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Abs tract 

This paper investigates the ways that William Shakespeare, 

Christopher Marlowe and Ben Jonson manipulated the traditional 

forms of black and white magic to suit their theatrical purposes 

in The Tempest, The Alchemist and Doctor Faustus. The paper 

argues that the three plays explore the paradox that the role of 

the magician symbolizes: man is by nature at once both limited 

and limitless- Magic enables the drarnatists to liven their 

plays with theatrical spectacle, and more importantly to explore 

the existential tensions entailed in the notion of hidden 

knowledge. Their plays record in different ways the threat that 

the rise of science posed for magic. Marlowe records something 

of the contemporary attack upon magic as blasphemous, Jonson 

something of the sudden destruction of alchemy at the hands of 

chemistry and Shakespeare something of the fading of occultism 

generally with the growing empirical knowledge of the world. 
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1: Introduction: The Status of M a q i c  i n  Marlowe, Jonson and 
Shakes~eaxe 

Rather illusions, fruits of lunacy, 
That makes men foolish that do trust them rnost- 
(Doctor Faustus ,  2.1.18-19) 

"Divinity, adieu! These metaphysics of magicians / And 

necromantic books are heavenly!"(l.l,49-51). Christopher 

Marlowe's protagonist Dr. Faustus uses magic to free himself 

£rom the constraints of his own humanity, and in doing so 

embraces further study of the unknown. With these words, 

Marlowe establishes the fascination that his protagonist has and 

an Elizabethan audience would have had for the art of magic. As 

a scholar, Faustus establishes the boundaries for the study of 

rnagic and the repercussions that the practice of such an art 

would have entailed, In Ben Jonson's The Alchemist, the reader 

is presented with a group of manipulative conspirators who would 

use alchemy (considered an area of white magic along with 

astrology, the raising of Neoplatonic daemons, and healing with 

herbs) to escape the conditions of earthly l i f e  (Woodman 13). 

Jonson satirizes the science of alchemy to illustrate the 

opportunism that arises when gullibility and greed surpass 

common sense. Jonson's victirns are awed by Subtler s airs and 

charisma, and by Face's false advertising. As a result of their 



self-ssrving ambitions, the malefactors in The Alchemist play 

prize fools and reinforce Jonson's ünderlying moral message- 

In William Shakespeare's The Tempest, the audience is 

offered characters who are victims of fate, for whom magic is a 

means to escape from the inevitable. Shakespeare, however, 

obfuscates the notion of white rnagic by folding elements of both 

black rnagic and fertility magic into Prospero's art, though the 

validity of Prosperors art is justified by its outcome. As a 

result, the presentation of magic in The Tempest, like that in 

Doctor Faustus and The Alchemist, enacts the tension irnplicit in 

the notion of forbidden knowledge. It was the existential 

tension inherent in humanist thought generally, indeed in any 

human quest for self-iiberation. Marlowe, Shakespeare and 

Jonson necessarily, given the centrality of religious thought at 

the time, represent it as a crisis of conscience. 

Because rnagic was little understood by all but adepts, the 

use of a magician protagonist could create opportunities to awe 

an audience with a presentation of the unknown. A review of 

some aspects of the concept of rnagic at the time makes clear 

what was involved in such effects. In his Historie of the World 

(1614), Sir Walter Ralegh dedicated chapter 11 of his first book 

to the divers kinds of rnagic and conjuring: 

Now for Magicke it selfe; which Art (saith Mirandula) 

pauci intelligunt, multi reprehendunt, Few understand, 



and many reprehend: E t  s i c u t  canes i gno tos  semper 

a l l a t r a n t ,  As dogges barke  a t  t h o s e  they  k ~ o w  not :  so 

t h e y  condemne and hate t h e  t h i n g s  t h e y  unders tand  no t .  

(l.l.l66) 

Ralegh d i s t i n g u i s h e d  between l e g i t i m a t e  magic (ded ica t ed  t o  t h e  

worshipping of  God) and t h e  v a r i o u s  forms of  unlawful  rnaçic 

which, a s  desc r ibea  by Heinr ich  Bu l l i nge r ,  whose w r i t i n g  was 

h e l d  i n  high esteem by t h e  E l i zabe than  Church, and by medieval 

writers such as  Chaucer, invo lved  t h e  i nvoca t ion  of  e v i l  

s p i r i t s .  Ralegh d i v i d e s  l e g i t i m a t e  magic i n t o  t h r e e  c a t e g o r i e s :  

And t h i s  i s  t h e  f i r s t  and h ighes t  kinde:  which 

Piccolominie c a l l e t h  d i v i n e  Magicke: and t h e s e  d i d  t h e  

La t ines  newly i n t i t l e  s a p i e n t e s  o r  wisemen: For t h e  

f e a r e  and worship of God is t h e  beginning o f  

knowledge, [ ,  . ]  A second kinde of  Magicke was 

t h a t  p a r t  of As t ro log ie ,  which had r e s p e c t  t o  sowing 

and p lan t ing ,  and kinds  o f  a g r i c u l t u r e  and husbandr ie :  

which was a  knowledge of t h e  motions and i n f l u e n c e s  of 

t h e  S t a r r e s  i n t o  t h o s e  lower e lements-  [ .  - . ]  The 

t h i r d  kinde of Magicke con ta ine th  t h e  whole 

Philosophie of  n a t u r e ;  no t  t h e  b rab l ings  o f  t h e  

A r i s t o t e l i a n s ,  b u t  t h a t  which b r i n g e t h  t o  l i g h t  t h e  

i m o s t  ve r tues ,  and draweth them o u t  of n a t u r e s  hidden 

bosome t o  humane use, V i r t u t e s  i n  c e n t r o  c e n t r i  



latentes, Vertues hidden in the center of the center, 

according to the Chymists. (1.11-166-167) 

The modern terms of black and white magic differentiate 

between magic that invokes evil spirits, and what the French 

referred to as magie blanche, or natural magic, that had healing 

properties (OED, "Magic, " def. Ib) . Chaucer refers to natural 

magic in his House of Fame (1384) - 
Ther saugh I pleyen Iogelours, 

Magiciens and treqetours, 

And phitonesses, charmeresses, 

Olde wicches, sorceresses, 

That use exorsisaciouns, 

And eek thise fumigaciouns; 

And clerkes eek, which conne wel 

Al this magyke naturel, 

That craftely don hir ententes, 

To make ,  in certeyn ascendentes, 

Images, 10, through which magyk 

To make a men ben ho01 or syk. 

Ther saugh 1 thee, queen Medea, 

And Circes eke, and Calipsa; 

Ther saugh 1 Hermes Ballenus, 

Lymote, and eek Simon Magus. 

Ther saugh 1, and knew hem by name, 



Tha t  by  such a r t  don men han fame- (3- 1259-1276) 

N a t u r a l  magic  w a s  cons ide red  a l e g i t i m a t e  p r a c t i c e  i n  t h e  M i d d l e  

Ages, s o  l o n g  as it was n o t  employed f o r  malevolent  ends (OED, 

"Magie," l a )  . Natura l  magic w a s  under s tood  by medieval w r i t e r s  

t o  i n v o l v e  t h e  making o f  a waxen image under  a s t r o l o g i c a l  

c o n d i t 5 o n s  t o  i n j u r e  o r  b e n e f i t  t h e  h e a l t h  o f  t h e  person 

r e p r e s e n t e d  (OED, "Magic," l a ) .  N a t u r a l  magic would a l s o  have 

been known t o  i n v o l v e  t h e  a p p l i c a t i o n  o f  a medicament t o  a 

weapon t o  c u r e  t h e  wound produced by s u c h  a weapon (OED, 

"Magic," l a )  . Such p r a c t i c e  w a s  l a t e r  e x p l a i n e d  by s c i e n c e ,  a n d  

w h i l e  s t i l l  cons ide red  n a t u r a l ,  would h a r d l y  be c a l l e d  magic. 

Any magic i n v o l v i n g  t h e  i n v o c a t i o n  o f  e v i l  s p i r i t s  would have,  

o f  c o u r s e ,  seemed dubious (OED, "Magic," l a )  . 

Black  magic i n v o l v e s  t h e  supposed i n v o c a t i o n  o f  e v i l  

s p i r i t s  o r  d e v i l s ;  Marlowe makes Faus tus  a black magician i n  

o r d e r  t o  c r e a t e  t h e  d r a m a t i c  t e n s i o n  t h a t  an ima tes  h i s  p l a y .  

Marlowe c o u l d  have adapted  h i s  c h a r a c t e r s  Mephas tophi l i s  and 

L u c i f e r  f rom contemporary sermons on t h e  n a t u r e  of good and  ev i l  

s p i r i t s .  The most a u t h o r i t a t i v e  o f  t h e s e  i s  found i n  The 

Decades o f  Henry B u l l i n g e r ,  which w e r e  made compulsory r e a d i n g  

f o r  t h e  l e s s  educa ted  c l e r g y  o f  t h e  E l i z a b e t h a n  Church o f  

England (Cromarty,  s c r e e n  1) .  B u l l i n g e r  d e s c r i b e s  t h e  n a t u r e  of 

good s p i r i t s ,  o r  a n g e l s ,  a s  t h a t  of  comple te  obedience and 

s e r v i c e  t o  God. According t o  B u l l i n g e r ,  good a n g e l s  a r e  



innumerable ,  i n c o r r u p t i b l e  and a r e  i n  c o n s t a n t  p u r s u i t  o f  t r u t h .  

They are i n  s t r ic t  s e r v i c e  t o  God, r e j o i c e  i n  Godfs  g l o r y ,  and 

s i n g  H i s  p r a i s e s  i n  hymns, They are a l s o  a s s i g n e d  t o  p r o t e c t  

man under  God's i n s t r u c t i o n  and s u p e r v i s i o n ,  That t h e  t r u e  

n a t u r e  and subs tance  of a n g e l s  cannot  be w h a l l y  p e r c e i v e d  a l lows 

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

t h a t  p l a g u e s  Faustus .  

Now what t h e  n a t u r e  o f  a n g e l s  is ,  it cannot  t h o r o u g h l y  

b e  d e c l a r e d  of any m a n .  For t h e r e  a r e  many t h i n g s  i n  

t h e  o r d e r  of  c r e a t u r e s ,  whose n a t u r e  cannot  d i r e c t l y  

and p e r f i t l y  be  expounded: t h e y  may n e v e r t h e l e s s  after 

a s o r t ,  accord ing  t o  o u r  c a p a c i t y ,  be shadowed o u t .  

Some t h e r e f o r e  t h e r e  are which Say that a n g e l s  a r e  

good s p i r i t s ,  m i n i s t e r s ,  o f  a  f i e r y  n a t u r e ,  c r e a t e d  

f o r  t h e  m i n i s t r y  o r  s e r v i c e  o f  God a n d  good men. 

Other  some Say a n g e l s  are heavenly  s p i r i t s ,  whose 

rn in i s t ry  and s e r v i c e  God u s e t h  t o  exrecute a l 1  t h i n g s  

which he h a t h  de termined.  Wherefore w e  s h a l l  n o t  s e e m  

t o  m i s s  much of the mark, i f  w e  Say t h a t  a n g e l s  a r e  

good s p i r i t s ,  heavenly  s u b s t a n c e s  (1 mean 

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

of God and men. ( B u l l i n g e r  328)  

Heaven, and Godfs m i n i s t e r i n g  a n g e l s ,  r e m a i n  r e l a t i v e l y  

undefined by  Marlowe, whi l e  Mephas toph i l i s  a n d  L u c i f e r  a r e  less 



a b s t r a c t .  So t o o  are B u l l i n g e r r s  f a l l e n  ange l s ,  whom he shadows 

o u t  more c l e a r l y  i n  t h e i r  wicked n a t u r e  and r e v o l t  t han  he  does 

h i s  a n g e l s  o f  good. 

Now what t h i n g  a e v i l s  a r e ,  i t  i s  no less hard  and 

d o u b t f u l  exac t ly  t o  d e f i n e  by reason,  t h a n  1 said it 

was d i f f i c u l t  t o  d e s c r i b e  f u l l y  t h e  n a t u r e  of  ange l s :  

howbeit  1 w i l l  shadow them o u t  by one o r  o t h e r  k ind o f  

d e s c r i p t i o n ,  t o  t h e  end 1 may e n t r e a t  o f  t h e m  i n  a 

c e r t a i n  o rder .  E v i l  ange l s  a r e  c o r r u p t  and wicked 

s p i r i t s ,  and, f o r  t h e i r  r e v o l t i n g  o r  f a l l i n g  away, 

e v e r l a s t i n g l y  condemned: s u b j e c t  indeed t h e y  a r e  t o  

God, but y e t  neve r the l e s s  a d v e r s a r i e s  t o  God and men, 

f o r  t h a t  they t u r n  a l 1  t h e i r  t r a v a i l s  and s t u d i e s  t o  

t h e  contempt and d e s p i s i n g  of God, and t o  t h e  

dece iv ing  and d e s t r u c t i o n  o f  men. ( B u l l i n g e r  3 4 9 )  

When Marlowe pu t s  h i s  b l ack  magician on s t a g e ,  he p l a c e s  

him between a  Good and E v i l  &Angel t o  r e p r e s e n t  h i s  con t inu ing  

crisis  of  conscience .  From t h a t  f a c t ,  w e  can  assume t h a t  

Faustus  i s  n o t  completely without  m e r i t ,  f o r ,  accord ing  t o  

B u l l i n g e r ,  Good Angels on ly  appear  a t  t h e  s e r v i c e  and p r o t e c t i o n  

of men whom God determines t o  be good i n  n a t u r e .  Moreover, 

Faustus  u se s  b l a c k  m a ç i c  without  a  f u l l  a p p r e c i a t i o n  O£ what 

t h a t  magic e n t a i l s  and he i s  t h e r e f o r e  a v i c t i m  of  c i rcumstance;  

he  i s  damned from t h e  beginning of  t h e  p lay ,  and h i s  l i f e  p l ays  



o u t  w i t h o u t  c o n t r o l .  Marlowe creates doubt  about  t h e  freedom of 

F a u s t u s ' s  w i l l  early i n  t h e  p l a y .  I n  A c t  2, s cene  3, F a u s t u s  

a s k s  the Good Angel i f  it i s  t o o  l a t e  t o  r e p e n t -  The Good Angel  

r e p l i e s :  " ~ e v e r  t o o  la te ,  i f  F a u s t u s  c a n  r e p e n t " ( 2 . 3 . 8 1 ) .  

Marlowe's u s e  o f  " i f "  r a i s e s  t h e  i s s u e  o f  whether F a u s t u s  i s  o n e  

o f  t h e  e lect  o r  one o f  t h e  r e p r o b a t e .  According t o  C a l v i n i s t  

d o c t r i n e ,  i f  Faustus  i s  e lect ,  t h e n  it i s  never t o o  l a t e  t o  

r e p e n t ;  however i f  he i s  r e p r o b a t e ,  he  cannot  r e p e n t  and  it is 

a lways  t o o  l a t e  (Keefer,  45,  81n)  - The i s s u e  is r a i s e d  a g a i n  i n  

A c t  4 ,  s c e n e  2: 

What a r t  thou ,  F a u s t u s ,  b u t  a m a n  condemnf d t o  d i e ?  

Thy f a t a l  t i m e  d o t h  d r a w  t o  f i n a l  end; 

Despair  d o t h  d r i v e  d i s t r u s t  i n t o  rny t h o u g h t s ,  

Confound t h e s e  p a s s i o n s  w i t h  a q u i e t  s l e e p :  

Tush, C h r i s t  d id  ca l1  t h e  t h i e f  upon t h e  c r o s s .  

Then r e s t  t h e e ,  F a u s t u s ,  q u i e t  i n  c o n c e i t .  (4 .2 .33-38)  

I n  h i s  n o t e s  on t h i s  passage ,  Michael  Keefer c i tes  S t .  

A u g u s t i n e ' s  i n t e r p r e t a t i o n  of t h e  i h i e f  upon t h e  c r o s s .  S t .  

A u g u s t i n e  remarks that one o f  t h e  t h i e v e s  is saved and one  i s  

damned, b u t  w e  a r e  n o t  t o  know which one .  The same c a n  be s a i d  

o f  F a u s t u s .  With t h e  p r e s e n c e  o f  b o t h  the Good and Evil Ange l s ,  

we c a n n o t  be s u r e  u n t i l  t h e  p l a y ' s  end  whether Eaus tus  is elect 

o r  r e p r o b â t e  (Keefer  72, 37n) . 



F a u s t u s r s  l i t e r a l  crisis o f  conscience  i s  demonst ra ted  by 

the appearance  of  bo th  t h e  Good and Evil Angels whose d i s c o u r s e  

i n t e r r u p t s  Faus tus ' s  i n t e r i o r  monologue throughout  t h e  p l a y .  

The i n t e r r u p t i o n  perhaps  d i s t r a c t s  t h e  r e ade r  from t r u l y  

i n t e r p r e t i n g  F a u s t u s r s  i n t e n t i o n s ,  H e  i s  a lone  i n  h i s  s t u d y  

o n l y  a t  t h e  very  beginning and a t  t h e  ve ry  end of the p l a y .  The 

movement o f  t h e  p l a y  f r o m  t h e  f i r s t  s cene  t o  the l a s t  invokes  

t h e  image of t h e  E l i z abe than  Wheel of Fortune, a n  image t h a t  

i m p l i e s  an o the rwor ld ly  power t h a t  o v e r r i d e s  hurnan c o n t r o l .  I n  

b o t h  scenes ,  Faus tus  r a t i o n a l i z e s  h i s  d e c i s i o n s  wi th  a l o g i c  

t h a t  i s  i r r e s i s t i b l y  human, and a s  f e l l o w  human be ings  w e  are 

l e d  t o  choose a s  he  chooses.  Marlowe adds f u r t h e r  t o  Faus tus ' s  

humanity by r ende r ing  him a comic f i g u r e  i n  many of t h e  

i n t e r v e n i n g  scenes ,  and i n  so doing he  d iminishes  what i s  

t h r e a t e n i n g  i n  b l a c k  magic. How else could  a s u c c e s s f u l  s c h o l a r  

d i s s o l v e  s o  e a s i l y  i n t o  p a r l ~ u r  t r i c k s ?  Would Helen n o t  a t t r a c t  

any man? A r e  w e  n o t  a l l  p red i sposed  t o  t empta t ion?  Faus tus  i s  

heady wi th  t h e  exper ience  o f  magic; it i s  an i n e b r i a t i o n  

r emin i s cen t  of  t h e  c l a s s i c a l  bacchanal  where f i g u r e s  change back 

and f o r t h  between human and monstrous.  Faus tus  i s  neve r  c e r t a i n  

o f  t h e  i l l u s o r y  world c r e a t e d  by Mephas tophi l i s ,  and h i s  

a t t emp t s  t o  r a t i o n a l i z e  h i s  menta l  torment  a r e  p i t i a b l e .  



H e  i s  i n  t h e  u b i q u i t o u s  H e l 1  d e s c r i b e d  by Mephas toph i l i s ,  

b u t  i s  n o t  conv inced  t h a t  he has  a genu ine  o p p o r t u n i t y  t o  r e p e n t  

and  e s c a p e  h i s  c o n t r a c t :  

L e t  F a u s t u s  l i v e  i n  h e l l  a thousand  y e a r s ,  

A hundred  thousand,  and  a t  l a s t  be sav 'd .  

O, no e n d  i s  l i m i t e d  t o  damned s o u l s .  

Why w e r t  t h o u  n o t  a  c r e a t u r e  want ing  s o u l ?  

O r  why i s  t h i s  irnmortal t h a t  t h o u  h a s t ?  

Ah, P y t h a g o r a s f  metempsychosis, w e r e  t h a t  t r u e  

T h i s  s o u 1  s h o u l d  f l y  £rom m e ,  a n d  1 be chang'd 

Unto some b r u t i s h  beas t -  

A l 1  b e a s t s  are happy, f o r  when t h e y  d i e  

T h e i r  s o u l s  are soon d i s s o l v ' d  i n  e l ements ,  

But mine must live s t i l l  t o  be p lagued  i n  h e l l .  

