a l name of one Francis Spira, an I t a l i a n lawyer and 

recusant who, under pressure of the I n q u i s i t i o n , renounced h i s 
kl 

Protestant f a i t h and l a t e r committed suicide i n despair. 
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Woodes a l s o a l t e r s t h e c o n c l u s i o n by t h e d r a m a t i c a l l y n a i v e b u t 

e c o n o m i c a l d e v i c e o f c h a n g i n g a few v i t a l w o r d s i n t h e m e s s e n g e r ' s 

f i n a l s p e e c h t o make h i s h e r o d i e a j o y f u l p e n l t a n t r a t h e r t h a n 

a d e s p a i r i n g s u i c i d e . A s B e v i n g t o n r e m a r k s , " P h i l o l o g u s c o u l d 
4 2 

be s a v e d o r damned u n t i l t h e l a s t moment." The same comment 

c o u l d a p p l y t o t h e W o r l d l y Man a t t h e p o i n t where he h a l f -

r e c o g n i z e s h i s p e r l l 8 w h i c h w o u l d be f u l l y c l e a r t o t h e a u d i e n c e ? 

and a l t h o u g h b o t h p l a y s nay be s a i d t o l a c k t h e e l e m e n t o f t r a g i c 

i n e v i t a b i l i t y , t h e t e n s i o n a n d s u s p e n s e f r o m t h e a u d i e n c e ' s 

v i e w p o i n t i s c o n s i s t e n t l y m a i n t a i n e d I n b o t h s c e n e s . 

L i k e t h e W o r l d l y Man, P h i l o l o g u s f a l l s f r o m t h e h e i g h t 

o f h i s d e l u s i o n , a p o i n t t w i c e e m p h a s i z e d by t h e s y m b o l i s m o f 

t h e f l a t t e r i n g m i r r o r o f f e r e d by S e n s u a l S u g g e s t i o n . A t t h e 

end o f t h e t r i a l s c e n e , P h i l o l o g u s e u l o g i z e s o v e r t h e " p e e r l e s s e 

p l e a s u r e s " a n d " l o y e s v n s p e a k a b l e " w h i c h he s e e s r e f l e c t e d a n d 

r e s o l v e s t o f o l l o w f o r e v e r " T h i s g l a s s e o f d e l i g h t . . . ." 

(1594-1605)? h i s o n l y w o r r y now i s l e s t h i s n e i g h b o r s w i l l r e b u k e 

h i m . H y p o c r i s y r e a s s u r e s h l r a , r e m a r k i n g w i t h a n I r o n y w h i c h t h e 

v i c t i m c a n no l o n c e r a p p r e c i a t e b u t w h i c h w o u l d be c l e a r t o ' t h e 

a u d i e n c e s "Say t h a t t h e r e a d i n g o f t h e w o r k e s o f S. S e l f l o u e , / 

And d o c t o r A m b i t i o n d i d y o u r e r r o u r s remoue" ( 1 6 1 4 - 1 5 ) . T h i s 

m o r a l comment he f o l l o w s up w i t h t h e t r a d i t i o n a l t r i u m p h a n t 

a s i d e s "We haue now c a u g h t h i m a s B l r d e i s i n l i n e fTsle3® ( l i n e 1618)«, 

The m o r a l i s r e p e a t e d l a t e r when P h i l o l o g u s , a s s a i l e d by t h e i n 

v i s i b l e v o i c e s o f S p i r i t a n d C o n s c i e n c e ( e q u i v a l e n t t o t h e v o i c e s 

o f t h e P r o p h e t i n W a f e r ' s p l a y ) , i s f o r c e d o n c e a g a i n t o l o o k 

i n t o t h e g l a s s a n d a d m i t s t h a t he c a n s e e "Naught e l s b u t 
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p l e a s u r e , pompe, a n d w e a l t h » . » ." ( l i n e 1689)0 He r e j e c t s 

t h e v o i c e o f C o n s c i e n c e a n d t e l l s h i m t h a t he a r g u e s i n v a i n . 

"And t o i n i o y e t h e s e w o r l d l y l o y e s . o * . " h e w i l l p u t a l l i n 

j e o p a r d y ( l i n e 1907). B u t h i s e x p e c t a t i o n o f j o y l e a d s h i m o n l y 

t o H o r r o r ; a n d a g a i n t h e s p e c t a t o r s w o u l d s e e t h e i r o n i c d i s 

c r e p a n c y . 

The q u a l i t y o f h a l l u c i n a t i o n i n W a g e r 9 s s c e n e i s r e p e a t e d 

i n t h e v o i c e o f H o r r o r , u n h e a r d b y t h e h e r o 9 s c h i l d r e n who f e a r 

f u l l y a s k h i m t o whom he s p e a k s . H i s i n a b i l i t y t o p r a y a n d h i s 

d e s p a i r i n g v i s i o n o f a n a n g r y God b e a r o b v i o u s r e s e m b l a n c e s t o 
43 

t h e a g o n i e s o f C l a u d i u s a n d F a u s t u s . H i s l a t e r o u t c r y t o h i s 

f r i e n d s T h e o l o g u s a n d E u s e b l u s , whose r o l e s a r e s i m i l a r t o t h o s e 

o f t h e S c h o l a r s i n F a u s t u s , f u r t h e r e m p h a s i z e s t h e t h e o l o g i c a l 

p o i n t t h a t d e s p a i r i s a n o t h e r i l l u s i o n b a s e d o n s e l f - d e l u s i o n s 
The d e u i l s t o be a b o u t me r o u n d e , w h i c h e make g r e a t p r e p a r a t i o n , 
And k e e p e a s t i r r e , h e r e i n t h i s p l a c e , w h i c h o n l y i s f o r mee. 
N e i t h e r d o e I c o n c e i u e , t h e s e t h i n g e s , b y v a i n e i m a g i n a t i o n . 
B u t e u e n a s t r u l y , a s m i n e e y e s , b e h o l d e y o u r s h a p e a n d f a s h i o n . 

(2182-5) 
T h e o l o g u s b e g s h i m t o t u r n h i s m i n d f r o m t h e i l l u s i o n t o t h e 

r e a l i t y s 

Y o u r m i n d e c o r r u p t e d d o o t h p r e s e n t , t o y o u , t h i s f a l s e i l l u s i o n . 
B u t t u r a e a w h i l e , v n t o t h e s p i r i t o f t r u e t h , i n y o u r d i s t r e s s e . 
And i t s h a l l e a s t o u t f r o m y o u r e i e s , a l l h o r r o r a n d c o n f u s i o n s 

(2189-91) 
The p l a y , h o w e v e r , e n d s i n a n i m p a s s e . P h i l o l o g u s , p e r s i s t i n g i n 

h i s d e s p a i r , i s l e d o f f i n c a r e o f h i s c h i l d r e n w h i l e h i s f r i e n d s 

p e r s i s t i n h o p i n g t h a t h e w i l l be s a v e d ? t h e c o n c l u s i o n , a s s t a t e d 

a b o v e , c o u l d go e i t h e r way. A s B e v i n g t o n p u t s i t s 
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The Important fact * « * i s not that Woodes could produce the 
difference by changing so few words, but that the a l t e r a t i o n i s 
symbolic of the manner i n which the entire body of Psychomachla 
drama was able to adapt I t s e l f to a tr a g i c pattern, simply by 
terminating i t s usual progression of s p i r i t u a l downfall and re
covery before the f i n a l phase. The e a r l i e s t of Psychomachla drama 
contained i n i t s phases of comic and grotesque degeneracy the 
materials f o r a t r a g i c resolution. The phenomenon developed i n 
plays l i k e . . . C o n f l i c t of Conscience B and reached I t s f u l l e s t 
maturity In the comic degeneracy "of* Doctor Faustus* own decline. 

This comment points up the progression from t r a g i c recog

n i t i o n to t r a g i c non-recognition which i s bound up both with 

changing r e l i g i o u s a t t i t u d e s and with the movement of the morality 

plays toward the Psychomachla c o n f l i c t of an i n d i v i d u a l man rather 

than Mankind. But whatever the r e l i g i o u s or dramatic p o s i t i o n , 

the morality playwrights consistently maintain the s t r u c t u r a l 

method of moral and dramatic Irony by which the audience (even 

i f not the victim) i s l e d to recognize the difference between 

appearance and r e a l i t y . 



FOOTNOTES, Chapter IV 

Desiderius Erasmus, The Praise of Folly, trans. Sir Thomas 
Chaloner, 1549 (London. 1901). Cited In Sidney Thomas. The Antic 
Hamlet and Richard III (New York, 1943), pp. 21-2. Thomas notes 
the relevance of this passage to the bewildering social changes 
of the Tudor era (see Chapter III, note 2 above) and to the role 
of the Vice as "actor." But he seems to interpret It in terms of 
"ambivalence of personality" and the breakdown of moral absolutes 
in an age when "the old allegorical concepts of static personalities 
were giving way to a new faith In the Infinite variety of human 
character . . . ." (pp. 20-22). This argument might be questioned. 
As suggested in the previous chapter, an important distinction 
should be made between the undeniable moral confusion wrought by 
these changes and the moral absolutes set forth by the morality 
playwrights. The Vice's "ambivalence of personality" should not 
be dissociated from i t s theological background of disguised e v i l . 

^Shakespeare and the Idea of the Play (London. 1962), p. 26. 
^Ibid., p. 28. This comment illustrates a transitional point 

between the fusion of play world with real world in the miracles 
and the growing emphasis in Elizabethan drama on "the play as i l l u 
sion" (p. 57) or "The World and the Stage" (pp. 64-86). But the 
objection does seem to ignore the distinctive function of irony 
in the morality plays. 

Other c r i t i c s have more uncompromisingly condemned the use 
of audience-address. Robert L. Ramsay, ed., Hagnyfycence by John 
Skelton, Early English Text Society (London, 1906)'/Intro., p. xviv, 
ca l l s the vices* monologues "an essentially alien feature. They 
are, however, an almost universal feature of the moralities, and 
Skelton 9s are surpassed in length and dullness by many in the 
other plays A. S. Downer, The British Drama (New York, 
1950), p. 51, dismisses the device with the comment that "tedious 
lectures are delivered at frequent intervals by allegorical com
mentators." William Archer, The Old Drama and the New (Boston, 
1923), p. 42, commenting on Elizabethan drama in general, condemns 
audience-address as "a sign of sheer a r t i s t i c helplessness" for 
which there i s "no possible . . . justification." 