(5 .2 .94 -104 )  

F a u s t u s  i s  i n c a p a b l e  of recognizing t h e  o p p o r t u n i t i e s  f o r  

r e p e n t a n c e  even u n t i l  t h e  l a s t  (where C h r i s t f  s b lood  i s  p o u r i n g  

d o w n  t h e  w a l l s  o f  h i s  s t u d y )  because  t h e s e  i l l u s i o n s  are no more 

real t han  t h e  siren Helen who would s t e a l  h i s  s o u l  w i t h  a kiss. 

O l e n t e  l en t e  c u r r i t e  n o c t i s  e q u i !  

T h e  s tars move s t i l l ,  time LYÜZS, t h e  d o c k  w i l l  

s t r i k e ,  

The d e v i l  w i l l  corne, a n d  Faus tus  must be damn'd. 

O, I f  11 l e a p  up t o  m y  God: who p u l l s  m e  down? 



See ,  see where C h r i s t ' s  b lood  streams i n  t h e  

f i m a m e n t  : 

O n e  d rop  would Save my s o u l ,  h a l f  a  drop!  Ah, m y  

C h r i s t ,  

Ah r e n d  n o t  m y  h e a r t  f o r  naming o f  my C h r i s t ,  

Y e t  w i l l  1 cal1 on him, oh s p a r e  m e  L u c i f e r !  

Where i s  it now? ' t is  gone, 

And see where God s t r e t c h e t h  o u t  h i s  a m  

And bends his i r e f u l  brows! . 

Mountains and  h i l l s ,  come, come, and f a 1 1  on m e ,  

And h i d e  m e  from t h e  heavy wra th  o f  God. 

NO, no? 

Then w i l l  1 headlong run  i n t o  t h e  e a r t h .  

E a r t h ,  gape! O no, it w i l l  n o t  harbour  m e .  

You s t a r s  t h a t  r e i g n r d  a t  m y  n a t i v i t y ,  

Whose i n f l u e n c e  h a t h  a i l o t t e d  d e a t h  and h e l l ,  

Now draw up Faus tus  l i k e  a  foggy m i s t  

Lnto t h e  e n t r a i l s  o f  yon l a b o r i n g  c loud,  

That when you vomit f o r t h  i n t o  t h e  a i r  

M y  l imbs  rnay i s s u e  f rom your smoky mouths, 

So t h a t  my s o u l  may b u t  ascend Co heeven. 

( 5 - 2 . 6 7 - 8 9 )  

F a u s t u s  is t h e  n o s t  t r a g i c  f i g u r e  i n  a l 1  of t h e  t h r e e  p l a y s  

b e i n g  examined. H e  i s  p r e d e s t i n e d  t o  f a i l .  Faus tus  i s  n e v e r  



given the opportunity to use white rnagic, and he invokes 

Mephastophilis without any real comprehe~sion of the contract he 

is set to enter into. Faustus is not merely a sorcerer. He has 

a working knowledge of rnagic, and is a revered intellectual. He 

is well-schooled in mathematics, science and literature; he has 

a stature as a scholar that adds an almost mythological 

dimension to the play. We are presented with another 

Prometheus, one who is wiser than most, but crosses God's 

authority and is punished for it, His demonstrations of rnagic 

that dissolve rapidly into sheer spectacle are similar to the 

shows of morality exercised by the gods of Mount Olympus. As if 

to conr'irm this similarity, we have the image of Helen of Sparta 

who appears as another Eve. However, was Marlowe also hinting 

that Faustus, like Helen, is wrongfully accused and is therefore 

illegitimately damqed by his actions? It is an entirely 

different field of action in Marlowe than we see in Jonson, or 

in Shakespeare- Marlowe has created a sympathetic protagonist 

who uses black rnagic; we are meant not to question Faustus, but 

to question the rneans by which he advances his ambition: 

But Faustusr offence can ne' er be pardoned: the 

serpent that tempted Eve may be saved, but not 

Faustus. Ah gentleman, hear me with patience, and 

tremble not at my speeches- Though rny heart pants 

and quivers to remember that 1 have been a student 



here t he se  t h i r t y  years, O would 1 had never  seen 

Wittenberg, never  r e a d  book: and what wonders 1 have 

done, a l 1  Gerrnany can wi tness ,  yea a l 1  t h e  world, yea 

heaven i t s e l f ,  heaven t h e  s e a t  o f  God, t h e  t h rone  of 

t h e  b lessed,  t h e  kingdom of  joy, and rnust remain i n  

h e l l  f o r  e v e r  - h e l l ,  ah,  h e l l ,  f o r  eve r !  S w e e t  

f r i e n d s ,  what s h a l l  become of  Faus tus ,  be ing  i n  h e l l  

f o r  ever?  (5.2.14-25)  

I f  t h a t  q u e s t i o n  a r i s e s  i n  t h e  aud ience ' s  mind, a long  wi th  it 

comes a s u s p i c i o n  t h a t  Marlowe sees r e l i g i o n  a s  an impediment t o  

knowledge, and  f i nds  i t  d i s t a s t e f u l  and a n a c h r o n i s t i c  i n  

r e l a t i o n  t o  i n t e l l e c t u a l  c u r r e n t s  of  h i s  t i m e .  

While Faustus employs b l ack  rnagic t o  advance h i s  cause, 

Shakespeare ' s  p ro t agon i s t ,  accord ing  t o  t h e  l i t e r a r y  s c h o l a r  

Frank Kermoders c r i t i c a l l y  accep ted  p o s i t i o n ,  manipula tes  whi te  

rnagic t o  ach ieve  h i s  ends.  White rnagic i nvo lves  t h e  i nvoca t i on  

o f  good s p i r i t s  and i s  used f o r  b e n e f i c e n t  o r  harmless purposes.  

Kermode a rgues  t h a t  Prospero succeeds as  a  whi te  magician 

because he d o e s n r t  i n f l i c t  p h y s i c a l  harm upon h i s  enernies, 

Antonio, Sebas t i an  and Alonso. Prospero u se s  white  rnagic t o  

r e s t o r e  h i s  a u t h o r i t y  and t hen  abandons rnagic once o r d e r  has 

been r e s t o r e d .  The argument, however, does n o t  t a k e  i n t o  

account  some c l e a r l y  nega t ive  elernents of rnagic i n  t h e  p l ay .  

When Prospero ab ju res  h i s  rnagic and drowns h i s  book, t h e  a c t i o n  



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

of t h e  magus's power. A f t e r  a l l ,  t h e  p a s s a g e  d i r e c t l y  p r e c e d i n g  

a l l u d e s  t o  Medears i n c a n t a t i o n  and h i n t s  a t  something  more 

s i n i s t e r  - 

Have I g i v e n  £ i r e  and J o v e r s  s t o u t  oak 

With h i s  own b o l t :  t h e  s t rong-based  promontory 

Have I made shake, and by t h e  s p u r s  p l u c k e d  up 

The p i n e  a n d  cedar;  g r a v e s  a t  my comrnand 

Have waked t h e i r  s l e e p e r s ,  oper  d and l e t r  e m  f o r t h  

By m y  s o  p o t e n t  a r t .  But t h i s  rough magic 

1 h e r e  a b j u r e ;  and when I have r e q u i r e d  

Some heavenly  music (which even now 1 d o )  

- To work mine end upon t h e i r  s e n s e s  t h a t  

This a i r y  charm i s  f o r ,  I r  11 break my staff, 

B u r y  it c e r t a i n  fathorns i n  t h e  e a r t h ,  

And deeper  t h a t  d i d  e v e r  plumrnet sound 

I f I l  drown rny book. ( 5 - 1 . 4 5 - 5 7 )  

And w h i l e  Prospero  d o e s  r e s t r a i n  h i m s e l f  £rom i n f l i c t i n g  

p h y s i c a l  harm upon h i s  enemies, he  does  i n f l i c t  a m e n t a l  t o r m e n t  

on them and on o t h e r s ,  a torment  s i m i l a r  t o  t h a t  w e  see i n  

Marlowe. For t h e s e  r easons ,  it seerns b e t t e r  t o  r e p r e s e n t  

P r o s p e r o  a s  u s i n g  n o t  whi te  b u t  rough magic, a term Shakespeare  

h i m s e l f  created t o  d e s c r i b e  P r o s p e r o r s  a r t .  



In  Prosperors  a b j u r a t i o n  w e  have ano ther  r a t i o n a l i z e d  

argument f o r  t h e  use of  rnagic, a s  Prospero i s  ano the r  q u a l i f i e d  

s c h o l a r -  However, Prospero has a s p e c i f i c  end i n  mind: t o  

r e g a i n  h i s  kingdom. 1s Prospero 's  use of  magic v a l i d a t e d  

because  h i s  goal  i s  not  s o  vague a s  t h e  c u r i o s i t y  t h a t  moves 

Faustus  towards an e x p l o r a t i o n  of  necromancy? 1s n o t  P rospe ro r s  

manipu la t ion  of o t h e r s  a t  l e a s t  a s  s i n i s t e r  as F a u s t u s r s  

i l l u s o r y  a n t i c s ?  Wê can deduce something of what Shakespeare 

means by 'rough rnagic" £rom h i s  u s e  of t h e  t e r m  "rough work" i n  

Timon of  Athens, a  t r agedy  t h a t  i l l u s t r a t e s  t h e  d a r k e r  a s p e c t s  

o f  humanity such a s  t h e  d e v a s t a t i n g  v i c e  o f  greed.  

You see t h i s  conf luence,  t h i s  g r e a t  f l ood  of  v i s i t o r s :  

I have i n  t h i s  rough work shapr d  ou t  a man 

Whom t h i s  beneath-world doth  ernbrace and hug 

With amplest entertai-riment. M y  f r e e  d r i f t  

Ha l t s  not p a r t i c u l a r l y ,  but moves i t s e l f  

I n  a wide sea  o f  wax; no l e v e l l e d  mal ice  

I n f e c t s  one comma t h e  course hold,  

But f l i e s  an e a g l e  f l i g h t ,  bold and f o r t h  on, 

Leaving no t r a c t  behind. 

(Timon of Athens, 1.1.41-50) 

Shakespearer  s "rough work" i n  Timon of  Athens r e p r e s e n t s  

lirnitless p o s s i b i l i t y ;  t h e  "sea of wax" could  s i g n i f y  a  

m a l l e a b l e  pe rpe tua l  sea  of c r e a t i v i t y  and i n s p i r a t i o n  which i s  



n o t  l i m i t e d  t o  t h e  conf ines  of a  w r i t i n g  t a b l e t  o r  academic 

books. Within t h i s  sublunary beneath-world, o r  e a r t h l y ,  

e x i s t e n c e ,  it is poss ib l e  t o  f a sh ion  human na tu re  a f t e r  what 

d e s i r a b l e  o r  necessary .  Prospero 's  a r t  i s  a  s i m i l a r  one o f  

o r c h e s t r a t i o n  and manipulat ion.  H e  t e a c h e s  Caliban language 

hopes of r e f i n i n g  him, and then  abandons him on t h e  i s l a n d  

because  he i s  s t i l l  not  c i v i l i z e d  enough f o r  Milan c o u r t  l i f e .  

Prospero f o r c e s  hard  manual l abour  upon Ferdinand a s  proof o f  

Ferdinand 's  a f f e c t i o n  towards Miranda. Most s i g n i f i c a n t l y ,  

Prospero u se s  a  shipwreck t o  s t r a n d  h i s  enemies on t h e  i s l a n d  

because he i s  incapable  of r e g u l a t i n g  them otherwise.  Prospero 

i s  c o n s t a n t l y  us ing  h i s  rough magic t o  ca rve  ou t  a  p l ace  f o r  

himself  and I n  o rde r  t o  do t h i s  he must f i r s t  mold t h e  w i l l s  o f  

t h o s e  around him. However, h i s  work i s  no t  always e n t i r e l y  

s u c c e s s f u l  and i s  o f t en  harsh ,  as  i n  t h e  ca se  of Calibari. 

Prospero endeavors t o  t ransform t h e  n a t u r e  of i nd iv idua l s  s o  

t h a t  he may become t h e i r  rnaster, something w e  see  i n  Jonson. 

However, as i n  Jonson, t h e  magic i s  o n l y  c rude ly  s u f f i c i e n t .  

Prospero  ca rves  out h i s  d e s t i n y  f o r  himself  and i n  t h i s  

s ense  has  a  much e a s i e r  t a s k  wi th  h i s  magic t han  Faustus has  

wi th  h i s .  While both  p ro t agon i s t s  a r e  i s o l a t e d ,  Frosperorc  

i s o l a t i o n  i s  phys i ca l ,  not  s o c i a l  o r  i n t e l l e c t u a l .  The i s l a n d  

i s  f e r t i l e  and i s  f i l l e d  wi th  s p i r i t s  such a s  A r i e l  who a r e  

accomplices t o  Prosperors  grand des ign ,  a des ign  t h a t  i s  reduced 



(somewhat mockingly by Shakespeare) to Ferdinand and Miranda's 

unfinished chess match in the cave. Faustus's isolation, 

however, is both social and intellectual, not just physical, and 

he is much more the alien as a result, Faustus represents a 

sort of estrangement from others, and that estrangement leads 

him to seek magic for both intellectual stimulation and the 

Company of other untouchables (such as Valdes, Cornelius, 

Lucifer, and Mephastophilis). Faustus's magic Is a personal 

revolt against academic and religious authority. It is a milder 

form of the anarchy that is expandea dramatically in The Tempest 

with Antonio's political overthrow of Prospero. We are led to 

believe that Prospero has been wrongly usurped, and that the 

natural order in the play has been upset by political upheaval. 

By exerting his will over the others on the island, Prospero 

contains the anarchy and emerges as a benign dictator. Tt is a 

plainly paradoxical role, as the scope of Prosperors beneficence 

is lirnited by his own desire for political control. 

For al1 its darkness, however, rough magic can work 

powerfully for the good. .Shakespeare has secluded Prospero on 

an island, a fact that sets us at a remove from him. We see him 

not just as an isolated individual, but as the last bastion of 

truth and honesty. From the beginning of The Tempest, we are 

encouraged to believe that Prospero's cause is just if for no 

other reason than that he is not surrounded by charlatans until 



t h e  f a t e f u l  shipwreck. The shipwreck i s  i t s e l f  symbolic o f  t h e  

Apocalypse wi th  Prospero a s  t h e  u l t i m a t e  judge of s o u l s .  H i s  

magic is  benign and  seemingly d i v i n e l y  assured ;  it is  devoid of  

t h e  c y n i c a l  r h e t o r i c  w e  see i n  Jonson and i s  u l t i m a t e l y  a f f i m e d  

i n  t h e  union of  t h e  l o v e r s  Ferdinand and Miranda and t h e  

r e s t o r a t i o n  of p o l i t i c a l  l eg i t imacy  a t  t h e  end of t h e  p l ay .  W e  

cou ld  a l s o  argue that t h i s  union of l o v e r s  imp l i e s  s a l v a t i o n .  

Man has  been absolved of h i s  s i n s  -- "The r a r e r  a c t i o n  i s  / I n  

v i r t u e  than i n  vengeance. They being p e n i t e n t ,  / The s o l e  d r i f t  

of my purpose doth  extend / Not a frown f u r t h e r "  -- and i s  

al lowed t o  p ropaga te  t h e  s p e c i e s  ( 5 . 1 - 2 7 - 3 0 ) -  It i s  a hope t h a t  

has no p l a c e  i n  Marlowe's magic o r ,  t o  a  g r e a t  e x t e n t ,  i n  

Jonsonr S .  

The c o r r u p t  t r i u m v i r a t e  of Face, Dol, and Sub t l e  i n  

Jonson's  T h e  Alchemist a l s o  uses rough rnagic, B u t  whi le  t h e  

rough rnagic of The Tempest i s  a d i s t o r t e d  v e r s i o n  of wh i t e  

rnagic, t h e  rough magic The Alchemist complete ly  

co r rup ted  ve r s ion  o f  whi te  rnagic, one t h a t  r e n d e r s  magic 

impotent .  Subt le ,  Face, and Do1 a r e  a l 1  t h r e e  g u i l t y  o f  t h e  

same manipula t ion w e  see i n  Prospero, but t h e y  m e e t  w i th  

f a i l u r e .  "[Wlith r e a l i s t i c  i n s i g h t  and eager  cunning," David 

Woodman observes ,  " t h e  c h a r l a t a n  magician could ,  under t h e  g u i s e  

of  doing good, manipula te  h i s  g u l l s  and make f o r t u n e s ,  u n t i l  he 

en tangled  himself  i n  h i s  own p l o t ,  o r  made a f a t a l  e r r o r  i n  



judgment" (Woodman 1 3 7 )  . Impl ica ted  i n  t h e i r  ob fusca t i on  o f  

magic i s  Jonson's  d i s t i n c t i o n  between a  magician and a  s o r c e r e r :  

a rnagician p o s s e s s e s  a r e a l  and e x t e n s i v e  knowledge of  magic, 

w h i l e  a s o r c e r e r  f e i g n s  it (Woodman 123-124). Face, Do1 and 

S u b t l e  are s o r c e r e r s  p r a c t i c i n g  rough magic; t h e  language o f  The 

Alchemis t  (which i s  e s s e n t i a l l y  h i g h l y  s t y l i z e d  r h e t o r i c )  i s  

meant t o  confound bo th  t h e  audience and t h e  o t h e r  c h a r a c t e r s  i n  

the p l a y ,  a s  opposed t o  be ing used t o  accomplish some rea l  o r  

t a n g i b l e  goa l .  

I t  is, of t h e  one p a r t ,  

A humid e x h a l a t i o n ,  which w e  c a l 1  

M a t e r i a  liquida, o r  the unctuous water; 

O n  t h e  o t h e r  p a r t ,  a  c e r t a i n  c r a s s  and v i scous  

P o r t i o n  o f  e a r t h ;  both which, concorpora te ,  

Do make t h e  elementary m a t t e r  of gold;  

Which i s  n o t  yet propria m a t e r i a ,  

But common t o  a l 1  meta ls  and a l 1  s t ones .  

For, where it i s  forsaken o f  t h a t  rnoisture,  

And h a t h  more dryness ,  it becomes a s tone ;  

Where it r e t a i n s  more of  t h e  humid f a t n e s s ,  

It t u r n s  t o  su lphur ,  o r  t o  q u i c k s i l v e r ,  

Who a x e  t h e  p a r e n t s  of a l 1  o t h e r  meta l s .  

Nor can  t h i s  remote ma t t e r  suddenly  

P rog re s s  s o  from extreme un to  extreme,  



AS t o  grow gold,  and l e a p  o ' e r  a l 1  t h e  means. 

Nature  d o t h  f i r s t  beget t h e  i m p e r f e c t ,  t h e n  

Proceeds s h e  t o  t h e  p e r f e c t .  O f  t h a t  a i r y  

And o i l y  water, mercury i s  engendered;  

Su lphur  o f  t h e  f a t  and e a r t h y  p a r t ;  t h e  one,  

Which i s  t h e  l a s t ,  s u p p l y i n g  t h e  p l a c e  o f  t h e  male, 

The o t h e r  o f  t h e  female,  i n  a l 1  m e t a l s .  

Sorne do b e l i e v e  hermaphrodei ty,  

That  b o t h  do act and s u f f e r .  But t h e s e  two 

Make t h e  rest d u c t i l e ,  m a l l e a b l e ,  e x t e n s i v e .  

And even i n  gold  t h e y  are; f o r  w e  do f i n d  

Seeds of  them, by Our fire, and g o l d  i n  them, 

And can  produce t h e  s p e c i e s  of each  m e t a l  

More p e r f e c t  thence ,  t h a n  n a t u r e  d o t h  i n  e a r t h .  