^The popularity of these plays during the period immediately 
preceding the f u l l flowering of Elizabethan drama i s suggested in 
the following statistics extracted by Bernard Spivack (pp. 251-2)s 
In the period I56O-I589, more than 60 extant Or lost plays out of 
nearly 300 dramatic works li s t e d in Harbage's Annals of English 
Drama are designated as "moral" or "interlude"? according to 
Chambers' statistics in The Elizabethan Stage, 17 out of 42 plays 
printed between I565 and 1585 were 'moralities, as were 14 out of 
65 recorded court performances during the same period. 

^The Dry Mock; A Study of Irony in Drama (Berkeley and Los 
Angeles",'" 19^8)"", pp. 10, 19. 
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Of Irony a E s p e c i a l l y In Drama (Toronto, 1 9 3 5 0 . 9 4 8 J ) , p e 9 o 
In the process of damning with f a i n t praise, another c r i t i c 

seems to have h i t on a sim i l a r concept i n rel u c t a n t l y attempting 
to explain the popularity of the moralities? *. 0 • the appeal of 
the moralities to t h e i r audiences, which apparently preferred them 
to miracle-plays, seems mysterious. Possibly one reason . . . 
was that the authors were committed to the devising of a p l o t , the 
changes i n which could not be foregone conclusions . . . . Por 
the r e s t , there was the appeal of the 'doubleness' of the action, 
which often Involves seeing through the equivocation of appearances? 
as, f o r Instance, i n following the t r i c k s of plausible v i c e s , en
gaged by t h e i r r a s c a l i t y , but morally certain that the pot must 
too often go to the well, that pride goeth before a f a l l , that 
f i n e feathers don't make fine birds - or some other such evergreen 
p l a t i t u d e . " A. P. Rossiter, English Drama from Early Times to  
the Elizabethans (London, 1 9 5 0 ) , pp. 8 9 = 9 0 . 

^The Medieval Heritage of Elizabethan Tragedy (Berkeley, 
C a l i f . , 1 9 3 6 ) , pp. 1 7 7 - 9 . 1 9 3 . 2 2 9 - 3 2 , 2 4 6 - 7 . The major steps 
toward tragedy, which Faraham summarizes In these pages, may be 
described as follows? ( 1 ) a story Is more or l e s s Invented and 
not taken from Scripture; ( 2 ) man Is "simply man," not divine or 
s a i n t l y , and free to choose between good and e v i l ; ( 3 ) the ending 
s h i f t s from mercy to r e t r i b u t i o n , r e i n f o r c i n g the idea that human 
suffe r i n g i s dictated by divine order rather than i r r a t i o n a l chance; 
( 4 ) the hero, f i r s t fragmented into class abstractions and types, 
i s l a t e r replaced by an in d i v i d u a l protagonist taken from history 
or legend, a method already used i n Medieval "De Casibus" tragedy. 

8 
"Moral and Tragic Recognition? The Uniqueness of Othello. 

Macbeth, and King Lear." Papers Michigan Acad. S e l . . Arts and Let 
t e r s . XLV (I966), 3 ^ 1 = 9 ^ • Creeth also notes the Important s h i f t 
from a merciful to a catastrophic ending; but he argues that one 
must di s t i n g u i s h between the rudiments of regeneration through tr a g i c 
self-knowledge i n the early plays, and the tragedy of r e t r i b u t i o n 
as an object lesson beginning with W. Wager's plays and t y p i f y i n g 
most Elizabethan tragedy. One might dispute Creeth's treatment 
o f Macbeth as a play of s p i r i t u a l regeneration and remark that 
self-recognition may al s o be followed by despairs a theme in some 
of the moralities to be discussed i n t h i s chapter. But he makes 
the Important point that although previous c r i t i c s have discussed 
various aspects of the continuity between the moralities and l a t e r 
drama, " l t has not hitherto been seen that the morality structure 
and t r a g i c recognition are bound up together • . . ." (p. 3 9 3 ) o 

^Although these sermonizing speeches are dramatically f l a t , 
i t would seem that the extreme aversion of some c r i t i c s to the 
morality plays i s l a r g e l y based on a modern antipathy to d i d a c t i 
cism,and to a ref u s a l to consider the plays as a whole. 

Two such opinions may be taken as t y p i c a l . John A. Symonds, 
Shakspere's Predecessors In the English Drama (rev. ed., London, 
1 9 0 0 ) , p. 1 1 8 , remarks that "the Morality must , . . be regarded 
as the schoolmaster which brought our drama to self-consciousness. 
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I t has the a r i d i t y and mortal dullness proper to merely t r a n s l -
t i o n a l and abortive products,," C. F. Tucker Brooke, The Tudor  
Drama (Boston, 1 9 1 1 ) , pp, 4?, 1 1 0 , and passim B a p p l i e d to the genre 
such epithets as "moribund,," "tedious 9" " t h i n , " and ( i n i t s l a t e r 
stages) composed by "unprogressive, l e i s u r e l y poetasters who ap
pear to have belonged l a r g e l y to the c l e r i c a l profession 9 and 
whose object was more frequently e d i f i c a t i o n than amusement," 

See also Katharine Lee Bates 9 The^English Religious Drama 
(New York and London,, 1 8 9 3 ) , PP<> 2 0 1 - 0 5 ; Boaalter,' English Drama „ 
p, 1 0 5 . 