(2 .3 .142-170)  

Jonson u s e s  t h e  s c i e n c e  of  alchemy a s  a symbol o f  human 

p e r f e c t i b i l i t y .  The i rony  i s  o f  course t h a t  no human being is  

p e r f e c t i b l e  and t h a t  f a c t  produces t h e  u t t e r  c o l l a p s e  of 

m o r a l i t y  i n  T h e  Alchernist.  Face, Do1 and S u b t l e  are  a s o r t  of 

t r i b u n a l  i n c a p a b l e  o f  e x a c t i n g  t r u e  judgment. T h e  success  o f  

their e n t e r p r i s e  r e l i e s  e q u a l l y  on t h e i r  v i c t i m s f  g u l l i b i l i t y  

and u l t i m a t e  hope f o r  s a l v a t i o n  as  on f i n a n c i a l  g a i n .  A s  

Woodman o b s e r v e s :  



The no t ion  of a h e a l i n g  e l i x i r ,  whose cu re -a l1  powers 

supposedly f u l f  il1 every d e s i r e  and s u s t a i n  l i f  e 

i n d e f i n i t e l y ,  was t h e  p e r f e c t  i d e a  f o r  a l 1  those  

posing as h e a l e r s -  Its e l u s i v e  q u a l i t y  and beckoning 

promise w a s  i d e a l  f o r  f i n a n c i a l  ga in .  A s  Jonson 

employs alchemy, i t s  r a m i f i c a t i o n s  become mul t i -  

l eve led ,  in te rchangeably  over lapping i n  bus iness ,  

r e l i g i o n ,  and h e a l i n g ,  The d r i v e  t o  discover gold i s  

both worship and commercial e n t e r p r i s e ,  as wel l  a s  a  

key  t o  unl imi ted s e x u a l  prowess t h a t  w i l l  prolong 

man's happiness f o r e v e r .  Y e t  it i s  on man hirnself 

t h a t  t h e  pseudo-alchemists p a r a s i t i c a l l y  f eed .  The i r  

a c t i v i t y  here  underscores  t h e  f u t u r e  trends of 

manipulat ive r e l a t i o n s h i p s  i n  a growing age of 

commerce. (Woodman 1 3 6 )  

W e  could  Say t h a t  ~ h e  sane b l i n d  f a i t h  a p p l i e s  t o  r e l i g i o u s  

f a n a t i c i s m  i n  t h e  play:  f o r  T r i b u l a t i o n  Wholesome, t h e  non- 

e x i s t e n t  phi losopher ' s  Stone becomes a  kind of Second Coming 

(3.1.34-35' 3 .2 .97 -101)  . Even S i r  Epicure Mammon r e p r e s e n t s  

h imself  a s  a kind of new J e s u s  who goes about h e a l i n g  t h e  s i c k  

and p u r i f y i n g  t h e  s o u l s  of mankind ( 2 . 1 . 6 3 - 7 0 ) .  However, t h e  

landscape of The Alchemist is anything b u t  ano ther  Eden. It i s  

a  microcosm of d i so rde r ;  it i s  an Eden post-apple,  and a  f u r t h e r  

example o f  t he  dangers of knowledge. 



The wor ld  o f  a l 1  t h r e e  p l a y s  i s  a n  Eden pos t -app le .  I n  

t h a t  d i s o r d e r e d  world,  magic i s  a dangerous knowledge. Its 

danger  -- and i l l u s i o n  -- i s  t h a t  it l e a d s  man t o  t h i n k  t h a t  he  

i s  i n  c o n t r o l .  I t  i s  no co inc idence  t h a t  t h e  t h r e e  magic ians  

a r e  s c h o l a r s ,  because  t h e  moral  crisis t h a t  t h e y  endure  p l a y s  

o u t  a t e n s i o n  t h a t  l a y  a t  t h e  h e a r t  o f  Renaissance humanism. On 

the one hand, as John C a r r o l l  a rgues ,  

The axiorn on which t h e  humanist  r ock  w a s  t o  b e  f o r g e d  

w a s  p u t  w e l l  by Pico d e l l a  Mirandola i n  1 4 8 6  a s  by 

anyone: 'We can become what w e  w i l l .  ' It is  more 

comple te  t h a n  A l b e r t i ' s  e a r l i e r  and more c e l e b r a t e d  

fo rmu la t i on :  'Men can do a l 1  t h i n g s  i f  t h e y  w i l l . '  So 

t h e  humanist  f a t h e r s  pu t  t h e i r  founding axiom: man i s  

a l l - power fu l ,  i f  h i s  w i l l  is s t r o n g  enough. He can 

c r e a t e  himself. ( C a r r o l l  3 )  

On t h e  other hand, t h e  problem of  n e c e s s i t y ,  which i s  r e d u c i b l e  

t o  t h e  problem o f  d e a t h ,  p r e s s e s  i n -  

Marlowe, Jonson and Shakespeare used magic t o  e x p l o r e  -- 

sometirnes s e r i o u s l y ,  sometimes cornical ly -- t h i s  t e n s i o n  and 

what was e n t a i l e d  i n  it. I n  t h e  nex t  chap t e r ,  1 w i l l  c o n s i d e r  

t h e  r o l e  of t h e  magic ian  i n  t h e  t h r e e  p l ays ,  b o t h  i n  t e r m s  o f  

i t s  p r a c t i c a l ,  t h e a t r i c a l  dimension and i n  ternis o f  i t s  symbol ic  

power. I n  t h e  t h i r d  c h a p t e r ,  1 w i l l  c ons ide r  how t h e  p l a y s  t e s t  

t h e  m o r a l  bounda r i e s  of magic i n  t h e i r  p r e s e n t a t i o n  o f  it. I n  



the fourth chapter, 1 w i l l  consider  how the plays reflect the 

challenge that scientific inquiry posed to magic. 



1 :  The Performative and Symbolic Roles of the Maqician 

You taught me language, and rny profit cn it 
Is, 1 know how to curse, The red plague rid you 
For learning me your language! 
(Tempest, 1.2.363) 

One role of dramatists is to please audiences, and Marlowe, 

Jonson and Shakespeare found in the figure of the rnagician a 

generous resource for achieving that end. They use their 

magicians to give their audiences a delight that derives from 

the most rudimentary to the most spectacular, even awesome, 

stage effects. Whatever the effect, however, the delight is 

always embedded in the eternal human paradox that the magician 

and his art symbolize: man is at once both limited and 

limitless. Everything the magician does embodies the continua1 

struggle between what is humanly conceivable and what is humanly 

possible. As Woodman observes, "The aura of magic was an 

obvious source of dramatic excitement for the playwright, and, 

more important, it lent itself as an attribute to the various 

kinds of persona1 power that so many Renaissance plays 

explored"(Woodman 137). The apocalyptic Storm that Prospero 

creates shows the gigântic scope of his powers, though he never 

desires beyond what he perceives as rightfully his. The 

impatience and il1 temper he shows when practicing his art, 



however, comrnun ica t e  t he  c o n s t r a i n t s  that bind him, and Prospero  

e x h o r t s  t h e  audience t o  f i n d  sympathy w i t h  h i s  cause  i n  the 

p l a y r  s ep i logue .  

Now, ' t is t r u e  

1 must be here con f ined  by you, 

O r  s e n t  t o  Naples. L e t  m e  no t ,  

Since 1 have my aukedom go t  

And pardoned t h e  d e c e i v e r ,  dwel l  

I n  t h i s  ba re  i s l a n d  by your s p e l l ;  

But r e l e a s e  m e  f r o m  m y  bands 

With t h e  h e l p  of  your good hands. 

Gentle b r e a t h  of  yours  my s a i l s  

Must f i l l ,  o r  else my p r o j e c t  £ a i l s ,  

Which w a s  t o  p l e a s e .  (Epilogue.3-13) 

Feustus  yearns f o r  an e scape  f r o m  t h e  boredom o f  t h e  

a l r e a d y  rnastered a r t s  of academia. H e  never  cove t s  t o  l e a v e  t h e  

e a r t h l y  world e n t i r e l y ,  f o r  h e  would s t i l l  "wall  a l 1  Germany 

wi th  b r a s s  / And rnztke s w i f t  Rhine circle f a i r  

Wi t t enbe rg" ( l . l . 89 -90 ) ,  but he  pe rce ives  Mephastophi l i s  a s  a 

means t o  achieving a s o r t  of u n i t y  ( a l b e i t  a t o t a l i t a r i a n  one)  

i n  t h e  N e w  World that he will c r e a t e .  

B y  h i m  1'11 be g r e a t  emperor of  t h e  world, 

And make a b r idge  thorough t h e  moving a i r  

To pass t h e  ocean w i t h  a band o f  men; 



1' II j o i n  t h e  h i l l s  t h a t  b ind  the Af ric s h o r e ,  

And make t h a t  c o u n t r y  c o n t i n e n t  t o  Spa in ,  

And b o t h  c o n t r i b u t o r y  t o  my crown; 

The ernperor s h a l l  no t  l i v e  b u t  by my l e a v e ,  

Nor any  p o t e n t a t e  of Germany. (1-3.100-111) 

S u b t l e  u s e s  h i s  l i m i t e d  knowledge O£ a  l i m i t e d  s c i e n c e  t o  

a c h i e v e  t h e  l i m i t l e s s  ends  t h a t  a r o u s e  h i s  v i c t i m s ,  such  a s  Sir 

E p i c u r e  Mammon, who s t r i v e  f o r  t h e  i m p c s s i b l e  g o a l  o f  p e r f e c t i n g  

human n a t u r e .  

Do you t h i n k  I a m  f a b l e  wi th  you? 1 a s s u r e  you, 

H e  t h a t  h a s  once t h e  f l o w e r  o f  t h e  Sun, 

T h e  p e r f e c t  ruby,  which w e  cal1 e l i x i r ,  

Not o n l y  c a n  do t h a t ,  b u t ,  by i t s  v i r t u e ,  

Can c o n f e r  honor,  love ,  r e s p e c t ,  l o n g  l i f e ;  

Give s a f e t y ,  v a l o r ,  ye3, and v i c t o r y ,  

To whom he  w i l l .  I n  e i g h t  and twen ty  d a y s  

I r  11 rnake a n  o l d  man o f  f o u r s c o r e ,  a  c h i l d .  

( 2 - 1 - 4 6 - 5 2 )  

Jonsonf  s p l a y  i n v o l v e s  t h e  s c i e n c e  of alchemy, which 

t h e o r e t i c a l l y  s t r i v e s  f o r  t h e  imposs ib le :  t o  t u r n  b a s e r  m e t a l s  

i n t o  g o l d .  T h i s  alcherny a l s o  a p p l i e s  t o  t h e  c h a r a c t e r s  i n  

J o n s p n r s  p l a y .  "Having endeavored t o  p e r f e c t  h i m s e l f  t h r o u g h  

e r a d i c a t i n g  base e lemen t s  £rom h i s  own c h a r a c t e r , "  Woodman 

a r g u e s ,  "he c a n  t h e n  s t r i v e  t o  ra ise  a l 1  t h a t  i s  i n f e r i o r  t o  a 



state of perfectionrr(Woodman 12-13). Subtle has transfomed to 

a reputed scientist from an indigent derelict "pinned up in the 

several rags . " "You had raked and picked f rom dunghills, " Face 

reminds him, "before day; / Your feet in moldy slippers, for 

your kibes, / A felt of rug, and a thin threaden cloak, / That 

scarce would cover your no-buttocks" (1. i. 33-37) . Likewise, Face 

has undergone a transformation. Now the master of Lovewitrs 

house, nevertheless, "[Hlave 1 taren thee out of dung," Subtle 

asks him -- 

So poor, so wretched, when no living thing 

Would keep thee cornpany, but a spider, or worse? 

Raised thee from brooms, and dust, and watering-pots, 

Sublimed thee, and exalted thee, and fixed thee 

In the third region, called our state of grace? 

(1.1. 64-69) 

SubtLe, however, strives for a monetary end, more practical than 

alchemical perfection, and it is achievable because of the 

gullibility of his victims, characterized monumentally in Abel 

Drugger. Within the play, we see at work forces opposing each 

other, both alchemically and literally. Subtle, Face and D o 1  

practice to deceive where Ananias seeks the truth. Out of the 

chaos and utter corruption Jonson distills a succinct moral 

message for his audience: "Will you be / Your own destructions, 

gentlemen?"(l.l.l03-104). 



Besides providing a  venue t o  exp lore  t h e  e t e r n a l  human 

paradox of l i m i t a t i o n ,  t h e  c h a r a c t e r  of  t h e  magician a l s o  opens 

t h e  door  t o  more immediate effects. Take, f o r  example, an 

ep i sode  from the second a c t  o f  T h e  Alchemist.  S i r  E p i c u r e  

Mammon has  brought h i s  s k e p t i c a l  f r i e n d  Surly along t o  watch t h e  

a l chemis t  and h i s  a s s i s t a n t  a t  work. He hopes and b e l i e v e s  t h a t  

t h e  c r e a t i o n  o f  

FACE : 

SUB:  

MAMM : 

SUB: 

MaMM: 

SUB:  

t h e  ph i losopher ' s  s t o n e  i s  only  hours  away: 

S i r ,  p l e a s e  you, 

S h a l l  1 no t  change t h e  f i l t e r ?  

Marry, yes; 

A n d  b r ing  m e  t h e  complexion of g l a s s  B. 

Have you ano the r?  

Yes, son; w e r e  1 assured  

Your p i e t y  were f i rm,  we would no t  want 

T h e  means t o  g l o r i f y  it; b u t  1 hope t h e  b e s t .  

1 mean t o  t i n c t  C i n  sand-heat tornorrow, 

And g ive  him imb ib i t i on .  

Of w h i t e  o i l ?  

N o ,  s i r ,  of r ed .  F i s  corne over t h e  helm t o o ,  

1 thank m y  maker, i n  S a i n t  Mary's bath, 

And shows l a c  v i r g i n i s .  Blessed be  heaven! 

1 s e n t  you o f  h i s  f aeces  there ca l c ined :  

O u t  o f  t h a t  c a l x ,  1 have won t h e  s a l t  of 

mercury. 



MAMM : 

SUB : 

FACE : 

M m :  

SURLY: 

SUB: 

SURLY: 

B y  pour ing  on your r e c t i f i e d  water?  

Y e s ,  and r e v e r b e r a t i n g  i n  Athanor. 

How now! what c o l o r  s ays  it? 

T h e  ground b lack ,  s i r .  

T h a t r s  your c rowrs  head? 

Your cockscomb~ s i s  it not?  

No, ' t i s  no t  p e r f e c t .  Would it w e r e  t h e  crow. 

T h a t  work wants something. 

0, 1 looked f o r  t h i s .  

The hayr s a p i t c h i n g .  ( 2 .3 .54 -73 )  

The b r i l l i a n t  irnpersonation of  t h e  pre tended a l c h e m i s t s ,  t h e  

s w i f t  change of costumes, t h e  c a r e f u l l y  considered rnovement of 

g l a s s e s ,  v i a l s ,  and co lou red  l i q u i d s  a l 1  help  t o  produce t h e  

v i v i d  i l l u s i o n  t h a t  something g l o r i o u s  i s  about t o  t a k e  shape 

from t h e  baser  elements ,  and t h e  audience  i s  swept up w i t h  t h e  

exc i tement  of  a n t i c i p a t i o n .  But t h e  audience t a k e s  p l e a s u r e  not  

j u s t  i n  i t s  engagement i n  t h e  a c t i o n ,  bu t  a l s o  i n  i t s  d i s t a n c e  

£rom it, i n  o t h e r  words i n  a  p a r t i c u l a r  kind of d r a m a t i c  i r o n y .  

T h e  audience  knows what S i r  Epicure  doesn ' t  know and S u r l y  is 

o n l y  guess ing  a t :  the c o l o u r f u l  a c t l ~ n  and speech t h a t  Face and 

S u b t l e  perform i n t o  s u c h  conv ic t i on  i s  a f raud.  The aud ience  

d e l i g h t s  i n  t h e  b r i l l i a n c e  o f  Face and S u b t l e r s  c o n t r o l  o v e r  

what i s  happening on s t a g e ,  i n  t h i s  apparen t  d e d i c a t i o n  t o  and 

u t t e r  abso rp t ion  i n  t h e i r  game. The b r i l l i a n c e  o f  t h e i r  



manipulation, along with the superb characterization of 

credulity in Sir Epicure, is the source of the scener s comedy* 

There is something else in the artistic distancing at work 

in the scene as it is staged, and it is related to what, in film 

studies, has been called "scopophilia", literally the love of 

looking. "Sitting immobile in the theater," Elise Lemire 

writes, "isolated from the rest of the audience by virtue of the 

darkness, the film spectator is seemingly left alone to peer 

secrêtly at the illusion of a private world displayed on the 

screen. In turn, this world on the screen functions like a 

projected image of the spectatorrs own subjective 

fantasies"(Lemire, 57). Film theorists often associate 

scopophilia with voyeuristic tendencies- Lemire, for example, 

points to Alfred Hitchcockr s Rear Window,  where a series of 

point-of-view shots and the use of a telephoto l e n s ,  she argues, 

are evocative of phallocentric desire (Lemire 61). 

Part of the pleasure an audience takes in the incident from 

The Alchernist is the pleasure of gazing at something secret and 

forbidden. Illicit in the first instance is the confidence game 

that excites the desires of Sir Epicure Mammon and in the second 

instance the hidden alchernical art that lies behind it, with its 

exciting aura grounded in secret fantasies of power and pleasure 

fulfilled. It is a vicarious pleasure, but with clearly sensual 



p r o p e r t i e s .  A s  t h e  i n c i d e n t  t a k e s  p lace ,  t h e  a i r  on s t a g e  i s  

s t i l l  s c e n t e d  w i t h  S i r  E p i c u r e r s  l i b i d i n o u s  longings :  

1 w i l l  have al1 my beds blown up, n o t  s t u f f e d :  

Down i s  t o o  hard .  And then ,  mine o v a l  room, 

Filled wi th  such  p i - c t u r e s  a s  T i b e r i u s  took 

From E l e p h a n t i s ,  and  du11 Are t ine  

But c o l d l y  i m i t a t e d .  Then, my g l a s s e s  

Cut i n  more s u b t l e  a n g l e s ,  t o  d i s p e r s e  

And m u l t i p l y  t h e  f i g u r e s ,  a s  1 walk 

Naked between my succubae-  My rnists 

I f I l  have of  perfume, vapored 'bout t h e  room, 

To l o s e  o u r s e l v e s  i n ;  and m y  ba ths ,  l i k e  p i t s  

To f a 1 1  i n t o ;  from whence w e  w i l l  come f o r t h ,  

And r o l l  u s  d r y  i n  gossamer and r o s e s .  

(2 .2.41-52)  

Things of a  s i m i l a r  kind are a t  work i n  A c t  Three,  Scene 

One o f  Doctor Faus tus .  

FAUS: Now, by t h e  kingdoms of i n f e r n a l  r u l e ,  

Of Styx ,  Acheron, and t h e  f i e r y  l a k e  

O f  ever -burning  Phlegethon, I swear 

That  1 do l o n g  t o  see t h e  monuments 

And s i t u a t i o n  of b r i g h t  sp lenden t  Rome. 

Come t h e r e f o r e ,  l e t r  s away. 



MEPH: 

FAUS : 

MEPH: 

POPE : 

FAUS : 

POPE : 

Nay Eaus tus ,  s t a y :  I know your d f a i n  see the 

Pope, 

And t a k e  some p a r t  o f  h o l y  P e t e r r  s feast ,  

Where t h o u  s h a l t  see a t r o o p  o f  b a l d - p a t e  f r i a r s  

Whose summum bonum i s  i n  b e l l y  c h e e r .  

W e l l ,  1 am c o n t e n t  t o  compass t h e n  some sport, 

And by  t h e i r  f o l l y  mzke u s  merr iment .  

Then charm m e ,  t h a t  1 may b e  i n v i s i b l e ,  

To do what 1 p l e a s e  

Unseen of any w h i l s t  I s t a y  i n  Rome. 

So Faus tus :  now 

Do what thou  w i l t ,  thou  s h a l t  n o t  b e  d i s c e r n r d -  

My l o r d  of  L o r r a i n e ,  w i l l r t  p l e a s e  you d r a w  

n e a r ?  

Fa11 t o ,  and t h e  d e v i l  choke you a n d  you s p a r e .  