^ F o r discussions of the theory that the morality developed 
from the Medieval sermon with i t s a l l e g o r i c a l exempla„ just as the 
miracle developed from the l i t u r g i c a l elements of the Mass, sees 
Spivack, pp. 1 0 5 = 1 3 ; E. N, S, Thompsons "The English Moral Plays,," 
Transactions Conn, Acad, Arts and Sciences, XIV ( 1 9 1 0 ) , 2 9 3 - 3 1 1 ; 

G, R,'Owst, Literature and Pu l p i t i n Medieval England (Cambridge 9 

1 9 3 3 ) , P P o 5 6 - 1 0 9 . 5 2 6 - 4 7 . 

English Religious Drama of the Middle Ages (Oxford, 1 9 5 5 ) 9 

P P , 
Creeth ("Moral and Tragic Becognition," p. 3 8 7 ) points out 

Emilia's r o l e as a v i r t u e figure who chides Othello to enlightenments 

1 3 p p , 1 6 7 - 7 1 , 1 7 6 - 9 3 . 

l l fp. 1 7 8 . 

15<p n @ v i c e i s exposed and sentenced to punishment (execution, 
imprisonment, or exile) ins King John» Nice Wanton, Wealth and Health„ 
Applus and Virginia„ Horestes. The T r i a l of Treasure, and The'"fi'de 
Tarrleth No Man. In three further plays, such punishment i s pre
ceded by a scene of symbolic disrobings Bespublica, Satire of the  
Three Estates. Virtuous and Godly Susanna, 

1 6 
From "Mankind" to Marlowes Growth of Structure In the mPopular 

Drama of Tudor England (Cambridge, Mass. 9 1^62). These structural 
elements, which Bevington discusses i n d e t a i l as a prelude to t h e i r 
use by Marlowe, involve the continual alternation between the good 
and e v i l aides of the Psychomachia, and the symmetrically balanced 
use of d i f f e r e n t casts i n "progressive suppression" to i l l u s t r a t e 
the a l l e g o r i c a l movement of the theme. 

1 7 E . Ko Chambers, The Mediaeval Stage (Oxford, 1 9 0 3 ) • I I » 2 0 4 , 

states that "the character of the v i c e i s derived from that of the 
domestic f o o l or Jester." He i s forced to add, however, that "oddly 
enough he i s r a r e l y c a l l e d a f o o l e . . ." Ramsay i n h i s Intro
duction to Magnyfyeence (pp. cxc°cxciv) takes a si m i l a r p o s i t i o n , 
A. W. Ward comments* "As to the o r i g i n of the Vice, no reasonable 
doubt remains. Inasmuch as he was o r d i n a r i l y dressed i n a f o o l 8 s 
habit, and occasionally assumes the part of a jester pure and 
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simple,, It Is obvious that the Invention of t h i s popular character 
was f i r s t suggested by the f a m i l i a r custom of keeping an attendant 
fool? (A History of English Dramatic Literature to the Death of  
Queen Anne, r e v / ed... London and Mew York,rtwfo» 110 J o Among other 
c r i t i c s who have discussed the Vice primarily as Pool and f a r c i c a l 
comedian ares Ola Elizabeth Wlnslow, Low Comedy as a Structural  
Element i n English Drama from the Beginnings to 1642 (Menasha. 
Wlsc .e 1926)8 Symonds,, Shakspere'fc Predecessors, pp. 119=20. 

The opposite view is'tak'en by L. W. Cushman, The Devil and  
the Vice In the English Dramatic Literature before Shakespeare 
(Halle, Germany. 1900). Cushman (pp. 68«=7i) summarizes e a r l i e r 
c r i t i c a l theories on the Vice's o r i g i n and argues that most are 
based on misleading-seventeenth-century accounts rather than on 
the plays themselves. He defines the Vice as "an a l l e g o r i c a l 
representation of the Deadly Sinss he i s the a n t i t h e s i s of piety 
and morality and Is the friend of an unrestrained worldly l i f e . • . « 
The formula, d e v i l became Vice and Vice became clown, does not 
apply to the facts i n the case" (pp. 63, 71)* Two c r i t i c s who 
have supported Cushman as against Ramsay and Chambers ares Thomp
son, "English Moral Plays," p. 396; and Charles M. Gayley,ed„, Repre= 
sentatlve English Comedies (New York, 1903 p.9°73) # Intro., pp. 
x l v l - l l v . 

18 
p. 121. On the same page, Splvack stresses the roots of 

t h i s concept of comedy In Medieval theology and psychology. He 
also discusses i n d e t a i l the complex question of the Vice's r e l a 
tionship with farce and the elements of the Pool i n h i s natures 
see esp e c i a l l y pp. 113-23* 1 3 ^ 8 , 196-200 , 31^-15» 331-9* 

^ S p l v a c k (p. 194) notes the s i m i l a r i t y of t h i s exchange to 
the Vice's c h a r a c t e r i s t i c deceit and laughter. Gayley (op. c i t . , 
p. 1111) and A. C. Cawley, ed., Everyman (Manchester, Eng., 1961), 
Intro., p. x x l , also note the general s i m i l a r i t i e s of Everyman's 
f a l s e friends to the l a t e r v i c e s . 

on 
In connection with exposition i n the morality genre, Symonds 

(Shaksoere'-s Predecessors, p. 141) remarks that "not Infrequently 
a Doctor, surviving from the Expositor of the Miracles, interpreted 
i t s allegory as the action proceeded." A Doctor does i n fact per
form such a function at the end of Everyman, but I can find no 
other evidence f o r t h i s statement. The p o s s i b i l i t y that t h i s 
c r i t i c d i d not c a r e f u l l y read the plays he i s discussing should 
be set against h i s general condemnation of t h e i r " a r i d i t y and 
mortal dullness" (see note 9 above). 

ox 
Cawley (op. c l t . , p. xxl) argues that the character Knowledge 

s i g n i f i e s the understanding of God which cannot be attained without 
self-knowledge. Helen S. Thomas, "The Meaning Of The Character 
Knowledge In Everyman." M i s s i s s i p p i Quarterly. XIV ( i 9 6 0 ) , 7» H » 
suggests that the word would have s i g n i f i e d a "Sapience or Wisdom 
fig u r e " who o f f e r s good counsel, whether human Or d i v i n e . 

2 2"Moral and Tragic Recognition," pp 0 388-9. 

2 3Spivack, pp. 242-50o 
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24 
A b r i e f reference should be made to the subsequent absence 

of Satan from the moralities u n t i l In a few l a t e r works s t a r t i n g 
with Lusty, Juventus ( c 0 1550) he reappears only as a minor comedian, 
unassoeiated with the mankind hero and a grotesque target for the 
V l c e e 8 wit. Spivack ( p p , 130-34) a t t r i b u t e s t h i s phenomenon to 
the V i c e 9 s t h e a t r i c a l superiority and the t r a d i t i o n a l conception 
of Satan as an anthropomorphic and non-allegorical figure, 

Spivack, however, does seem to s l i g h t L u c i f e r ' s r o l e i n Wisdom 
when he describes i t as " s l i g h t " and of secondary importance (p. 130) 

25 
v"Moral and Tragic Recognition," p , 386, 

^ M a n k i n d " to Marlowe, pp, 136-7. 
2?Ramsay (Magnyfycencg. Intro., p p . xlv«»xivi) o f f e r s convincing 

evidence that Fancy arid F o f l y were dressed as court fOols, He 
further distinguishes between Fancy as the "natural" f o o l , a dwarf 
who combines "the a t t r a c t i o n s of a diseased mind and stunted body," 
and F o l l y , the "allowed f o o l . . . . a shrewd, witty fellow who 
has assumed the f o o l ' s dress and part the better to serve h i s own 
ends . . o •" ( p p . c=ci). 

2®thoopson, Dry Mock, p p . 15 f f . 

^Magnificence exults i n h i s princely state and h i s immunity 
to Fortune and compares himself to such famous tyrants as Alexander 
and Caesar ( s i g . E v ) . The audience would probably recognize at 
once the "Herodian" Image, as suggested by W. 0» H a r r i s , Skelton 9s 
"Magnyfycence" and the Cardinal Virtue Tradition (Chapel H i l i , N. 
Co, 1965)9 p. 

30 
J Although the subject of Despair r a i s e s theological questions 

which cannot be f u l l y discussed here, one might note three studies 
which discuss the widespread appearance of t h i s theme i n Medieval 
and Renaissance l i t e r a t u r e and the fact that Despair was i t s e l f 
considered as a temptation and delusions Theodore Spencer, Death 
and Elizabethan Tragedy (Cambridge© Mass., 1936), pp. I60«70~f~""3*" 
Frederic""Ives Carpenter, "Spenser 0s Cave of Despair," MLN, XII 
(I897), 258»74§ and Arieh Sachs, "The Religious Despair of Doctor 
Faustus," JEGPp LXIII (1964), 625-47, 

3̂ "The humanizing of the virtuous comment on man*s f o l l y appears 
more strongly i n W. Wager*s two plays. In The Longer Thou Llvest* 
P i e t y , D i s c i p l i n e and Exercitation lament Moros* w i l l f u l stupidity 
i n terms amusingly suggesting a group of schoolmasters bewailing 
a "hopeless 0 p u p i l o In Enough Is as Good as a Feast» the rejected 
counselor Enough takes himself o f f with an e n t i r e l y human note 
of annoyances "I cannot think but those that of me holde scornes/ 
Wll be glad of me or euer the yeer be ha l f worne" ( s i g . D3V). 