How now, wnor s t h a t  which spake? F r i a r s ,  l o o k  

a b o u t  ! 

FRIAR: Herers  nobody, i f  it like your H o l i n e s s .  

POPE : 

FAUS : 

POPE : 

My lord, h e r e  i s  a d a i n t y  dish w a s  s e n t  m e  £rom 

t h e  Bishop o f  Milan.  

1 t h a n k  you, s i r .  

How now, whor s t h a t  which s n a t c h e d  t h e  m e a t  

from m e ?  M y  l o r d ,  t h i s  d i s h  was s e n t  m e  f rom 

t h e  C a r d i n a l  o f  F lo rence .  



FAUS : You Say true, Ir II har it. 

POPE: What, again! (3.1.42-70) 

The cornedy here is much coarser than that of The Alchemist, but 

its source is the same, in part the incidentr s irony, for the 

audience is in on the joke, in part the excitement of 

anticipation, for Faustus has the power to manipulate the scene 

at will, and in part the ludicrous incongruity Setween what 

could and what does happen. There are traces of the pleasure of 

scopophilia, especially in Faustus's opening speech, which is 

capable of evoking private fantasies of power, and the pleasure 

is doubled, in a sense, for the viewers who realize that 

Faustus's potent manipulations are themselves controlled by 

divine decree. 

That pleasure runs clearer in Faustus's encounter with the 

spectral body of Helen of Troy: 

Was this the face that launchrd a thousand ships 

And burnt the topless towers of Ilium? 

Sweet Helen, make me immortal with a kiss; 

Her lips suck forth my soul, see where it £lies! 

Corne Helen, corne, give me rny soul again; 

Here 1 will dwell, for heaven be in these lips, 

And al1 is dross that is not Helena. (5.1.91-97) 

Through Mephastophilis, Faustus can bring the dead to life in as 

sensuous a form as this, and the act excites an aura of private 



f a n t a s i e s  o f  power a n d  p l e a s u r e .  B u t  Faus tus ' s  v e r y  words,  " H e r  

l i p s  s u c k  f o r t h  my s o u l ,  " d i v e r t  t h e  âud ience r  s g a z e  t o  t h e  

i n e v i t a b l e  t r a g e d y  t h a t  a g r e a t e r  power h a s  l a id  o u t  f o r  

F a u s t u s .  

Shakespeare  t o o  u s e s  h i s  magician f o r  e f f e c t s  l i k e  t h e s e .  

A t  t h e  end o f  A c t  Four, Scene One of  The Tempest, C a l i b a n  l e a d s  

Stephano and T r i n c u l o  on t0  t h e  s t a g e  s o a k i n g  w e t  and  s m e l l i n g  

"al1 h o r s e  p i s s , "  t h a n k s  t o  A r i e l ,  who has  been o b s t r u c t i n g  

t h e i r  q u e s t  t o  murder Prospero.  T r i n c u l o  i s  d a z z l e d  by a p i e c e  

o f  t h e  " g l i s t e n i n g  a p p a r e l "  t h a t  A r i e l  h a s  hung f o r  them t o  see: 

CAL : 

STEP: 

T R I N  : 

STEP : 

The dropsy drown t h i s  f o o l !  What do you mean 

To d o t e  t h u s  on such luggage? L e t ' t  a l o n e  

And do t h e  murder f i r s t .  I f  he  awake, 

From t o e  t o  crown h e r l l  f i l 1  o u r  s k i n  w i t h  

p inches ,  

Make u s  s t r a n g e  s t u f f .  

B e  you quiet, monster -  Mistress Line,  is n o t  

t h i s  my j e r k i n ?  Now i s  t h e  j e r k i n  under  t h e  

l i n e !  H o w  j e r k i n  you a r e  l i k e  t o  l o s e  y o u r  h a i r  

and prove  a  b a l d  j e r k i n .  

Do, do.  W e  s t e a l  by l i n e  and l e v e l ,  a n f  t l i k e  

your g race .  

I t h a n k  t h e e  f o r  t h a t  j e s t ;  h e r e r  s a garment  

O t .  W i t  s h a l l  n o t  go unrewarded w h i l e  1 a m  



T R I N  : 

CAL : 

STEP: 

TRIN : 

STEP: 

PROS : 

ARIEL : 

PROS : 

king  o f  t h i s  c o n n t r y .  ' S t e a l  by l i n e  and l e v e l r  

i s  an  e x c e l l e n t  p a s s  of p a t e .  T h e r e r s  a n o t h e r  

garment f o r r  t .  

Monster, corne p u t  some lime upon y o u r  f i n g e r s  

and  away w i t h  t h e  rest. 

1 w i l l  have none onft, We s h a l l  lose o u r  tirne, 

And a l 1  be t u r n e d  t o  b a r n a c l e s ,  o r  t o  a p e s  

With f o r e h e a d s  v i l l a i n o u s  low. 

Monster, lay to your  f i n g e r s .  H e l p  t o  b e a r  

t h i s  away where my hogshead of wine is, or 1'11 

t u r n  you o u t  of rny kingdom! Go t o ;  c a r r y  t h i s .  

-d t h i s  . 

Ayr and this. 

Hey, Mountain, hey!  

S i l v e r !  There  it goes,  S i l v e r !  

Fury, Fury! There ,  Tyran t ,  there! Hark, h a r k !  

(4.1.230-257) 

Again, t h e  fun  f o r  t h e  a u d i e n c e  l i e s  i n  t h e  unexpec ted  e f f e c t s  

of t h e  m a g i c i a n r s  power and  t h e  i n c o n g r u i t y  between what it 

might  do and what it a c t u a l l y  does .  P rospe ro ' s  m â n i p u l a t i v e  

power h e r e  i s  t h e  power to h u m i l i a t e ,  and as such  it is c a p a b l e  

of awakening an  a u r a  of  secret f a n t a s y  a round t h e  v i e w e r r s  gaze. 

The effect  i s  more s e n s u a l  i n  A c t  One, Scene Two, w h e r e  P rospe ro  



wakens Miranda s o  t h a t  s h e  might see Ferdinand,  whom Ariel, at 

P r o s p e r o r s  command, h a s  j u s t  l e d  o n t 0  t h e  s t a g e :  

PROS : 

MIR: 

PROS : 

MIR: 

PROS : 

The Er inged c u r t a i n s  o f  t h i n e  e y e  advance, 

-And Say what thou  s e e s t  yond. 

What i s r  t, a s p i r i t ?  

Lord, how it looks abou t .  B e l i e v e  m e ,  sir, 

I t  c a r r i e s  a b r a v e  form. But ' t i s  a s p i r i t .  

No, wench, it e a t s  and s l e e p s  and h a t h  s u c h  

s e n s e s  

A s  w e  have -- s u c h -  T h i s  g a l l a n t  which t h o u  

seest 

W a s  i n  t h e  wreck, and b u t  h e ' s  something  s t a i n e d  

With g r i e f  ( t h a t r  s beau ty r  s c a n k e r )  thou  

m i g h t e s t  c a l 1  hirn 

A goodly person,  H e  h a t h  l o s t  h i s  f e l l o w s  

And s t r a y s  about  t o  f i n d  ' e m .  

1 might cal1 hirn 

A t h i n g  d i v i n e ,  f o r  n o t h i n g  n a t u r a l  

1 ever s a w  s o  n o b l e .  

I t  goes  on, I see, 

A s  my s o u 1  prompts i t .  S p i r i t ,  f i n e  s p i r i t ,  

I r  11 f ree t h e e  

Within two days f o r  t h i s -  

Most s u r e  t h e  goddess 



O n  whom t h e s e  a i rs  a t t e n d !  -- Vouchsafe rny 

p r a y e r  

May know i f  you remain upon t h i s  i s l a n d ,  

And t h a t  you w i l l  some good i n s t r u c t i o n  g i v e  

How 1 may bea r  m e  h e r e .  My prime r e q u e s t ,  

Which 1 do l a s t  pronounce, i s  (0, you wonder! ) 

If you be m a i d  o r  no? ( 1 . 2 - 4 0 8 - 4 2 8 )  

The aud ience  t a k e s  s c o p o p h i i i c  p l e a s u r e  i n  w i tnes s ing  Ferdinand 

and Miranda's f l i r t a t i o n s .  Again, t h e  fun  f o r  t h e  audience  is  

a l s o  i n  t h e  i r o n y  t h a t  w e  are aware Prospero  has  c o n t r i v e d  t o  

b r i n g  t h e  two l o v e r s  t o g e t h e r .  Our gaze  s h i f t s  from Ferdinand 

and Miranda t o  t h e  f i g u r e  of Prospero who l u r i d l y  watches t h e  

exchange between h i s  daughter  and he r  s u i t o r .  

The magician f i g u r e  i n  Marlowe, Jonson and Shakespeare does 

a l l ow  f o r  comedic, s copoph i l i c  and i r o n i c  e lements ,  but  t h e  

magician a l s o  s e r v e s  t h e  playwright  i n  a l a r g e r ,  more e x t e n s i v e  

way. The r o l e  of t h e  d r ama t i s t  i s  t o  p l e a s e  t h e  audience,  t o  

o f f e r  up shows of  c u r i o s i t y  and e x p l o r a t i o n  t h a t  have some b a s i s  

i n  t h e  e x i s t e n t  d a i l y  l i v e s  of  t h e  audience .  A s  Reed observes ,  

t h e  magician makes t h i s  exp lo ra t i on  more e f f e c t i v e  on s t a g e .  

I nhe ren t  i n  t h e  use o f  magicians are a t t r i b u t e s  

conducive t o  a remarkably h igh  d rama t i c  e f f e c t :  

foremost among them i s  t h e  m a g i c i a n r s  command o v e r  

beings ,  o r  demons, whose i n t e l l i g e n c e  i s  irnrneasurably 



s u p e r i o r  t o  t h a t  o f  hurnan be ings .  I n  consequence, t h e  

p l a y s  t h a t  p r e sen t  s o r c e r e r s  awaken f e e l i n g s  of a w e  

and mystery. Even t h e  poore r  o f  t h e s e  p l ays  b e n e f i t ,  

i n  t h e  t h e a t r i c a l  sense ,  from s u p e r n a t u r a l  mot iva t ion :  

t h e y  have an  i n t r i n s i c  c a p a c i t y  t o  produce unexpected, 

and, hence; s p e c t a c u l a r  ep i sodes .  (Reed 8 8 )  

Marlowe uses t h e  c h a r a c t e r  of Faustus t o  e n t e r t a i n  ( t h e  

pa rade  of  t h e  seven deadly  s i n s  and t h e  banquet sequence w i t h  

t h e  Pope be ing  p e r f e c t  s p e c t a c l e s ) ,  b u t  a l s o  t o  i n s t r u c t .  H i s  

Doctor Faus tus  is  a  s t udy  i n  cosmology, n o t  merely theo logy .  

Marlowe i s  o f f e r i n g  up a  p e d a n t i c  d i s c o u r s e  on t h e  n a t u r e  of 

m a t t e r  and p l a c e  w i th  Faustus s e r v i n g  a s  t h e  e p i c e n t r e  o f  t h i s  

deba t e .  A s  Faustus deba tes  h i s  conscience  and i n t e n t  w i t h  t h e  

Good and E v i l  Angels on h i s  shou lde r s ,  Mebane observes ,  p l a c e  

and m a t t e r  become i l l u s i o n s  and t h e  world becomes F a u s t u s r s  

s t a g e ,  

The i d e n t i f i c a t i o n  of  wor ld ly  power and p l e a s u r e  wi th  

t h e a t r i c a l  s p e c t a c l e  and hence wi th  i l l u s i o n  i s  

perhaps epi tomized i n  t h e  Masque of t h e  Seven Deadly 

S i n s  which Luc i f e r  p r e s e n t s  t o  Faustus i n  act 2 .  The 

s t a g e  - which r e p r e s e n t s  t h e  world and which is,  a t  

t h e  same tirne, a  p l a c e  where decep t ive  imagina t ion  

r e i g n s  - i s  i d e n t i f i e d - w i t h  t h e  realm o f  p r i v a t i o n  

t h a t  i s  S a t a n ' s  domain. T o  f i n d  pu re ly  s ensua l  



f u l f i l l m e n t  and t o  t r iumph i n  t h i s  wor ld ' s  s t r u g g l e  

f o r  conquest i s  a  hollow v i c t o r y  indeed: it i s  t o  

proceed downward toward a b e s t i a l  l e v e l  of e x i s t e n c e  

and u l t i m a t e l y  t o  u n i t e  wi th  Luc i f e r .  (Mebane 135) 

I l l u s o r y  magic is  pr imary i n  t h i s  play, a s  it i s  i n  

Shakespeare,  which i s  evidenced by Faustus r ende r ing  h imsel f  

i n v i s i b l e  a t  t h e  papal  f e a s t .  B y  r ender ing  himself  i n v i s i b l e ,  

Faus tus  o f f e r s  Marlowe's audience  a  h i l a r i o u s  a l b e i t  blasphemous 

o p p o r t u n i t y  t o  g lance  i n t o  t h e  unseemly world of f a l l e n  a n g e l s ,  

and v i n d i c t i v e  s p i r i t s ,  

How? B e l l ,  book and cand le ,  candle ,  book and b e l l ,  

Forward and backward, t o  cu r se  Faustus t o  h e l l .  

Anon you s h a l l  hea r  a  hog grunt ,  a c a l f  b l e a t ,  and an 

ass bray,  

Because i t  i s  S a i n t  P e t e r r  s holy day! (3.1.83-86) 

Faus tus ,  l i k e  Prospero, s e e s  o t h e r s  without being s e e n .  And 

whi le  t h i s  f a n t a s y  realm i s  e s s e n t i a l l y  e n t e r t a i n i n g ,  it a l s o  

reduces  Faustus '  s magic t o  cheap t r i c k e r y .  

Faus tus  i s  degraded through h i s  grandiose  schemes of  s e l f -  

s u f f i c i e n c y  t h a t  remove him from God. " A l 1  of  Faus tus '  appa ren t  

s e l f - d e l u s i o n s  u l t i m a t e l y  d e r i v e  from h i s  b e l i e f  t h a t  he i s  a  

demigod who cm f u l l y  r e a l i z e  h i s  d i v i n e  p o t e n t i a l  by r e l e a s i n g  

t h e  powers of t h e  s e l f , "  Mebane a rgues .  "Fnstead o f  s e e k i n g  

s a l v a t i o n  by accep t ing  a subo rd ina t e  p o s i t i o n  w i t h i n  t h e  



u n i v e r s a l  h i e r a r c h y ,  he  s e e k s  Godhead w i t h i n  t h e  powers o f  his 

own mind, and  i n  d o i n g  s o  he e n t e r s  t h e  rea lm of h i s  own 

fantasyr '(Mebane 135). Even a s  Faus tus  a s p i r e s  iowards  Godhead, 

he becomes more o f  a b e a s t .  

. Now, Faus tus ,  must t h o u  needs b e  damnrd, 

And c a n s t  t h o u  n o t  b e  s a v f d .  

What b o o t s  it t h e n  t o  t n i n k  o f  God o r  heaven? 

Away w i t h  s u c h  v a i n  f a n c i e s ,  and  d e s p a i r ,  

Despa i r  i n  God, and t r u s t  i n  Belzebub. 

Now, go n o t  backward: no, F a u s t u s ,  be r e s o l u t e .  

Why waveres t  thou?  0, something soundeth i n  mine 

e a r s  : 

"Abjure t h i s  magic, t u r n  t o  God a g a i n .  " 

Ay, and  Faus tus  w i l l  t u r n  t o  God a g a i n .  

T o  God? H e  loves  thee no t ;  

The God t h o u  s e r v r s t  i s  t h i n e  own a p p e t i t e ,  

Wherein i s  f i x r d  t h e  l o v e  o f  Belzebub: 

T o  him 1'11 b u i l d  a n  a l t a r  and  a church, 

And o f f e r  lukewarm b l o o d  o f  new-born babes  ! ( 2  - 1 - 1 -14  1 

Only when Faus tus  a g a i n  b e g i n s  t o  q u e s t i o n  his d e n i a l  o f  God 

does  he  a p p e a r  human. H i s  v u l n e r a b i l i t y  i s  h i s  g r e a t e s t  power 

and h i s  g r e a t e s t  a t t r a c t i o n  t o  t h e  a u d i e n c e .  

The s l a p s t i c k  f o o l e r y  of  Marlowe's cornic s c e n e s  mus t  have  

a p p e a l e d  t o  E l i z a b e t h a n  a u d i e n c e s ,  who w e r e  accustomed t o  t h e  



same humour found i n  m o r a l i t y  p l a y s  - Marlower s Doctor Faus tus  

owes much t o  t h e  m o r a l i t y  p l a y s  developed i n  t h e  l a t e  f o u r t e e n t h  

c e n t u r y .  The parade  of  t h e  seven deadly s i n s  i s  a  d ramat ized  

a l l e g o r y  o f  a b s t r a c t  va lue s  and v i ce s ,  which o n l y  emphasizes t h e  

s t r u g g l e  f o r  F a u s t u s r s  s o u l .  The Good and E v i l  Angels t h a t  

confound Faustus  r e p r e s e n t  t h e  e x i s t e n t i a l  t e n s i o n  w i t h i n  t h e  

p l a y ,  and t y p i f y  t h e  cornmon b e l i e f  of t h e  s i x t e e n t h  c e n t u r y  that 

t h e  d e v i l  and h i s  accomplices cou ld  be p h y s i c a l  e n t i t i e s  and not  

s imply  a l l e g o r y  (Woodman 1 3 7 ) .  

F a u s t u s r s  g r a t i f i c a t i o n  i s  s u p e r f i c i a l  a s  i t  is  based on 

i l l u s i o n ,  and h i s  s exua l  p a s s i o n s  are thwar ted  by a  succubus 

Helen and d e v i l i s h  s i r e n s  t h a t  drown vüt h i s  r e p e n t a n t  vo i ce .  

M y  h e a r t f  s s o  hardenr  d 1 cannot r e p e n t .  

Scarce  can 1 name s a l v a t i o n ,  f a i t h ,  o r  heaven, But 

f e a r f u i  echoes t hunde r s  i n  mine ears, "Faustus ,  thou  

a r t  damn'd!" Then swords and knives,  

Poison, guns, h a l t e r s ,  and envenornnrd s teel  

A r e  l a i d  be fo re  m e  t o  d i spa t ch  myself ,  

And long  e r e  t h i s  1 should  have done t h e  deed 

Had n o t  sweet p l e a s u r e  conquerfd  deep d e s p a i r .  

( 2 .3 .18 -25 )  

The aud ience  p a r t i c i p a t e s  i n  Faus tus ' s  s p i r i t u a l  c o n f l i c t  by  

responding  t o  h i s  thwar ted  g r a t i f i c a t i o n .  T h e  d e s i r e  f o r  



greatness does not belong to Faustus alone; it is a human desire 

tailored for the humanist stage. 

Like Marlower s Faustus, Jonsonr s characters in - The 

Alchemist are also striving to recreate themselves in an exalted 

though doomed world on earth. Jonson's gulls, narnely 

Tribulation Wholesome and Sir Epicure Mammon seek to regain this 

lost kingdom through the art of magic and the philosopherrs 

stone. It is a retreat into illusion and self-sufficiency that 

fails because of its resistance to discipline and religious 

restraints, The enthusiasm of the characters is overblown to 

rapidly involve the audience and to emphasize the depth of the 

faihre to create this illusory world. While Ananias remains 

doubtful of Subtlers intentions, Tribulation embraces the new 

art; the effects of Subtle's alchemy are not entirely lost to 

Puritan faith. 

It may be so, 

When as the work is done, the stone is made, 

This heat of his may turn into a zeal, 

And stand up for the beauteous discipline, 

Against the menstruous cloth and rag of Rome. 