3 2Although the p a r a l l e l i s not exact, one might compare Ju
ventus* r u e f u l warning with the even more extreme po s i t i o n of 
Jenkln Careaway i n Jack Juggler, who i s so beguiled by the "outward 
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show65 that he l o s e s f a i t h i n h i s own ident i t y , , The darker im-
p l i c a t i o n s of t h i s seemingly f a r c i c a l s i t u a t i o n , and i t s connec-
t i o n with human g u l l i b i l i t y , are suggested i n the epilogue where, 
a f t e r d i s c l a i m i n g any " f u r t h e r meaning 6 9 to h i s " t r i f l i n g " p l a y , 
the author goes on t o gays 

Such I s the fashyon of the worlde now a dayes 
That the syraple Innosaintes a r deluded 
And an hundred thousand d i u e r s wayes 
By s u t t l e and c r a f t y e meanes shamefullie abused 

(1150-54) 
3 3p...l87. 
Oh 
-'The l o n g scene of symbolic d i s r o b i n g i n the S a t i r e of the 

Three E s t a t e s might be mentioned b r i e f l y f o r i t s f o r c e f u l presen
t a t i o n of the v l c e s as moral commentators. A f t e r F l a t t e r i e , F a l s e t 
and D l s s a l t are s t r i p p e d of t h e i r c l e r i c a l d i s g u i s e s by the deus-
ex-maehlna f i g u r e s of John the Commonweal and Good Counsel, the 
l a t t e r two are hanged ( i n a scene of r e l e n t l e s s t h e a t r i c a l r e a l i s m ) 
and each g i v e s a lon g " s c a f f o l d speech" warning a g a i n s t h i s own 
falsehoods. F l a t t e r i e , who has escaped punishment by t u r n i n g 
hangman's a s s i s t a n t , e x i t s w i t h a triumphant speech to the audience 
bo a s t i n g of h i s treachery and cleverness and I n v i t i n g them t o 
Judge matters f o r themselves? 

Quhen I had on my f r e i r s hude 
A l l men b e l e l f i t t h a t I was gudes 

Now iudge ye g i f I be. 
o o o o o o a p • 

Thocht thay be blak or blews 
Quhat h a l i n e s i s t h a i r w i t h i n 
Ane wolfe c l e d i n ane wedders s k i n , 

Iudge ye g i f t h i s be trew. 
(4251-65) 

35 
This approach t o r e c o g n i t i o n a t a l i t e r a l p l o t l e v e l ap

pears a l s o In Wealth and Health ( c . 155*0 ®nd Garter's V i r t u o u s 
and Godly S u s a n n a ( c . J569>). The v i c e s of the former p l a y c o n t i n 
u a l l y arou se the suspic1on s of t h e i r "masters" Wealth and Health, 
but f i n a l r e c o g n i t i o n and repentance comes only with the a i d of 
Good Remedy. In t h i s r a t h e r clumsy work, i t i s hard to Judge how 
d e l i b e r a t e l y the author may have Intended these h i n t s . But i n 
Susanna f l a b e t t e r constructed p l a y , the author a l s o provides but 
never employs the machinery f o r l i t e r a l undeceiving. The servant 
True Report, whose name might suggest a defense of h i s slandered 
m i s t r e s s , i s l i m i t e d t o the a l l e g o r i c a l f u n c t i o n of apprehending 
111 Report a f t e r the t r i a l scene. The Judges give themselves away 
by c o n t r a d i c t i n g one another i n t h e i r evidence? but t h i s happens 
only a f t e r God has r a i s e d "the s p i r i t e of D a n y e l l " who i n true 
a l l e g o r i c a l f a s h i o n r e v e a l s t h e i r wickedness and rebukes the f o o l i s h 
populace f o r t h e i r g u l l i b i l i t y . In both p l a y s . I t would seem that 
the hold of a l l e g o r y was too strong f o r the authors t o take the 
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f i n a l step. Man cannot recognize e v i l without the a i d of h i s 
better nature? and the authors were not yet s u f f i c i e n t l y s k i l l e d 
at l i t e r a l p l o t t i n g to combine allegory and realism,, 

36 
This scene i s of course a comic version of the Heavenly 

Parliament which among the extant moralities makes i t s only other 
appearance i n The Castle of Perseverance,, But here the purpose 
i s to expose the vic e s as s o c i a l - p o l i t i c a l criminals rather than 
to save the soul of Mankind. 

3^The Tudor Interlude (Leicester. 1958). p. 92. 
The scenes of symbolic disrobing i n Respublica and the 

Satire; Invoke the question of whether the Vice might wear beneath 
h i s disguise some conventional costume which the audience would 
recognize. Of p a r t i c u l a r significances was he dressed as a pro
fe s s i o n a l fool? Unfortunately the evidence i s inconclusive. What 
there i s has beea summarized by Craik (pp. 69-72), who suggests 
that he probably wore a garment and/or beard of variegated colors 
(as indicated by l i n e s i n the Satire„ King John, and Three Ladles  
of London). but that t h i s was not i d e n t i c a l with the tobit's '""motley. 
"The essence of the v i c e ' s dress i s i t s reckless d i s r e p u t a b i l i t y . 
. . . A grotesque combination of the flashy and the shabby was 
evidently aimed a t : the e f f e c t evoked by Hamlet®s abuse of Claudius 
as a °vice of Kings 9 and 9 a King of shreds and patches.'" (pp. 71-2) 

3®The Worldly Man exclaimss "Oh p o l i c y , how glorious my 
buildings doo shines/ No gentlemane i n t h i s contrey l i k e vnto 
mine." Csig. E 4 V J . As Farnham points out (Medieval Heritage„ p. 
240). t h i s evokes the same e f f e c t as the conventional "De Casibus" 
heroes b e l i e f i n his own uniquenesss "a f i t boast to draw the 
tr a g i c destroyer." 

3 9 P . 175. 
In connection with t h i s scene, i t should be stressed that 

the protagonist i s carried o f f to H e l l on the Devil's backs hot 
the Vice Covetous as stated by E. K. Chambers, The Elizabethan 
Stage (Oxfordg 1923)» H I ? 505» 

40 
Creeth ("Moral and Tragic Recognition," p. 381) points out 

that the "unenlightened" death of the Worldly Man i s "unprecedented" 
i n the mora l i t i e s up to t h i s time, but t y p i c a l of most Elizabethan 
tragedy. He c a l l s t h i s ending unsatisfactory, since i t lacks a 
denouement and "the knot of the Worldly Man's f o l l y remains t i e d . " 
This comment i l l u s t r a t e s an important d i s t i n c t i o n between two kinds 
of tragedy (see also notes 7 and 8 above), but i t would seem to 
ignore the powerful irony of the hero's deluded death. 

Three other c r i t i c s a l s o discuss the various t r a g i c aspects 
of t h i s plays Splvack, pp. 17*J"=5» 249? Bevington, "Mankind" to  
Marlowe, pp. 158-631 Farnhams Medieval Heritage, pp. 2'37-42.' In 
View of the h i s t o r i c a l i mp or t an c e and* dramaticeffectiveness of 
Enough Is as Good as a Feast. I t seems unfortunate that no separate 
c r i t i c a l studies and no modern edition have so f a r been published, 
the text being a v a i l a b l e only i n the Huntington Library's facsimile 
r e p r i n t of the o r i g i n a l . 
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41 
The h i s t o r y o f F r a n c i s S p i r a ( o r F r a n c e s c o S p i e r a ) i s _ 

e x p a n d e d i n a n a r t i c l e b y C e l e s t a Wine on " N a t h a n i e l Wood°s f s i c f 
C o n f l i c t o f ̂ C o n s c i e n c e . , " PMLA, L (1935) 9 6 6 3 - 7 0 . 

P o r d e t a i l s "of'^the a l t e r a t i o n s t o t i t l e p a g e . P r o l o g u e , a n d 
f i n a l s p e e c h , s e e s S p i v a c k , p p . 236-75 B e v i n g t o n , " M a n k i n d " t o  
Marlowe» p p . 246»7§ C e l e s t a W i n e , "Woodes's f s i c i 9 C o n f l i c t o f ' 
Conscience«, 9" TL8« N o v . 23e 1933, P» 840? W. W. "Greg, "Woode's 
C o n f l i c t o f C o n s c i e n c e , 0 " T L S , 0 c t 0 2 6 , 1933* P» 732? W i l l i a m A. 
J a c k s o n . , M W o o d e s 0 s C o n f l i c t o f C o n s c i e n c e , , " T L S , S e p t , 7 0 1933, 
P» 592. 

42 
" M a n k i n d 6 3 t o M a r l o w e , p„ 251. 

^ • ^ B e v i n g t o n ( o p . c i t . , p p . 245-51) e x a m i n e s i n d e t a i l t h e 
s t r u c t u r a l a n d p h i l o s o p h i c a l s i m i l a r i t i e s o f t h i s p l a y t o D o c t o r 
F a u s t u s a p a r t i c u l a r l y t h e h e r o ' s s p i r i t u a l d e g e n e r a t i o n a n d h i s " " 
d e s p a i r * L i l y B. C a m p b e l l , " D o c t o r F a u s t u s . A C a s e o f C o n s c i e n c e , " 
PMLA, L X V I Z (1952), 23©«31o a l s o n o t e s t h e r e s e m b l a n c e s b e t w e e n 
t h e t w o p l a y s , a l t h o u g h s h e a s c r i b e s t h i s t o b o t h a u t h o r s 9 u s e 
o f common s o u r c e s r a t h e r t h a n t o d i r e c t i n f l u e n c e . 

44 
" M a n k i n d " t o M a r l o w e , p . 247. 



CONCLUSION 

The m a j o r a i m o f t h e p r e c e d i n g d i s c u s s i o n h a s b e e n t o sug= 

g e s t t h a t t h e v i t a l i t y o f t h e m o r a l i t y p l a y s f o r t h e i r a u d i e n c e s 

may be l a r g e l y b a s e d on t h e i r d r a m a t i c p r e s e n t a t i o n o f e v i l a s 

f a l s e a p p e a r a n c e . I n h e r e n t i h t h e V i c e 8 s c o u n t e r f e i t i n g o f V i r t u e 8 

h i s p l a u s i b l e arguments!, h i s s o c i a l f r a u d s , i s a n i n f i n i t e v a r i e t y 

o f p r e t e n s e and k n a v e r y l a i d b a r e t o " M a n k i n d i n t h e a u d i e n c e " 

a t t h e e x p e n s e o f M a n k i n d on t h e s t a g e . The s p e c t a t o r s w o u l d 

e n j o y " t h e f e i g n y n g a n d c o u n t e r f e i t y n g " b o t h f o r i t s own s a k e 

a n d b e c a u s e i t i s b a s e d on t h e a r c h e t y p a l human p r o b l e m o f r e c o g -

n i z i n g e v i l i n i t s t r u e n a t u r e . V i c e may a p p e a r v i r t u o u s , o r 