We must await his calling, and the coming 

Of the good spirit. (3 .1 .29-35)  

The world of The Alchemist is another lost Eden that fails 

because the protagonistr s knowledge (in Jonson's play of 



alchemy, i n  Marlower s p l a y  of s c r i p t u r e )  i s  f lawed.  Jonson, 

whi le  s e t t i n g  up t h e  same s o r t  o f  s p i r i t u a l  c o n f l i c t  w e  see i n  

Marlowe, i s  a l s o  t r y i n g  t o  d e l i v e r  a  moral message t o  h i s  

audience.  Mebane argues t h a t  Jonson, l i k e  Marlowe, u s e s  

i l l u s o r y  rnagic i n  h i s  p l a y  t o  g r e a t  e f f e c t  i n  exposing t h e  s e l f -  

s e r v i n g  ambi t ions  of t h e  a l chemis t  and h i s  c l i e n t s .  

I n  T n e  Alchemist he sets ou t  t o  r i d i c u l e  t h e  c l a i m  of 

o c c u l t  phi losophers  t h a t  human beings are demigods w h o  

can l i t e r a l l y  p e r f e c t  t h e i r  own p e r s o n a l i t i e s ,  c o n t r o l  

t ime and change, o r  p e r f e c t  t h e  f a l l e n  world through 

magical  a r t s .  The c e n t e r  o f  t h e  p l a y  i s  t h e  d e f l a t i o n  

- o r  perhaps exp los ion  - of t h e  i l l u s i o n  t h a t  t h e  

i nd iv idua l  can r e a l i z e  a godl ike  p o t e n t i a l  through a  

series of s e l f - t r a n s f o r m a t i o n s  and t h a t  t h i s  

p e r f e c t i o n  of  t h e  sou1  can l e a d  d i r e c t l y  t o  t h e  

r a d i c a l  reformation o f  n a t u r e  and s o c i e t y .  

Unlike t he  r o y a l  personages t o  whom Jonson a t t r i b u t e s  

t h e  power t o  t rans form s o c i e t y  i n  h i s  c o u r t  masques, 

t h e  reformers r i d i c u l e d  i n  The Alchemist a r e ,  i n  

Jonson's view, hypoc r i t e s :  t h e y  p r o f e s s  noble mot ives ,  

bu t  i n  r e a l i t y  t hey  posses s  p a r t i a l l y  concealed s e l f -  

cen t e red  motives.  The t r ans fo rma t ions  which t h e y  

undergo a r e  i l l u s o r y ,  and t h e i r  u top ian  drearns a r e  



merely indulgences  of t h e i r  own l u s t  and ambi t ion.  

(Mebane 137-138) 

The airn of t h e  a l chemis t  (and perhaps of  t h e  a u t h o r  a s  a 

s o r t  o f  ex tenua t ion  of t h e  magician) is t o  combine t h e  realrn of 

t h e  p h y s i c a l  with t h e  r e a l m  of t h e  i d e a l .  While Jonson p a i n t s  a  

world wi thout  any seeming t r a c e  of  i nhe ren t  honesty,  he  i s  a l s o  

c h a l l e n g i n g  the  audience t o  enjoy e a r t h l y  l i f e  a s  i t  has  been 

a l l o t t e d  and t o  ho ld  o u t  f o r  t h e  true joys o f  o therwor ld ly  l i f e .  

Jonson's  cornedy i s  m o r e  focused on g a l l i b i l i t y  and moral  dilemma 

t h a n  t h e  e x i s t e n t i a l  t e n s i o n  r i f e  i n  Marlowe's p l ay .  Jonson's  

c h a r a c t e r s  subver t  t h e  o r d e r  t h a t  e x i s t s  i n  t h e i r  microcosm o f  a  

s o c i e t y  and f a i l .  S u b t l e ' s  exhor t a t i ons  on alcherny a r e  never 

ques t ioned ,  and en t r ance  i s  forbidden i n t o  t h e  i n n e r  sanctum o f  

Lovewit 's  house where S u b t l e r s  a r t  i s  concent ra ted .  Theuefore, 

Jonson l e a d s  t he  audience f u r t h e r  i n t o  an i l l u s o r y  world of  

f a l s e  promises and i n t o  t h e  depths of v i ce .  Each change of 

scene,  each dvawing of t h e  c u r t a i n ,  each new e n t r a n c e  i n t o  

Lovewi t r s  house l eads  t h e  audience deeper i n t o  Sub t l e ' s  

e n t e r p r i s e  of d e c e i t  and chaos u n t i l  t h e  audience,  unaware l i k e  

Drugger and the  o t h e r  v i c t i m s ,  is a l s o  p a r t  of  Subtle's 

consp i racy .  The audience then  a c t s  a s  t h e  base r  m e t a l s  awa i t i ng  

p u r i f i c a t i o n  through alchemy, and Jonson t h e n  becomes a  more 

l e a r n e d  and e t h i c a l l y  s u p e r i o r  ~ u b t l e  who p u r i f i e s  h i s  audience 

through t h e  moral value  of h i s  p lay .  



The o rde r  t h a t  is subver ted  i n  both Marlowe and Jonson i s  

more o p t i m i s t i c a l l y  r e s t o r e d  i n  Shakespeare's T h e  Tempest. 

While Shakespeare 's  p l ay  opens with an apoca lyp t ic  shipwreck 

o r c h e s t r a t e d  by a  usurped l e a d e r ,  t h e  p l ay  ends i n  t h e  union o f  

young l o v e r s .  The Tempest i s  r e p l e t e  with images o f  f e r t i l i t y ,  

and t h e  chess  match between Ferdinand and Miranda h i n t s  towards 

a l a r g e r  a r c h i t e c t u r e  w i t h i n  t h e  p l a y -  I n  Shakespeare's The 

Tempest, a s  i n  The Winter' s Tale ,  t h e  audience  is p r e s e n t e d  

p r i m a r i l y  with f e r t i l i t y  magic. There i s  t h e  obvious c o n t r a s t  

of what i s  green and growing versus  what has  been rendered 

unproduct ive  and wi thered.  I n  The Win te r r s  Tale, Shakespeare 

r e i n f o r c e s  t h i s  dichotomy wi th  t h e  sheep-shearing f e s t i v a l .  

F l o r i z e l  and P e r d i t a  a r e  i n  costume symbolic of  t h e  f l o u r i s h i n g  

and growth of s p r i n g ,  hence we a r e  l e d  t o  b e l i e v e  t h a t  t h e i r  

l ove  w i l l  p rosper  i n  s p i t e  o f  o b s t a c l e .  I n  A Midsumrner Nightr  s 

Dream, Shakespeare again  uses  t h i s  p a s t o r a l  imagery of r e b i r t h  

and r e s u r r e c t i o n  t o  b r ing  t h e  two sets of l ove r s  t o g e t h e r .  

The sarne ho lds  true f o r  The Tempest. Ferdinand and Miranda 

a r e  s a f e l y  ensconced i n  P r o s p e r o r s  cave p l ay ing  chess  whi le  

Prospero " c a l l e d  f o r t h  t h e  mutinous winds, / And t w i x t  t h e  g reen  

s e a  and t h e  azured v a u l t  / Se t  roa r ing  war"(5.1.42-44).  

However, t h e  i s l a n d  i n  The T e m p e s t  i s  one o f  enhanced 

vege t a t i on ,  " h i l l s ,  brooks, s t and ing  lakes ,  and groves", "green 

Sour r i n g l e t s " ,  and "midnight mushrooms", t h a t  is i n t e r r u p t e d  



due to Prosperor s 'rough magic" (5.1.34, 38, 40) . Prospero' s art 

iç depicted as a breach in nature, and we are led to believe 

that while Prospero physically unites the lovers, he is not 

responsible for their emotions. 

The music in The Tempest is an integral part of the 

redemptive process and is very much in keeping with fertility 

magic. It also lends to an organic orchestration (natural, 

musical, and architectural) inherent to the play. The island is 

Prospero' s island, and is suggestive of Prospero's own fears. 

It is a large canvas and serves as an extension of the empty 

dinner chair whereon Macbeth sees the ghost of Banquo. 

Prospero's island is a rebuilt kingdom and is the foundation for 

his rnaster plan to restore order. However, the blueprints for 

this new kingdom depend largely on the success of Prosperors 

magic and his a b i l i t y  to exercise his influence over those who 

surround him. Do we then assume that perhaps The Tempest does 

not ultimately end in sanguine redemption? 

Shakespeare uses (white) magic in this play as a direct 

reflectior~ of Elizabethan society under the threat of Spanish 

invasion. The Tempest was Shakespeare's homage to the 

superiority of Elizabethan England. Like Jonson, Shakespeare 

sets microcosmic society, but the shape 

island. Prospero controls the natural elements surrounding the 

island, while Englandrs formidable naval corps similarly defends 



t h e  s e a s  su r round ing  t h e  Eng l i sh  i s le .  Shakespeare ,  a r g u e s  

Woodman, u s e s  t h e  e s t a b l i s h e d  no t ion  t h a t  w h i t e  magic c o u l d  

b r i n g  h e a l i n g  t o  a d i s e a s e d  i n d i v i d u a l  ( a  concep t  t h a t  an 

E l i z a b e t h a n  aud i ence  would have r e a d i l y  a c c e p t e d ) ,  and s o  t h i s  

n o t i o n  c o u l d  ex t end  t o  a d i s e a s e d  body p o l i t i c .  

[ U ]  ndoubtedly  t h e  major wh i t e  rnagician i n  E n g l i s h  

Renaissance  drama, h i s  r e l a t i o n s h i p  t o  h e a l i n g  and 

o r d e r  i s  based upon t h e  i n t e r c o n n e c t i o n  o f  a r t  and 

nciture: t o  effect r e c o n c i l i a t i o n ,  h e  evokes t h e  

a s s i s t a n c e  of  t h e  hidden p x o p e r t i e s  o f  n a t u r e  and t hen  

governs them th rough  h i s  magica l  a r t .  P ro spe ro ' s  

power o v e r  h i s  s p i r i t  A r i e l  e n a b l e s  him t o  accomplish 

a series o f  t r iumphant  maneuvers t h a t  cu lmina t e  i n  a 

harmonious reun ion  as well as  h i s  r e s t o r a t i o n  t o  a 

usurped throrre- Not only  does  he c u r e  some o f  t h e  

d i s e a s e d  minds o f  t h e  rebels bu t  he a l s o  c u r e s  t h e  

d i s e a s e d  body p o l i t i c  of h i s  kingdom. Once h e  ha s  

ach ieved  benevo len t  ends, he  abandons ce les t ia l  a id  

and resumes h i s  e a r t h l y  r i g h t s  a s  a m o r t a l .  (Woodman 

64-65) 

However, t h i s  concept  of Prospero as  a magic ian-doc to r  i s  

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

n o t  rnerely p h y s i c a l ,  bu t  a l s o  s p i r i t u a l .  



Prospero has been critically accepted as ari, exemplar of the 

white magician; however, he is not lacking the vice of pride and 

is therefore not true to the definition of a white magician. 

Prospero practices Shakespearer s appropriate, but enigmatic 

rough magic. White magic would imply that Prospero holds 

genuine sway over the moral conduct of his adversaries. 

However, Alonso, Sebastian and Antonio reform of their own 

volition and their actions are merely suspended by Prospero's 

manipulations- Caliban also remains bitter and vindictive 

towards Prospero, and as Prospero cannot reform Caliban through 

the beneficial healing properties of his supposed white magic, 

Caliban is simply abandoned on the island. For al1 05 

Prospero's attempts at refining Caliban, the latter is left with 

nothing more than acrimony. "You taught me language, and my 

profit on it / Is, I know how to curse. The red plague rid you 

/ For learning me your language!" (1 .2 .364-366) .  Prospero 

recognizes the importance of communication; he teaches Caliban 

to speak, but did not anticipate Caliban's ability to manipulate 

language. 

Be not afeard. The isle is full of noises, 

Sounds and sweet airs that give delight and hurt not. 

Sometimes a thousand twangling instruments 

Will hum about mine ears; and sometimes voices, 

That if 1 then had waked after long sleep, 



W i 1 1  make m e  s l e e p  again;  and then  i n  dreaming, 

T h e  c louds ,  methought, would open and show r i c h e s  

Ready t o  drop upon m e ,  t h a t  when 1 waked 

1 c r i e d  t o  dream aga in ,  (3 .2 .135-144)  

Ca l iban ' s  speech v a c i l l a t e s  between t h e  sheer  beau ty  of 

language and c h i l d i i k e  rhythm. Suddenly, Caliban does  no t  

appear  t o  be t h e  monster Prospero would p a i n t  of him. Rather  

t h a n  f a c e  a  complicated p rocess  o f  r e i n t e g r a t i o n  i n i o  c o u r t l y  

s o c i e t y ,  Prospero simply abandons Caliban on t h e  i s l a n d .  A s  a 

r e s u l t ,  The Tempest becomes a p lay ,  no t  about  magic, but about  

t h e  s e a r c h  f o r  freedom and t h e  abuse of  power. 

Shakespeare r e t a i n s  h i s  optimism by implying t h a t  t h e s e  

d e s i r e s  can be r econc i l ed  w i th in  onese l f  providing t h a t  union 

( th rough  love )  i s  achieved,  Ferdinand and Miranda t h e n  corne t o  

r e p r e s e n t  men and women a s  a  whole. Prospero is  h imse l f  

r e c o n c i l e d  a t  t h e  end of t h e  p l a y  and f i n i s h e s  h i s  magica l  t o u r  

d e  f o r c e  by drowning h i s  book. However, Shakespeare 's  p a r t i a l  

use  o f  Medears speech, and t h e  f a c t  t h a t  Prospero was o r i g i n a l l y  

o s t r o c i z e d  due t o  h i s  su sp i c ious  s t u d i e s  i n d i c a t e  t h a t  he i s  not  

e n t i r e l y  benevolent  o r  s e l f l e s s .  Prospero has  r e t u r n e d  t o  an  

a r t  t h a t  i s  l i t t l e  understood by t h o s e  around him, and succeeds 

l a r g e l y  due t o  t h e i r  g u l l i b i l i t y  i n  a s i t u a t i o n  s i m i l a r  t o  what 

w e  s e e  i n  Jonson. 



Prospe ro r s  art i s  one o f  s p e c t a c l e  s i m i l a r  t o  

Mephastophi l i s .  However, t h e  events  of  The Tempest a r e  

c o n t r i v e d  t o  m e e t  a  h i s t o r i c a l  p o s i t i o n  of v a l u e ;  t h e  ends  

j u s t i f y  t h e  means, t h e  l o v e r s  u n i t e ,  and s o  t h e  audience  i s  

s a t i s f i e d ,  Shakespeare has  c r ea t ed  a  sympa the t i c  c h a r a c t e r  i n  

Prospero,  o r  a t  l e a s t  a more e a s i l y  r ecogn izab l e  v i c t o r .  

Because P rospe ro r s  c a u s e  is  j u s t i f i e d  i n  t h e  p l a y  by h i s  r e f u s a l  

t o  cause  bod i ly  harm t o  h i s  enemies, s o  h i s  u s e  o f  rnagic i s  a l s o  

j u s t i f  i e d .  Shakespeare,  l i k e  Coler idge ,  a s k s  t h e  aud ience  f o r  

a w i l l i n g  suspension o f  d i s b e l i e f ,  and w e  suspend it w i l l i n g l y .  

Prospero i s  easy t o  i n d u l g e .  H e  r e f l e c t s  t h e  more p o s i t i v e  

a s p e c t s  of human n a t u ~ e  made al1 t h e  more obv ious  by t h e  

c o n t r a s t  wi th  C a l i b a n  whose v ices  have made him monstrous-  

Shakespeare has r e s o l v e d  Marlowe and Jonson i n  t h e  u l t i m a t e  

compromise of  c h a r a c t e r .  Prospero uses  magic, b u t  f o r  the 

b e t t e m e n t  of  a cornmunity. Because i t  is n o t  s o l e l y  a  self-  

aggrand iz ing  g e s t u r e  on Prosperors  beha l f ,  h e  succeeds  where 

Faustus ,  Face, S u b t l e  and Do1 f a i l .  



III: T h e  Dramatic Boundaries of Maqic 

Y e t  sit and see, 
Minding t r u e  t h ings  by what t h e i r  mockeries be.  
(Henry V, 4 . Chorus 52 ) 

How much i s  man p e r m i t t e d  t o  know? T h i s  q u e s t i o n  was 

e s p e c i a l l y  i m p o r t a n t  t o  Marlowe, Jonson and  Shakespeare  b e c a u s e  

t h e y  w e r e  d r a m a t i s t s .  They w e r e  s i m u l t a n e o u s l y  r e q u i r e d  t o  

e n t e r t a i n  an aud ience  w i t h o u t  o f f e n d i n g  t h e  s e n s i b i l i t i e s  o f  t h e  

Church and S t a t e  i n  t h e  pe r son  of t h e  c e n s o r .  

I n  t h e  p l a y s  o f  Ben Jonson and  P h i l i p  Massinger ,  i n  

Shakespearef  s King L e a r ,  i n  a c o u r t  masque by Thomas 

C a r e w ,  i n  t h e  sermons of John Donne, t h e r e  i s  

e v i d e n c e ,  i f  w e  l o o k  c a r e f u l l y ,  o f  a  h i g h l y  

s o p h i s t i c a t e d  sys tem o f  o b l i q u e  communication, o f  

u n w r i t t e n  r u l e s  whereby w r i t e r s  c o u l d  communicate w i t h  

r e a d e r s  o r  a u d i e n c e s  (among whom w e r e  t h e  v e r y  s a m e  

a u t h o r i t i e s  who w e r e  r e s p o n s i b l e  f o r  s t a t e  c e n s o r s h i p )  

w i t h o u t  producing  d i r e c t  c o n f r o n t a t i o n .  The o f f i c i a l  

r e c o g n i t i o n  o f  t h e  p u b l i c  t h e a t e r  as b o t h ,  up t o  a 

p o i n t ,  a  p r i v i l e g e d  domain w i t h  l a w s  o f  i t s  own, and  a 

u s e f u l  s a f e t y  v a l v e  o r  even a s o u r c e  of i n t e l l i g e n c e ,  

h a s  been w e l l  e s t a b l i s h e d .  ( P a t t e r s o n  4 5 )  



I n  h e r  book, Censorship and I n t e r p r e t a t i o n ,  Annabel 

P a t t e r s o n  p o s t u l a t e s  t h a t  d r a m a t i s t s  and w r i t e r s  du r ing  t h e  mid- 

s i x t e e n t h  t o  l a t e  seven teen th  c e n t u r i e s  could  avoid t h e  p e r i l s  

of censo r sh ip  by developing a language code wi th in  t h e i r  work: 

" t he  i n s t i t u t i o n a l l y  unspeakable makes i t s e l f  heard 

i n f e r e n t i a l l y ,  i n  t h e  space  between what i s  w r i t t e n  o r  a c t e d  and 

what t h e  audience ,  knowing what they k n o w ,  might expect  t o  reztd 

o r  s e e M ( P a t t e r s o n  6 3 ) -  I n  t h e  example of King Lear, the  f o l i o  

e d i t i o n ,  t o  avoid  g iv ing  o f f ense ,  omit ted  " the  mock- t r ia l  t h a t  

Lear  i n  h i s  mâdness conducts ,  a r r a i g n i n g  h i s  wicked daughte rs  

f o r  t h e i r  c r i m e s  a g a i n s t  him and humanity", along wi th  t h e  

Fool ' s  rhyrne about  s w e e t  and b i t t e r  f o l l y  ( P a t t e r s o n  62-63).  

P a t t e r s o n  a l s o  mentions t h a t  t h e  s t r i ngency  of censorsh ip  

depended on t h e  amount of p rovoca t ion  t h e  t h e z t r e s  w e r e  g i v i n g  

a t  t h e  tirne. King Lear w a s  performec! i n  c o u r t  i n  Decernber 1606, 

t h r e e  y e a r s  a f t e r  Jonson's scandalous  a n t i - S c o t t i s h  p roduc t ion  

of Eastward Ho! which landed t h e  au thor ,  a long with George 

Chapman, i n  j a i l .  

The r o l e  of t h e  magician f u r n i s h e d  t h e  au thor  w i th  t h e  

means t o  p u b l i c l y  express  h i s  op in ion  and wi th  t h e  arnbiguity 

neces sa ry  t o  avoid un jus t  i n t e r p r e t a t i o n s .  I t  a l s o  p rov iaed  an  

avenue t o  broach t h e  ques t i on  of  man's l i m i t a t i o n s ,  and was a 

p r a c t i c a l  d ramat ic  f e a t u r e  t o  e n t e r t a i n  t h e  audience.  However, 

t h e  p r a c t i c e  of magic was a l s o  i n  seemingly obvious d e f i a n c e  of  



t h e  Church, and consequent ly ,  t h e  S t a t e .  A s  a  r e s u l t ,  t h e  case 

of  c e n s o r s h i p  was b u i l t  upon t h e  d r a m a t i s t ' s  p r e s e n t a t i o n  of 

rnagic and " i n t e r p r e t a t i o n s  cou ld  be  r a d i c a l l y  d i f f e r e n t  

depending on what one s e l e c t e d  a s  t h e  c o n t e x t  of t h e  

u t t e r a n c e "  ( P a t t e r s o n  5 0 )  , 

Shakespeare  based  Prospero  l a r g e l y  on John D e e  and 

C o r n e l i u s  Agrippa, whi l e  Marlowe a l t e r e d  t h e  l e g e n d a r y  H i s t o r i a  

von D. Johan Faus ten  t o  s u i t  t h e  purposes  of  h i s  p l a y .  Jonson 

w a s  f a m i l i a r  wi th  D e e  and Agrippa and no doubt w i t h  t h e  exposure  

o f  f r a u d s  i n  numerous wi tch  t r i a l s .  Th i s  chaptelr w i l l  examine 

how each a u t h o r ,  i n  t a i l o r i n g  t h e  p r a c t i c e  of rnagic f o r  t h e  

purposes  o f  h i s  p l a y ,  made use  of  t h e  o b l i q u e  sys tem of 

communication d i s c o v e r e d  by P a t t e r s o n .  

Magic was a  s u b j e c t  l i a b l e  indeed t o  c e n s o r s h i p -  Agr ippa ' s  

work, D e  o c c u l t a  p h i l o s o p h i a ,  was p u b l i c l y  censored ,  and Agrippa 

h imse l f  w a s  l a b e l e d  a s  a  s i n i s t e r  b l a c k  magician,  even though 

Agr ippa ' s  t h e o r i e s  were i n  keeping wi th  t h e  Erasmian and 

e v a n g e l i c a l  i n f l u e n c e s  o f  h i s  tirne (Yates ,  Occul t  Phi losophy,  

6 4 ) .  These i n f l u e n c e s  themselves w e r e  censored  i n  p a r t s  o f  

Europe, most n o t a b l y  i n  I t a l y  where Francesco G i o r g i ' s  P l a t o n i c  

l e a n i n g s  w e r e  a l s o  r e c e i v i n g  h a r s h  c r i t i c i s m  ( Y a t e s ,  Occul t  

Phi losophy,  62-63) .  G i o r g i ' s  D e  harmonia mundi ep i tomized t h e  

e a r l y - s i x t e e n t h  c e n t u r y  Pla tonism t h a t  had f a l l e n  i n t o  d i s f a v o u r  

w i t h  t h e  r e v i v a l  o f  t h e  r i g o r o u s  C a t h o l i c  or thodox 



Aristotelians, who censored Giordano Bruno. Fico della 

Mirandolars theses dealing with cabalistic magic were also 

censored (Yâtes, Occult Philosophy, 6 2 )  - 

It is surprising that out of this harsh criticism of 

occultism we have the figure of the legendary Faust, and later 

Marlowe's Faustus, the traditional image of the seeker after 

unlaw£ul knowledge (Yates, Occult Philosophy, 64). The 

ainbiguity Marlowe finds in Faustus is that found throughout 

antiquity: the dangers of esoteric knowledge. 

For although it was believed throughout antiquity that 

to be supremely wise or great or good carried with it 

as a natural corollary the possession of superhuman 

powers, nevertheless from the very earliest times such 

gifts were also known to be ambiguous. The Hebrew 

notion of spiritual downfall and sin resulting from 

the commerce between mortals and angels, the Greek 

conception of Promethean hybris, the natural fear and 

awe attending necromantic f ea t s  illumined magicians 

with a lurid light which was already threatening them 

with a loss of caste in the days of the Roman Empire. 

The ethics and the reality of magic have always been 

and will always be in question. But the Christian 

Church settled the matter out of hand by diabolising 

the whole phenomena. [ .  . . ]  This was the poison 



compounded of h a t r e d  and f e a r  i n j e c t e d  i n t o  t h e  v e i n s  

of medieval magic. It seemed t o  be w r i t n i n g  i n  i t s  

death-agonies i n  t h e  s t o r y  of Doctor Faus t ;  and n o t  

a l 1  t h a t  F r i a r  Bacon cou ld  do i n  t h e  way o f  a n  

a n t i d o t e  was l i k e l y  t o  a v e r t  i t s  doorn. ( B u t l e r ,  Myth 

of t h e  Magus, 2 6 4 )  

Marlowe's p o r t r a y a l  of  Dr, Faustus i s  i n  keeping w i t h  t h e  

requirements  o f  t h e  b l a c k  rnagician, such as  ' [s j p e c i a l  garments ,  

a  s t a f f  and rod, a b l u t i o n s ,  i n k  and pen, an  i nvoca t ion  w r i t t e n  

i n  blood,  a  young goa t  t o  be  s a c r i f i c a d ;  incense,  and 

fumigation",  bu t  Faustus i s  du ly  punished f o r  h i s  p r a c t i c e s  and 

r e l i g i o u s  a u t h o r i t y  i s  t h e r e b y  r ea f f i rmed  (Woodrnan 2 8 ) .  

However, by manipula t ing b l a c k  magic Marlowe has managed t o  

exp re s s  i n d i r e c t l y  an  unorthodox r e l i g i o u s  view i n  t h e  o v e r l y  

ha r sh  punishment o f  a  sympathe t ic  s c h o l a r .  Frances Yates w r i t e s  

of a  r e a c t i o n  t h a t  i s  w r i t t e n  i n t o  t h e  p l ay :  

T h e  medieval formula of  f e a r . o f  so rce ry  is a p p l i e d  t o  

a s i t u a t i o n  which is not  medieval.  Faus tus  i s  n o t  a  

medieval s o r c e r e r ;  he i s  a Renaissance s c h o l a r  who has 

taken a l 1  l e a r n i n g  f o r  h i s  province  wi th  a  p a r t i c u l a r  

bent  towârds t h e  n a t u r a l  s c i ences .  The medieval  a n t i -  

so rce ry  formula,  i g n o r a n t l y  a p p l i e d  t o  t h e  Renaissance 

s cho la r ,  produces Faustus ,  t h e  genius w i t h  an 



a r t i f i c i a l l y  induced n e u r o s i s .  (Yates, Occu l t  

Philosophy, 1 1 9 )  

L ike  John Dee, Faustus is an a c c r e d i t e d  s c h o l a r  w i t h  an 

unquenchable t n i r s t  f o r  knowledge, and i n  t h i s  he w a s  h a r d l y  

s u s p e c t  t o  a u t h o r i t y ,  because D e e  w a s  favoured by E l i z a b e t h  1. 

And because  Faustus f a i l s ,  Marlowe would s e e m  t o  r e i n f o r c e  t h e  

o p p o s i t i o n  

r e p e a t e d l y  

Church and S t a t e  b l ack  

o f  f e r ed  o p p o r t u n i t i e s  r epen t  

Faus tus  

t h e  Good 

and r e p e a t e d l y  r e j e c t s  them, However, Marlowe c r e a t e s  enough 

doubt of free w i l l  in h i s  p l a y  ( f o r  example, t h e  me l t i ng  heavens 

i n  t h e  prologue t h a t  c o n s p i r e  Faus tu s ' s  overthrow) t h a t  it i s  

p o s s i b l e  t o  fo rg ive  Faustus,  and moreover, t o  pity him. 

The crux of t h e  argument of  authorial censorship  is t h a t  

Faus tus  c r o s s e s  t h e  l i n e  between rnagician and witch when h e  

s igns  h i s  p a c t  with Mephastophi l i s .  

L o  Mephastophil is ,  f o r  l o v e  of  thee  

1 c u t  mine am,  and w i ih  m y  proper  blood 

Assure m y  s o u l  t o  be  g r e a t  Luc i fe r ' s ,  

Chief l o r d  and r e g e n t  of pe rpe tua l  n igh t .  

V i e w  here t h e  blood t h a t  t r i c k l e s  from m i n e  a r m ,  

And l e t  it be p r o p i t i o u s  f o r  my wish. (2.1.53-58) 

Marlowe rnay w e l l  have been a w a r e  o f  t h e  p r i v a t e  p a c t  o f  s i g n i n g  

one ' s  s o u l  over  t o  t h e  d e v i l  as o u t l i n e d  i n  t h e  d e f i n i t i v e  t e x t  

on w i t c h c r a f t ,  t h e  Malleus Maleficarurn of Heinrich Kramer and 



James Sprenger .  Krarner a n d  Sprenger  d e t a i l  two manners o f  

p r o f e s s i o n :  one i s  a solemn ceremony where wi t ches  m e e t  t o g e t h e r  

i n  a c o n c l a v e  on a  set day  ( a s  w e  see i n  Macbeth) ,  and  t h e  d e v i l  

a p p e a r s  t o  t h e  wi t ches  i n  t h e  assumed body o f  a man. T h e  o t h e r  

ceremony can  b e  made a t  a n y  hour a l o n e ,  a s  w e  s e e  i n  Marlowe's 

Doctor  Faus tus .  

The o t h e r  p r i v a t e  rnethod i s  v a r i o u s l y  performed. F o r  

sometimes when men o r  women have been invo lved  i n  some 

b o d i l y  o r  tempora l  a f f l i c t i o n ,  t h e  d e v i l  comes t o  

them, a t  t i m e s  i n  person ,  and a t  t i m e s  speak ing  t o  

them through t h e  mouth o f  someone e l s e ;  and  he 

promises  t h a t ,  i f  t h e y  w i l l  a g r e e  t o  h i s  c o u n s e l s ,  he  

w i l l  do f o r  them whatever  t h e y  wish .  But he s t a r t s  

from s m a l l  t h i n g s , . a s  w a s  s a i d  i n  t h e  f i r s t  c h a p t e r ,  

and l e a d s  g r a d u a l l y  t o  t h e  b i g g e r  t h i n g s ,  (Kramer and 

Sprenger  9 9 ,  1 0 1 )  

W e  see i n  A c t  One, Scene One t h a t  Faus tus  has  t h e  

a f f l i c t i o n  o f  boredom and t h a t  h i s  d e s i r e  t o  pur sue  new realrns 

of knowledge s t e m s  £rom t h i s  and from a  n a t u r a l  i n c l i n a t i o n  

towards  c u r i o s i t y -  Krarner and Sprenger  c i t e  wear iness  a s  o n e  

method by which the d e v i l  s u b v e r t s  t h e  i n n o c e n t  ( 9 6 ) .  Moreover ,  

Marlowe t e l l s  u s  t h a t  Faus tus  d i d  n o t  summon Mephas toph i l i s ,  

r a t h e r  Mephas toph i l i s  came of  h i s  own w i l l  i n  h e a r i n g  Godfs marne 



s l a n d e r e d -  Faustus  then is g u i l t y  n o t  o f  con ju r ing  e v i l  

s p i r i t s ,  b u t  on ly  of  t h e  a t t empt .  

FAUS: Did no t  rny con ju r ing  speeches  raise t h e e ?  

Speak. 

MEPH: That was t h e  cause,  b u t  ye t  per  accidens, 

For when w e  h e a r  one r a c k  t h e  name of God, 

Abjure t h e  S c r i p t u r e s  and h i s  s a v i o u r  C h r i s t ,  

W e  f l y ,  i n  hope t o  g e t  h i s  g l o r i o u s  s o u l ;  

Nor w i l l  w e  corne u n l e s s  he use  such means 

Whereby he is  danger t o  be d a m r  d .  

Therefore  t h e  s h o r t e s t  c u t  f o r  c o n j u r i n g  

1s s t o u t l y  t o  ab jure  t h e  T r i n i t y ,  

And pray devout ly  t o  t h e  p r i n c e  of  h e l l -  

( 1 . 3 . 4 5 - 5 4 )  

L u c i f e r  i s  r o n t i n u a l l y  f o r c e d  t o  p l a c a t e  a r e c a l c i t r a n t  and 

r e t r i b u t i v e  Faustus  wi th  duiishows,  i n c l u d i n g  a succubus Helen 

who s e e m s  t o  r e v i v e  t h e  p rev ious ly  uns t imula ted  s exua l  a p p e t i t e  

of  Faus tus .  

H e r e  it i s  t o  be no ted  t h a t  t h e  d e v i l  i s  more e a g e r  

and keen t o  tempt t h e  good t h a n  t h e  wicked, a l t hough  

i n  a c t u a l  p r a c t i c e  he tempts t h e  wicked more t h a n  t h e  

good, because more a p t i t u d e  f o r  being tempted i s  found 

i n  t h e  wicked than i n  t h e  good. [ .  . . ]  For s i n c e  he 

a l r e a d y  possesses  t h e  wicked, b u t  no t  t h e  good, he  



t r ies  the h a r d e r  t o  seduce  i n t o  h i s  power t h e  good 

whom he  does n o t ,  t h a n  t h e  wicked whom he  -does ,  

p o s s e s s .  (Kramer & Sprenger  9 7 )  

Th i s  would s e e m  t o  s u g g e s t  t h a t  Faus tus  may unknowingly have 

been seduced f rom t h e  o u t s e t  by a d e v i l  who assumes t h e  human 

g u i s e  o f  t h e  mag ic ians  C o r n e l i u s  and Valdes.  Also o u t l i n e d  i n  

t h e  Mal leus  Malef icarum are t h e  six ways evil. s p i r i t s  have o f  

a f f l i c t i n g  man, t h e  l a s t  be ing  most s i g n i f i c a n t  t o  Marlowe's 

p l a y  - 

And w i t h  r e g a r d  t o  t h e  f i r s t  class o f  i n j u r i e s  w i t h  

which t h e y  a f f l i c t  t h e  human race, it is t o  be n o t e d  

t h a t ,  a p a r t  from t h e  methods by which t h e y  i n j u r e  

o t h e r  c r e a t u r e s ,  they  have s i x  ways o f  i n j u r i n g  

humanity.  A n d  one is, t o  induce an  e v i l  love  i n  a man 

f o r  a woman, o r  in a  woman f o r  a man. The second i s  

t o  p l a n t  h a t r e d  o r  j e a l o u s y  i n  anyone. The t h i r d  i s  

t o  b e w i t c h  them s o  t h a t  a  man canno t  per form t h e  

g e n i t a l  ac t  w i t h  a woman, o r  c o n v e r s e l y  a woman w i t h  a 

man; o r  by v a r i o u s  means t o  p r o c u r e  a n  a b o r t i o n ,  as  

has  been  s a i d  b e f o r e .  The f o u r t h  i s  t o  c a u s e  some 

d i s e a s e  i n  any of t h e  human o rgans .  The f i f t h ,  t o  

t a k e  away l i f e -  The sixth, t o  d e p r i v e  them of  r e a s o n .  

(Krarner & Sprenger  115) 



F a u s t u s r s  confused  wavering between t h e  p o l e s  of r e p e n t a n c e  

and impeni tence  i s  more easily unders tood i f  w e  t h i n k  o f  h i s  

judgment a s  b e i n g  suspended. I f  he h a s  indeed  been d e p r i v e d  of 

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

i n t e n t  t o  s l a n d e r  Godrs  nâme and s i d e  w i t h  L u c i f e r .  

Marlowe may w e l l  have been f a r n i l i a r  t o o  w i t h  t h e  Discourse  

on t h e  D i q n i t y  of Man ( 1 4 8 6 )  by t h e  I t a l i a n  humanist  p h i l o s o p h e r  

Conte Giovanni  P ico  d e l l a  Mirandola,  c o n s i d e r e d  t h e  "Manifesto 

of t h e  Renaissance".  S e v e r a l  o f  P i c o r s  t h e s e s  on c a b a l i s t i c  

magic w e r e  deemed h e r e t i c a l  by Pope Alexander  V I -  P i c o r s  

Discourse  -- 

e x a l t s  t h e  human c r e a t u r e  f o r  h i s / h e r  freedom and 

c a p a c i t y  t o  know and t o  dominate r e a l i t y  as  a  whole. 

Far  from b e i n g  s imply  t h a t ,  however, t h e  Discourse 

d e a l s  w i t h  t h e  v o c a t i o n  of t h e  human c r e a t u r e  who, 

p o s s e s s i n g  no d e t e r m i n a t e  image, i s  urged t o  p u r s u e  

i t s  own p e r f e c t i o n .  Such a p u r s u i t  b e g i n s  w i t h  moral  

s e l f - d i s c i p l i n e ,  p a s s e s  th rough  t h e  f a m i l i a r ,  

r n u l t i f a r i o u s  world o f  images and f i e l d s  of  knowledge, 

and s t r i v e s  toward t h a t  most l o f t y  g o a l  which d e f i e s  

r e p r e s e n t a t i o n .  P ico  b e l i e v e s  t h a t  t h i s  paradigm, by  

v i r t u e  o f  t h e  f a c t  t h a t  it i s  t o  b e  found i n  e v e r y  

t r a d i t i o n ,  i s  u n i v e r s a l .  



<http://www.princeton.edu/Departments/Italian -  tud dies/ 

pico/index - html> . 

Pico stipulates that the dual nature of man's sou1 is equally 

capable of lifting man to the heavens, or plummeting him to the 

depths of hell (Pico 90). The process through which man is to 

pursue his own perfection is similar to that of Dee, a dedicated 

scholar who devoted 18 hours out of every day towards his 

studies (Butler, Myth of the Maqus, l6l), but most importantly 

it is parallel to that of Faustus, who begins his tragedy by 

leveling at the end of every art- Marlowe takes Pico's 

Discourse to its ultimate limit and represents the lofty 

objective of human overreaching, albeit with tragic 

consequences. 

Picofs Discourse also sets up two definitions of the 

purposes of magic. The first purpose is concerned entirely with 

the operations and powers of demons; the second purpose is the 

highest realization of natural philosophy: "Natural philosophy 

will allay the differences of opinion and disagreements which 

from al1 sides vex, perplex and afflict our restless soul"(Pico 

96) - Traister relates Picof s distinction to Marlowef s play: 

Obviously, Faustus desires the power and knowledge 

made possible by Picors second kind of magic; comrnand 

of such magic would be an appropriate next step from 

the accomplishments he has already to his credit. 



Though somewhat self-centered, Faustus's aims for his 

magic are basically good. . . . His rationale for 

turning to magic suggests that he expects full control 

of the spirits with whom he will deal. (Traister 91- 

92) 

The character of Faustus is tailored to fit the qualifications 

for a magician. Faustus relies on intellectual achievement, 

proFer qualifications, and elaborate incantation to command the 

spirits (1-3.16-22) . To merely conjure up the devil (which 

would characterize Faustus as a witch), none of the above is 

necessary. The practice of rnagic provides Faustus with the 

discipline he needs to test his abilities. Faustus's haste 

results in his loss of reason. He is so elated by the presence 

of Mephastophilis that he does not realize he has lost his power 

to control the spirits, and is now being controlled by the 

powers of evil. The chorus that introduces the play alerts the 

audience that Faustus's sense of control is only perceived. 

Like the parade of the seven deadly sins, and the appearance of 

Helen, al1 the rnagic in this play is illusory, as may be 

Faustus's opportunities for repentance (the words homo fuge that 

àppear as Faustus prepares to sign the pact in blood, and 

Christ's blood which flows down the walls of Faustus's study). 