V i r t u e may be " p r o v y t . . . w y k k y d n e s . " Man i s g i v e n f r e e d o m t o 

c h o o s e b e t w e e n t h e m 9 b u t h i s " e a r t h l y w i t " c a n n o t a l w a y s p e r c e i v e 

t h e d i f f e r e n c e b e t w e e n t h e s e w a r r i n g f o r c e s i n h i s s o u l s 

And w h e t h e r t h a t my a n g e l be t u r n ' d f i e n d 
S u s p e c t I may 9 y e t n o t d i r e c t l y t e l l ? 
B u t b e i n g b o t h f r o m me 9 b o t h t o e a c h f r i e n d 9 

I g u e s s one a n g e l i n a n o t h e r 0 s h e l l s 
Y e t t h i s s h a l l I n e ' e r k n o w 9 b u t l i v e i n d o u b t 9 

T i l l my b a d a n g e l f i r e my good one o u t . 
( S h a k e s p e a r e 9 S o n n e t CXLXV) 

I f s o c o n f u s e d w i t h i n h i s own s e l f - d e l u d i n g m l n d 9 Man may be 

e q u a l l y g u l l e d b y t h e f a i r - a p p e a r i n g s o c i a l e v i l s s u r r o u n d i n g h i m . 

S h a k e s p e a r e ' s l i n e s p o i n t up t h e v i t a l c h a n g e i n t h e 

p r o b l e m o f r e c o g n i t i o n a s s e e n f r o m t h e m a n k i n d h e r o ' s p o i n t o f 

v i e w . I n t h e e a r l i e r p l a y s 9 he may a t l a s t p e r c e i v e t h e d i f f e r e n c e 

b e t w e e n t h e a n g e l and t h e f i e n d , a i d e d b y h i s h i g h e r K n o w l e d g e o r 

Good C o u n s e l . L a t e r , t h e momentary d o u b t s r a i s e d b y h i s b e t t e r 
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nature may prove too weak, and he may die belie v i n g that e v i l i s 

goodo But to his counterpart i n the audience,, t h i s t e r r i b l e i g 

norance of the r e a l i t y takes on add i t i o n a l tension and irony. 

Men s t i l l are capable of penetrating the mask of e v i l , but the 

in d i v i d u a l man may f a i l o Let " a l l Christen people, which be 

here present" take due warning. 

For the Vice, the problem of recognition also changes i t s 

aspect. Once he has taken on a semi-independent t h e a t r i c a l iden

t i t y , he i s often unmasked and punished l i k e any human criminal, 

thus bringing the plot of deception to a more t h e a t r i c a l l y s a t i s 

f y i n g conclusion. To punish Man es Vice without i n f l i c t i n g the 

same punishment on Man himself Is a metaphorical anomaly s i m i l a r 

to the i l l o g i c a l p o s i t i o n of Man as a character i n h i s own a l l e 

gory. But without these departures from r i g i d a l l e g o r i c a l l o g i c , 

the Psychomachla c o n f l i c t might never have progressed from the 

drama of abstractions to the drama of Individual men. 

Whatever the Vice's a l l e g o r i c a l p osition or h i s fate 

within the play, h i s methods of deception remain remarkably con

sistent despite certain t h e a t r i c a l refinements? and the devices 

of deception as outlined i n the f i r s t three chapters provide the 

l i v e l i e s t dramatic episodes of the plays. Whether e v i l i s visua

l i z e d as an external force (Satan, the Vice, the E v i l Angel), as 

s o c i a l fraud and Inj u s t i c e , or as a quality within the human 

heart, i t s mode of operation as seen by Medieval theologians 

of f e r s a supreme opportunity for a drama based on intrigue and 

deception. 
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Since this way of looking at evil is not restricted to 
the morality plays© but would be widely familiar to Tudor and 
Elizabethan audiences,, i t was too durable to vanish merely be
cause the plays became secular in content or the external devices 
of allegory disintegrated.. Although i t has not been the aim of 
this thesis to discuss extensively the continuance of morality 
themes in the later drama, the examples given may at least sug*° 
gest tSiat there is scope for further study following the example 
of such critics as Spivack, Bevington, Sallngar, and Creetho 
The existence of a native body of plays based on intrigue and 
deception helps to explain why the later dramatists were able to 
assimilate, rather than merely to import, intrigue plots and 
characters from foreign sources,, The allegorical "attitude of 
mind89 induced by familiarity with the Psychomachia as deception 
In dramatic and non-dramatic works would prepare the Elizabethan 
audience to recognize the metaphorical mask of evil when trans
figured by the alchemy of poetic imagery. 

The same sense of familiarity would increase the audience's 
enjoyment of the morality plays themselves. Dramatic conventions 
based on archetype (or stereotype) may for this very reason be 
a l l the more effective. In the lesser moralities, convention 
may degenerate into static cliche. But in the hands of the bet
ter playwrights, the traditional devices associated with deception 
and recognition give rise to a lively and varied form of theatri
cal presentation based on the use of dramatic irony for moral 
end S o 
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