On its surface, the play is a de casibus tragedy that affirms 

conventional theology and rnorality. Faustus, the transgressing 



magician, is a figure of outrageous and unrepentant superbia, 

and his fate is just. But insinuated within this morality play 

are suggestions that vindicate the quest for knowledge forbidden 

by authority, for Faustus is a magician who is betrayed into 

witchcraft. There are also suggestions that question the 

justice of a God who condemns a man to eternal damnation. All 

these suggestions are open to those in the audience who are 

conversant with magical literature. Traister suggests that the 

tragedy of Marlowe's play lies in the fact that Faustus never 

really acquires magical power beyond what he is allotted by 

Mephastophilis, but through his desire for magic Faustus 

relinquishes any control he has over his own life. 

An Elizabethan audience, farniliar with witchcraft 

lore, is likely to have been aware of the radical 

change in Faustusrs position. He is not a magician 

who, like Friar Bacon, misuses his magical powers but 

rather a man who has no magical power -- as much as he 

desires it -- beyond the scraps that the devil permits 

him in order to mollify him. At the play's opening, 

Faustus could convince us of his potential to achieve 

much, whether good or evil, through magic and the 

power of his intellect. But by the end of scene 3, he 

has been transformed into a man who so covets power 

that he is willing to give away his sou1 for its 



appearance . I r o n i c a l l y ,  course , Faustus n o t  o n l y  

f a i l s  t o  r e c e i v e  t r u e  magic power bu t  a l s o  

r e l i n q u i s h e s  t h e  power he a l r eady  had t o  govern h i s  

own l i f e  on e a r t h -  ( T r a i s t e r  95-96) 

Shakespeare,  i n  c o n t r a s t ,  c r e a t e s  a  r e l a t i v e l y  benign and 

s c h o l a r l y  whi te  magician whose goa l s  a r e  within reason.  I n  

Prospero,  w e  have a sympathet ic  whi te  magician who c l o s e l y  

resembles t h e  El izabethan mathematician, D r .  John D e e ,  t he  

u n o f f i c i a l  a s t r o l o g e r  t o  E l i z a b e t h  1 (But le r ,  Myth o f  t h e  Magus, 

1 6 2 )  . Shakespearef s i n t e r p r e t a t i o n  of  white magic conforms t o  

P a t t e r s o n r s  theory  of ob l ique  communication. H e  vo i ce s  h i s  

pe rsona1  views on p recar ious  m a t t e r s  without d i r e c t l y  

c r i t i c i z i n g  t h e  Church, S t a t e ,  o r  any s p e c i f i c  i n d i v i d u a l .  - 

P r o s p e r o r s  i s l a n d  i s  anonymous and s o  can r ep re sen t  any th ing  t o  

anyone. B y  d iv id ing  v i c e  and p l a c i n g  some onto Caliban,  who i s  

e s s e n t i a l l y  a l i e n  Co c i v i l i z e d  humanity, and t h e  rest o n t 0  

c r i m i n a l  usurpers  of a f o r e i g n  realrn, Shakespeare has rernoved 

from h i s  p l a y  any cause f o r  c enso r sh ip .  

Other  famous white  magicians,  such a s  Oberon i n  A M i d s u m m e r  

Nightf  s D r e a m ,  F r i a r  Bacon i n  Robert  Greener s F r i a r  Bacon and 

F r i a r  Bunqây and Bomelio i n  Anthony Mundayrs The Rare Triumphs 

of  Love and Fortune, may have c o n t r i b u t e d  something t o  

Shakespeare ' s  c r e a t i o n  of Prospero.  The works t h e y  a r e  from 

were f a m i l i a r  t o  contemporary audiences ,  and s o  t h e  benevo len t  



p r e s e n c e  o f  t h e  whi te  mzg ic ian  who u s e s  h i s  power t o  r e s t o r e  

order would n o t  s e e m  o u t  of p l a c e .  White magic does n o t  i n v o l v e  

a p a c t  w i t h  t h e  d e v i l ,  and u n l i k e  Faus tus ,  t h e  w h i t e  rnagician is 

n o t  o v e r l y  covetous,  o r  a m b i t i o u s .  There w e r e  many r e a s o n s  t o  

t h i n k  of  w h i t e  magic as b e n e f i c i a l ,  Woodman s u g g e s t s :  

A t  a  t i m e  when t h e  human body w a s  r e a d i l y  s u b j e c t  t o  

p lague  and d i s e a s e  a n d  t h e  E n g l i s h  body p o l i t i c  was 

s t i l l  v u l n e r a b l e ,  e i t h e r  t o  i n s u r r e c t i o n  o r  t h e  t h r e a t  

o f  Spanish i n v a s i o n ,  t h e  p o s s i b i l i t i e s  o f  a c h i e v i n g  

o r d e r  through w h i t e  magic w e r e  s t r o n g l y  a p p e a l i n g  t o  

audiences .  J u s t  as  h e a l i n g  th rough  w h i t e  magic was 

shown t o  b r i n g  h e a l t h  t o  t h e  d i s e a s e d  i n d i v i d u a l ,  s o  

it might promote o r d e r  i n  t h e  d i s e a s e d  body p o l i t i c .  

(Woodman 6 4 )  

The p r a y e r f u l  d e d i c a t i o n  t o  and  s t u d y  of  white magic was a n  

a f f i r m a t i o n  t o  t h e  c o n t i n u a n c e  o f  peace  and p r o s p e r i t y  o f  t h e  

realrn,  and  t h a t  i s  s u r e l y  a f f i r m e d  by E l i z a b e t h  I f s  p a t r o n a g e  of  

John D e e .  Indeed, Frances Y a t e s  h a s  a rgued p r e v i o u s l y  t h a t  t h e  

o l d  Queen w a s  a  powerful  i f  s p e c t r a l  p r e s e n c e  i n  t h e  p l a y :  

S u r e l y  contemporary a u d i e n c e s  must have p i c k e d  up t h e  

under ly ing  t r e n d  o f  t h i s  p l a y  a s  a  r e t u r n  t o  t h e  

rnagical world of  t h e  l a t e  V i r g i n  Queen, h e r  c h a s t i t y  

and pure  r e l i g i o n ,  now c o n t i n u i n g  and r e v i v e d  by t h e  

younger g e n e r a t i o n .  H e r  p h i l o s o p h e r ,  t h e  w h i t e  



magician Doctor Dee, is  defended i n  Prospero, t h e  good 

and lea rned  conjure r ,  who had managed t o  t r a n s p o r t  h i s  

v a l u a b l e  l i b r a r y  t o  t h e  i s l a n d .  The presence o f  t h e  

Dee-like magus i n  t h e  p l a y  f a l l s  n a t u r a l l y  i n t o  p l a c e  

as p a r t  of  the El izabe than  r e v i v a l -  [ . . . 1 

Prospero,  the  benef i c e n t  rnagus, uses  h i s  good magical  

s c i e n c e  f o r  u topian ends.  He i s  t h e  climax of t h e  

l ong  s p i r i t u a l  s t r u g g l e  i n  which Shakespeare and h i s  

contemporaries had been engaged. He v i n d i c a t e s  t h e  

D e e  sc ience  and t h e  Dee con ju r ing .  H e  a l l a y s  t h e  

wi tch  c r aze  and e s t a b l i s h e s  whi te  Cabala a s  

l e g i t i m a t e .  (Yates,  Occult  Philosophy, 160)  

It i s  a l s o  important t o  no te  t h a t  Prospero does not s e e k  

t h e  wor ld ly  dominion of Faustus,  b u t  l i m i t s  h i s  use  of magic t o  

t h e  r e g a i n i n g  of h i s  own kingdom o f  Milan. B y  i n d i r e c t l y  

avo id ing  r ecour se  t o  fo re ign  invas ion ,  Shakespeare, u n l i k e  

Marlowe, keeps h i s  play f r e e  f r o m  t r o u b l i n g  in fe rences  t h a t  

might be drawn from over ly  s e n s i t i v e  p o l i t i c i a n s .  Prospero a l s o  

does no t  s eek  t o  test  h i s  own power i n  compet i t ion with o t h e r  

magic ians  ( a s  f o r  example happens i n  F r i a r  Bacon and F r i a r  

Bungay), o r  o therworldly  f o r c e s .  Ra ther  t h e  s p i r i t s  of t h e  

i s l a n d  f a 1 1  under Prospero's p a t e r n a l i s t i c  c o n t r o l  and coope ra t e  

wi th  him, t he reby  promoting t h e  harmonious au ra  white magic, 



a n  a u r a  t h a t  i s  r e a f f i r m e d  i n  the c h a s t e  love  o f  Ferdinand and 

Miranda. 

W e  a r e  a l s o  led t o  b e l i e v e  t ha t  Prospero ' s  enemies a r e  i n  

need of s p i r i t u a l  p u r i f i c a t i o n  and o rde r .  Alonso, Antonio,  

S e b a s t i a n ,  T r incu lo  and Stephano a r e  a l 1  consumed by l u s t  and 

g reed  r e s u l t i n g  i n  murderous, even r e g i c i d a l ,  t e n d e n c i e s .  

P r o s p e r o f s  benevolent  magic appears  a s  t h e  on ly  v i a b l e  means of 

reform, s p e c i f i c a l l y  when c o n t r a s t e d  wi th  t h e  black magic of t h e  

wi tch  Sycorax. P rospero ' s  own account  of h i s  u s u r p a t i o n  i s  so 

ernot ional ,  even g iven  t h e  b e n e f i t  o f  t i m e ,  t h a t  we a r e  persuaded 

of  Antonio ' s  wrongdoing and convinced of  Prospero ' s  j u s t i f i e d  

u s e  o f  magic. 

PROS: M y  b r o t h e r  and t h y  uncle,  c a l l e d  Antonio 

1 pray t h e e  mark m e ,  t h a t  a brother shou ld  

B e  s o  p e r f i d i o u s  - he, whom n e x t  t h y s e l f  

Of a l 1  t h e  world 1 loved, and t o  him p u t  

T h e  manage of  my s t a t e ,  a s  a t  t h a t  t i m e  

Through a l 1  t h e  s i g n o r i e s  it was t h e  

f  i rs t ,  

And Prospero  t h e  prime Duke, be ing  s o  

reputed 

I n  d i g n i t y ,  and f o r  the l i b e r a l  a r t s  

Without a p a r a l l e l ;  those  be ing  a l 1  m y  

s tudy ,  



The g o v e r m e n t  1 cast upon my b r o t h e r  

And t o  my s t a t e  grew s t r a n g e r ,  be ing  

t r a n s p o r t e d  

And r a p t  i n  secret s t u d i e s -  Thy f a l s e  

u n c l e  - 

Dost thou a t t e n d  me? 

MIR:  S i r ,  most heedfu l ly .  

PROS: Being once pe r f ec t ed  how t o  g r a n t  

How t o  deny them, who t r a d v a n c e  and who 

To t r a s h  f o r  overtopping, new c r e a t e d  

The c r e a t u r e s  t h a t  were mine, 1 Say, o r  

changed 'em, 

O r  e l s e  new formed 'em; having bo th  the 

key 

Of o f f i ce r  and o f f i c e ,  s e t  a l 1  h e a r t s  

i r t h '  s t a t e  

T o  what t une  pleased h i s  ear, t h a t  now he 

was 

T h e  i v y  which had h id  my p r i n c e l y  t r u n k  

And sucked my verdure o u t  o n ' t -  Thou 

attend' st n o t  ! 

MIR: O r  good sir ,  I do. 

PROS: 1 pray t h e e ,  m a r k  m e .  



1 t h u s  neg l ec t i ng  wor ld ly  ends,  a l 1  

d e d i c a t e d  

To c lo senes s  and t h e  b e t t e r i n g  o f  rny mind 

Ore r -p r i zed  a l 1  popula r  r a t e ,  i n  my f a l s e  

b r o t h e r  

Awakea an e v i l  n a t u r e ,  and my t r u s t ,  

L i k e  a good paren t ,  d i d  bege t  of him 

A fa l sehood  i n  i t s  c o n t r a r y  as g r e a t  

A s  my t r u s t  was, whicn had indeed no l i m i t ,  

A conf idence  sans bound- H e  be ing  t h u s  

l o rded ,  

Not on ly  wi th  what m y  revenue y i e l d e d  

But what rny power might else e x a c t ,  like 

one 

Who, having i n t o  t r u t h  by t e l l i n g  of  i t ,  

Made such a  s i n n e r  o f  h i s  rnemory 

T o  c r e d i t  his own l i e ,  he  d i d  b e l i e v e  

H e  was indeed t h e  duke o u t  o r  t h r  

s u b s t i t u t i o n  

And executing t h r  outward face of  r o y a l t y  

With a l 1  p r e r c g a t i v e .  Hence h i s  ambi t ion  

growing -- 

Dost thou hear?  

MIR:  Your t a l e ,  s i r ,  would c u r e  dea fnes s .  



PROS: To have no s c r e e n  between t h i s  p a r t  he  

p layed 

And hirn he played  it for, he needs w i l l  be 

Absolute Milan. M e ,  poor man, my l i b r a r y  

Was dukedom l a r g e  enough. Of temporal  

r o y a l t i e s  

H e  t h i n k s  m e  now incapab le ;  confedera tes ,  

So d r y  he was f o r  sway, w i r t h f  King of  

Naples 

To g i v e  him annua l  t r i b u t e ,  do him homage, 

Sub jec t  h i s  co rone t  t o  h i s  crown, and bend 

T h e  dukedom yet unbowed ( a l a s ,  poor Milan) 

To rnost ignoble  s toop ing .  (1 .2 .66-116)  

Through P rospe ro r s  use  o f  whi te  magic, t h e  b ina ry  oppos i t e s  o f  

b l ack  ( e v i l )  and whi te  (good) t h a t  e x i s t  o u t s i d e  t h e  enchanted 

i s l e  are r econc i l ed  i n  t h e  union of t h e  two l o v e r s -  White magic 

i s  a  symbolic  fo r ce  f o r  good i n  The Tempest and becornes a s t a p l e  

of Shakespeare ' s  o t h e r  romantic  comedies such a s  The Winter 's  

Ta le .  There i s  i n d i r e c t  communication i n  The Tempest a s  t h e r e  

i s  i n  Doctor Faustus,  and i n  b o t h  ca se s  it a f f i r m s  whi te  magic. 

Flhat is remarkable about  The Ternpest is t h a t  t h e  i n d i r e c t  

communication seems a t  f i r s t  j u s t  t o  r e i n f o r c e  what i s  a f f i rmed  

on t h e  s u r f a c e  of t h e  p lay ,  excep t  f o r  t h e  d a r k e r  elements  o f  



Prospero ' s  a r t .  But i n  f a c t  t h e  a f f i r m a t i o n  of wh i t e  magic i s  

p a r t  of  a much l a r g e r  a f f i r m a t i o n :  t h e  g l o r y  i n  e v e r y  r e s p e c t  of 

t h e  o l d  realm, And i n  a p l a y  performed i n  1611  and performed a t  

c o u r t ,  t h a t  a f f i r m a t i o n  must be communicated i n d i r e c t l y -  White 

magic f u l f i l l s  t h e  aud ience ' s  d e s i r e  f o r  a  harrnonious 

r e s o l u t i o n ,  and Shakespeare 's  i n d i r e c t  communication e n l a r g e s  

t h e  s e n s e  o f  r e s o l u t i o n  t o  one o f  a  golden e r a ,  o f  a g r e a t  age  

t h a t  ha s  passed .  

Ben Jonson's  sympathies  seem t o  have been much more s o l i d l y  

wi th  t h e  n e w  rea lm than  wi th  t h e  o ld ,  and The Alchemist,  bo th  on 

t h e  s u r f a c e  and i n  i t s  own i n d i r e c t  communication, does l i t t l e  

t o  r u f f l e  the s e n s i b i l i t i e s  of Church o r  S t a t e .  Jonson's  

sen t iments  towards t h e  opportunism of occu l t i sm  echo t hose  o f  

James 1. I n  The Alchemist,  w e  have a  complete send-up of t h e  

e n t i r e  o c c u l t  a r t  r e f l e c t i v e  of t h e  waning b e l i e f  i n  magic under  

James 1. Throughout The Tempest, Prospero ' s  r e l i a n c e  on 

a s t r o l o g y  and alchemy i s  revered.  

Know t h u s  f a r  f o r t h :  

B y  a c c i d e n t  most s t r a n g e ,  b o u n t i f u l  f o r t u n e  

(Now, rny d e a r  l ady)  ha th  mine enemies 

Brought t o  t h i s  shore ;  and b y  my  p r e sc i ence  

1 f i n d  rny z e n i t h  doth  depend upon 

A most ausp i c ious  s t a r ,  whose i n f l u e n c e  

If now 1 c o u r t  no t ,  bu t  omit ,  my f o r t u n e s  



W i l l  e v e r  a f t e r  droop- (1-2.178-184) 

I n  Jonson, such r e l i a n c e  upon t h e  stars is  used t o  confound t h e  

g u l l i b l e  and r a p i d l y  develops  i n t o  cha r l a t an i sm,  as b e s t  

ep i tomized  i n  t h e  ep i sode  between Drugger, S u b t l e  and Face. 

SïJB : S i r ,  you must t h i n k ,  

H e  may have a r e c e i p t  t o  make h a i r  corne. 

But h e r l l  be w i s e ,  p r e s e r v e  h i s  youth, and 

f i n e  f o r r  t; 

H i s  f o r t u n e  looks f o r  him a n o t h e r  way. 

FACE: 'Slid, Doctor, how c a n s t  thou  know t h i s  so 

soon? 

1 am amused a t  t h a t !  

B y  a r u l e ,  Captain,  

I n  rnetoposcopy, which 1 do work by; 

A certain s t a r  in t h e  fo rehead ,  which 

you see  n o t .  

Your c h e s t n u t  o r  your o l ive - co lou red  f a c e  

Does never  f a i l ;  and your l ong  e a r  do th  

promise.  

1 knewrtf  b y  c e r t a i n  s p o t s ,  t oo ,  i n  h i s  

t e e t h ,  

And on t h e  nail of h i s  m e r c u r i a l  f i n g e r .  

FACE: Which f i n g e r ' s  t h a t ?  

SUB: H i s  l i t t l e  f i n g e r .  Look. 

SUB : 



You were born upon a Wednesday? 

DRUG: Yes, indeed, sir- 

SUB : The thumb, in chirornancy, we give Venus; 

The fore-finger, to Jove; the midst, to 

Saturn; 

The ring, to Sol; the least, to Mercury, 

Who was the lord, sir, of his horoscope, 

His house life being Libra; which fore- 

showed 

He should be a merchant, and should trade 

with balance. (1.3.38-57) 

In his work Daemonoloaie, James 1 endorsed the death 

penalty for witches, magicians and their customers. The age of 

miracles had passed with the advent of Calvinism which advocated 

that because al1 lives were predestined, miracles were therefore 

the work of the Devil (Woodman 2 5 ) .  Alchemy and the 

philosopher's stone, which could produce such miracles, likewise 

fell into disfavour. Jonson's perversion of alchemy is 

representative of this skepticism. As Woodman argues, the 

secrecy and lure of wealth that surrounded alchemy were the 

ideal environment for frauds: 

A more practical impediment to the practice of 

alchemy, and one that directly stimulated 



charlatanism, was its need for considerable financial 

underwriting. Indeed, alchernical discovery could not 

have gone on throughout the Renaissance without the 

lure of incredible riches to entice men of means and 

the heads of state to support it. The veil of secrecy 

that masked the alchemistrs activities, combined with 

the protective obscurity of his writings, made it 

impossible to discern who was attempting a genuine 

transmutation and who was masquerading, extorting 

money, and devising means to arouse the hopes of his 

current guarantor . (Woodman 2 6) 

Jonson's oblique communication continually and 

devastatingly links legitimate magic with the masquerading, and 

extortionate f o r m  of alchemy. It is no surprise that Jonson was 

held in such favour by King James 1, who strongly disliked John 

Dee and was suspicious of anything relating to magical practices 

(Butler, Myth of the Magus, 1 7 2 ) .  Such satire also serves a 

moral purpose in Jonson, however, and reflects a certain 

misanthropy and disgust for intellectual stupidity. Because the 

science and practice of alcherny have a certain inherent pretense 

and false quality, they are perfectly tailored for the purposes 

of Jonson' s play. 

There is an undoubted satirical allusion to Deers 

Monas hieroglyphica in Jonson's play, and Dee's 



mathematical preface to Euclid is parodied throughout- 

Jonson pokes very clever fun at alchemists, rnagicians, 

mathematicians, scientists - al1 to him equally 

ludicrous - and in the end Subtle and his gang are 

cleared out of the house they have made the centre of 

their nefarious practices by the returning owner. But 

not before the very clever fun pointed to "the 

Elizabethan revival within the Jacobean age" as the 

object of satire. (Yates, Occult Philosophy, 161) 

Face, Subtle, and Dol hide behind the rhetoric of alchemical 

jargon which results in disorder and confusion. White magic in 

Jonson, therefore, fails because it is not honestly or 

justifiably intended in its use. The white magician is not a 

sole being, but an enterprise and a disruptive force. As 

Woodrnan observes: "Greed enticed the rich sponsor who desired 

greater wealth, and greed drove the charlatan who desired both 

survival and wealth, especially if he could enjoy both in the 

cornfortable quarters of his gullible patron"(Woodman 109). The 

capitalist sensibility of Subtlers enterprise doorns it to 

failure, and the language of The Alchemist serves as a conduit 

for the useless desires of the play's protagonists. 

Out, the varlet 

That cozened the apostles! Hence, away! 

Flee mischief! had your holy consistory 



No name t o  send m e ,  of  ano the r  sound, 

Than wicked Ananias? send you e l d e r s  

H i t h e r ,  t o  make atonement f o r  you, qu i ck ly ,  

And give me s a t i s f a c t i o n ;  o r  ou t  goes 

The f i r e ;  and down th ra le rnb ics ,  and t h e  fu rnace ,  

Piger Henricus, o r  what n o t .  Thou wretch! 

Both se r i con  and bufo s h a l l  be l o s t ,  

T e l l  them. A l 1  hope of  r o o t i n g  ou t  t h e  b ishops ,  

O r  t h e  a n t i c h r i s t i a n  h i e r a r c h y  s h a l l  p e r i s h ,  

If t h e y  s t a y  t h r e e s c o r e  minutes.  The aque i ty ,  

T e r r e i t y ,  and s u l p h u r e i t y  

S h a l l  r u n  t c g e t h e r  aga in ,  and a l 1  be annul led ,  

Thou wicked Ananias! This  w i l l  f e t c h  ' e m ,  

And make them h a s t e  towards t h e i r  g u l l i n g  more. 

A man must d e a l  l i k e  a rough nurse,  and f r i g h t  

Those t h a t  a r e  forward, t o  an a p p e t i t e .  

( 2 . 5  - 72-90)  

Because t h e  main c h a r a c t e r s  i n  Jonson's The Alchemist a r e  

dupes, w e  a r e  p resen ted  wi th  t h e  p o l a r i z a t i o n  o f  t h e  emotional  

and moral  acceptance of  white magic versus  t h e  l o g i c  of  

skep t i c i sm.  Woodrnan argues  t h a t  t h e  skep t i c i sm of t h e  

s even teen th  cen tu ry  towards alchemy provided t h e  i d e a l  

t h e a t r i c a l  grounds for Jonson's  s a t i r e :  'By c r e a t i n g  i n  h i s  p lay 

The Alchemist ( 1 6 1 0 )  a c h a r l a t a n  magician who w a s  t h e  a n t i t h e s i s  



of eve ry th ing  t h a t  t h e  consecra ted whi te  magician symbolized, 

1:- --son turned white magic i n t o  a f u r t h e r  target f o r  reproof ,  

m o s t  d e f i n i t e l y  nothing t o  be he ld  i n  awe"(Woodman 109). A 

perfect example o f  t h i s  disparagement o f  magic i s  found i n  A c t  

Five, Scene Five 

MAMM: 

LOVE : 

MAMM : 

MAMM : 

LOVE : 

MAMM : 

LOVE : 

between Lovewit, Mammon, Face and Sur ly .  

The whole n e s t  a r e  f led!  

What s o r t  of b i r d s  w e r e  t h e y ?  

A kind of choughs, 

O r  t h i e v i s h  daws, s i r ,  t h a t  have picked m y  pu r se  

O f  e i g h t  s co re  and t e n  pounds wi th in  t h e s e  f ive  

weeks , 

Beside rny f i rst  m a t e r i a l s ;  and my goods, 

That l i e  i n  t h e  c e l l a r ,  which 1 am g lad  t h e y  

have left, 

1 may have home yet. 

AY 

B y  o r d e r  of law, s i r ,  b u t  not  o therwise .  

Not mine own s t u f f ?  

Sir, 1 can t a k e  no knowledge 

That t hey  a re  yours, b u t  by p u b l i c  means, 

I f  you can b r i n g  c e r t i f i c a t e  t h a t  you were 

g u l l e d  of 'em, 

O r  any  formal w r i t  o u t  of  a cou r t ,  



That  you d i d  cozen y o u r s e l f ,  1 w i l l  n o t  h o l d  

them. 

MAMM: Ir  11 r a t h e r  l o s e  'em, 

LOVE : That  you s h a l l  n o t ,  sir ,  

By m e ,  i n  t r o t h ,  Upon t h e s e  terms, t h e y ' r e  

yours .  

What s h o u l d  t h e y  have been, s i r ,  t u r n e d  i n t o  

go ld ,  all? 

MAMM : No. 

1 canno t  t e l l .  It may be t h e y  shou ld .  What 

t h e n ?  

LOVE: What a  g r e a t  l o s s  i n  hope you have s u s t a i n e d !  

MAMM: Not 1, t h e  cornrnonwealth has .  

FACE : Ayr he  would have b u i l t  

The c i t y  new; and made a  d i t c h  abou t  it 

O f  s i l v e r ,  shou ld  have r u n  w i t h  crearn from 

Hogsden; 

That, every Sunday, i n  Moorf ie lds ,  t h e  younkers ,  

And t i t s  and tom-boys shou ld  have  f e d  on, 

g r a t i s .  

MAMM: 1 w i l l  go mount a t u r n i p - c a r t ,  and  p r e a c h  

The end o f  t h e  world, w i t h i n  t h e s e  two months. 

S u r l y ,  

What! i n  a  dream? 



SURLY: Must I needs  c h e a t  myse l f ,  

With t h a t  sarne f o o l i s h  v i c e  o f  h o n e s t y !  

Come, l e t  us go and hea rken  o u t  t h e  r o g u e s .  

T h a t  Face I f  11 mark f o r  mine, i f  er  e r  1 m e e t  

him. 

FACE: I f  1 can h e a r  o f  him, s i r ,  1'11 b r i n g  you word, 

Unto your  l o d g i n g ;  f o r ,  i n  t r o t h ,  t h e y  w e r e  

s t r a n g e r s  

To m e ,  I t h o u g h t  'em h o n e s t  as m y s e l f ,  s ir .  

(5 .5 .57-89)  

The alchemy i n  Jonson f a i l s ;  i t  i s  a p o o r l y  u n d e r s t o o d  

means o f  communication and t h e  e n t e r p r i s e  of Dol, Face and 

Subtle canno t  surmount t h e  g r e e d  and v i c e  t h a t  s u r r o u n d  it- The 

use of the dubious and m y s t e r i o u s  s c i e n c e  of alchemy adds  a  

d e g r e e  of f a n t a s y  t o  Jonson ' s  play, and a l s o  makes The Alchemis t  

more o f  a  s p e c t a c l e .  The mora l  message i s  m a i n t a i n e d :  g r e e d  

c a n n o t  b e  s u s t a i n e d .  Gold i s  a s  m a l l e a b l e  a s  human n a t u r e ,  but 

n e i t h e r  are  s u b j e c t  t o  p e r f e c t i o n .  



fV: Science and Maqic 

Mow m y  chams are a l 1  or erthrown, 
And w h a t  strength 1 havers  m i n e  o m ,  
Which is most f a i n t  . (Tempest, Epilogue - 1-3 1 

While o c c u l t i s m  and alchemy had r i s e n  i n  s t a t u s  under  t h e  

r e i g n  of  E l i z a b e t h  1, t h e  Jacobean  e r a  u s h e r e d  i n  a more 

s k e p t i c a l  view o f  magic. 

A t  t he  beg inn ing  o f  t h e  s e v e n t e e n t h  c ê n t u r y  a n  

i n t e l l i g e n t  contemporary  would have found it d i f f i c u l t  

t o  p r e d i c t  t h i s  outcorne- For magic a n d  s c i e n c e  had 

o r i g i n a l l y  advanced s i d e  by  s i d e .  The mag ica l  desire 

f o r  power had c r e a t e d  a n  i n t e l l e c t u a l  envi ronment  

f avourab le  t o  exper imen t  and i n d u c t i o n ;  it marked a 

b reak  w i t h  t h e  c h a r a c t e r i s t i c  medieval  a t t i t u d e  of 

con templa t ive  r e s i g n a t i o n .  N e o p l a t o n i c  and  her rne t ic  

ways o f  t h i n k i n g  had  s t i r n u l a t e d  s u c h  c r u c i a l  

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

he l iocen t r i s rn ,  t h e  i n f i n i t y  o f  wor lds ,  and  t h e  

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

i h a t  nurnber c o n t a i n e d  t h e  key t o  a l 1  m y s t e r i e s  had  

f o s t e r e d  t h e  r e v i v a l  o f  mathemat ics .  A s t r o l o g i c a l  



i n q u i r i e s  had brought  new p r e c i s i o n  t h e  obse rva t ion  

heavenly bod ies ,  t h e  c a l c u l a t i o n  t h e i r  

movernents, and t h e  rneasurement o f  t i m e .  (Thomas 643-  

A s  1 have suggested ,  t h e  i n c r e a s i n g  skep t i c i sm about  rnagic 

i s  r e f l e c t e d  i n  The Alchemist.  While Shakespeare bases  h i s  

p r o t a g o n i s t  on t h e  l i f e  and w r i t i n g s  of D r .  John D e e  and 

Corne l iu s  Agr ippa 's  D e  o c c u l t a  ph i losophia ,  Jonson a t t a c k s  both  

D e e  and  Agrippa i n  h i s  p l a y .  Jonson's  b l ack  humour is  t h e  

a p p r o p r i a t e  medium f o r  a  sa t i re ,  and i s  a r e a f f i r m a t i o n  of God's 

moral  dominion over  man. To p r o p e r l y  e x p l a i n  t h e  d e c l i n e  i n  

alchemy, and o t h e r  p r a c t i c e s  a s s o c i a t e d  wi th  magic, it i s  

neces sa ry  t o  cons ide r  t h e  burgeoning r o l e  of  s c i e n c e  and t h e  

r e fo rma t ion  o f  t h e  Church i n  r e l a t i o n  t o  t h e  deva lua t i on  of 

r i t u a l  magic. This  chap t e r  w i l l  i l l u s t r a t e  some of  t h e  

contemporary i n f l u e n c e s  on Jonson, Marlowe and Shakespeare t o  

de te rmine  what, i f  anything,  t h e  d r a m a t i s t s  a r e  r e a c t i n g  t o  o r  

a g a i n s t .  The changing a t t i t u d e s  towards magic a r e  d i r e c t l y  

r e f l e c t e d  i n  The Tempest, The Alchemist and Doctor Faustus .  

While Jonson's  p l a y  i s  an obvious r e f l e c t i o n  of t h e  seven teen th  

c e n t u r y  skep t i c i sm of  occu l t i sm,  Shakespeare 's  p l a y  i s  a n  

a f f i r m a t i o n  of  t h e  b e n e f i c i a l  p r o p e r t i e s  a s s o c i a t e d  wi th  whi te  

magic. Marlowe's p l ay  d i f f e r s  Erom t h e  o t h e r  two i n  t h a t  it i s  

a  con templa t ion  of t h e  p e r i l s  a s s o c i a t e d  wi th  b l ack  magic. 



While whi te  magic gained favour  under E l i z a b e t h  1 with 

Doctor John D e e ,  Woodman argues ,  it r a p i d l y  f e l l  i n t o  d i s r e p u t e  

i n  t h e  Jacobean e r a .  

The new cen tu ry  brought w i th  it a  c e r t a i n  crisis  i n  

k ingship ,  even tua l l y  culminat ing i n  t h e  crownrs c l a s h  

wi th  Parl iament  and t h e  chaos of c i v i l  war. Both 

James I and Char les  1 p r e c i p i t a t e d  t h i s  con f ron t a t i on  

by i n s i s t i n g  upon t h e i r  abso lu t e  r o l e  a s  king. The 

masque, of course ,  r e in forced  t h i s  concept  o f  t h e  king 

a s  a symbol of  d i v i n e  power and t h e  g i v e r  of f e r t i l i t y  

and p r o s p e r i t y  - t h e  t r i b a l  r o l e  once f i l l e d  by t h e  

whi te  magician o r  witch doc tor .  A s  t h e  g r i p  of whi te  

rnagic on t h e  p u b l i c  imaginat ion relzixed ( t h e  focus on 
-. 

magic s h i f t e d  t o  witch t r i a l s ) ,  t h e  king, as it were, 

absorbed t h e  r o l e  of t h e  white  magician. (Wooàman 8 8 )  

Undoubtedly, King James approved of  Jonson's b i t i n g  s a t i r e  where 

whi te  rnagic and alchemy were concerned, a s  he grew i n c r e a s i n g l y  

wary of  h i s  son ' s  s taunch Pro tes tan t i sm and i n c r e a s i n g l y  f e a r f u l  

of t h e  Spanish and t h e  J e s u i t s  (Yates,  Occult  Philosophy, 160). 

Jonson's  The Alchemist pa rod ies  Dee and a l 1  t h i n g s  magical .  

H e  s h a l l  have a b e l l ,  t h a t  Abel; 

And by it s t and ing  one whose name i s  Dee, 

I n  a rug gown, t h e r e r s  D, and Rug, t h a t r s  drug; 

And r i g h t  anens t  him a dog s n a r l i n g  E r ;  



Therer s Drugger, Abel Drugger. Thatr s his sign. 

And here's now mystery and hieroglyphic! 

In The Alchemist, Jonson is attacking the enormous development 

of alchemy in occult philosophy, which is already present in 

Agrippa's text De occulta philosophia (Yates, Occult Philosophy, 

1 6 2 ) .  Jonson is also satirizing Agrippa's theory that the 

"humor melancholicus has such power that they say it attracts 

certain demons into our bodies, through whose presence and 

activity men fa11 into ecstasies and pronounce many wonderful 

thingsU(Yates, Occult Philosophy, 5 3 ) .  Agrippa's description of 

melancholy involves three stages of development corresponding to 

the threefold structure of the human soul: the imagination, the 

rational, and the mental. In the final mental or intellectual 

stage, man gleans the secrets of divinity and divine law (Yates, 

Occult Philosophy, 53). 

Prospero manages to attain al1 three stages of this 

development; Prospero attains the dexterity and scholarship of 

the imagination, the knowledge of nature, hurnanity and of the 

rational, and lastly he attains the knowledge of the divine 

which is directly related to the soulrs salvation. 

Ye elves of hills, brooks, standing lakes and groves, 

And ye that on the sands with printless foot 

Do chase the ebbing Neptune, and do fly him 



When h e  cornes back; you demi-puppets t h a t  

B y  moonshine do t h e  green Sour r i n g l e t s  make, 

WhereoE t h e  e w e  no t  b i t e s ;  and you whose pas t ime  

1s t o  make midnight-mushrooms, t h a t  re  j o i c e  

To hear  t h e  solemn curfew, by whose a i d  -- 

Weak mas te r s  though ye be -- 1 have bedimrned 

The noont ide  Sun, c a l l e d  f o r t h  t h e  mutinous winds, 

And ' twix t  t h e  green s ea  and t h e  azured  v a u l t  

Set r o a r i n g  war; t o  t h e  d r e a d - r a t t l i n g  thunder  

Have 1 g iven  f i r e  and r i f t e d  J o v e r s  s t o u t  oak 

With h i s  own b o l t :  t h e  strong-based promontory 

Have 1 made shake,  and by t h e  spu r s  plucked up 

The pine  and cedar ;  graves a t  m y  command 

Have waked t h e i r  s l e e p e r s ,  oper  d and l e t f e m  f o r t h  

By my s o  p o t e n t  a r t .  But t h i s  rough magic 

1 he re  a b j u r e ;  and when 1 have r e q u i r e d  

Some heavenly music (which even now 1 do) 

To work mine end upon t h e i r  senses  t h a t  

This a i r y  charm i s  f o r ,  Ir 11 break my s t a f f ,  

Bury it c e r t a i n  fathorns i n  t h e  e a r t h ,  

And deeper than  d id  eve r  plurnmet sound 

1'11 drown my book. (5 .1 .33-57)  

Through h i s  fo rg ivenes s  of  h i s  enemies, h i s  l o v e  f o r  Miranda, 

and h i s  r e n u n c i a t i o n  of  magic, Prospero has redeemed h imse l f .  



I n  working o u t  persona1 s a l v a t i o n ,  Prospero has ga ined  immortal 

g l o r y  and t h e  knowledge o f  t h e  d i v i n e .  Prospero h a s  learned 

from h i s  p r ev ious  mis takes .  H e  openly  admits  being t o o  r a p t  i n  

h i s  s t u d i e s  t o  cons ider  wor ld ly  even t s ,  a l s o  admits t o  excess,  

and l a s t l y  admits  t o  t r u s t i n g  wi thou t  l i m i t s  ( s p e c i f i c a l l y  where 

Antonio i s  concerned) .  The Tempest focuses  on a  man changed; we 

see how Prospero  has used magic badly ,  and is  now committed t o  

u s ing  magic c o r r e c t l y .  Prosperor  s c h a r a c t e r  i s  orLe of  p o s i t i v e  

growth; it i s  a growth c u t  s h o r t  i n  Marlowe, a s  t h e  p l ay ' s  

e p i l o g u e  i n f o m s  us,  due t o  t h e  compression of  t i m e  i n  t h e  

c o n t r a c t  Faus tus  s i gns  wi th  L u c i f e r  and Mephastophi l i s .  I t  is  

a l s o  a  growth e n t i r e l y  l a c k i n g  i n  Jonsonf s co r rup t  t r i u m v i r a t e  

of  Dol, Face and Subt le .  

Prospero '  s spec t ac l e s ,  u n l i k e  t hose  o f  Faustus,  s e r v e  a  

d i d a c t i c  purpose .  Prospero f i n i s h e s  a s  t h e  moral ly  grounded 

winner i n  t h e  p lay ,  a  no t i on  which i s  s o l i d i f i e d  when he u n i t e s  

t h e  l o v e r s  Ferdinand and Miranda- A s  T r a i s t e r  a rgues ,  

P r o s p e r o r s  r o l e  and use o f  magic a r e  e s s e n t i a l  t o  Shakespearer s 

under ly ing  moral message. 

P r o s p e r o r s  r o l e  a s  p r e s e n t e r  i s  impor tant ,  p a r t l y  

because h i s  shows, u n l i k e  most magiciansr  

p r e s e n t a t i o n s ,  e x i s t  more f o r  t h e i r  message than f o r  

t h e i r  spec t ac l e .  Chasing clowns wi th  hun t ing  dogs rnay 

appear  comparable t o  F r i a r  Baconr s t r a n s p o r t a t i o n  of  



Vandermast back t o  Germany o r  t o  Faustus ' s  horn ing  of  

Benvolio a s  a r a t h e r  s p e c t a c u l a r  and no t  p a r t i c u l a r l y  

profound t r i c k -  But Prospero i s  never g u i l t y  o f  

purposeless  cheap magic, a s  Bacon and Faustus 

sometirnes are. H i s  unders tanding of  t h e  c h a r a c t e r s  he  

c o n t r o l s  only  persuades us more f i rmly  o f  h i s  wisdom 

and of  t he  c r e d i b i l i t y  of h i s  magic. ( T r a i s t e r  132) 

Jonson, conversely,  s e t s  up h i s  p l a y  as a mock exper ience  

o f  Agrippa's theory  of melancholy and devoted s cho la r sh ip .  

Alchemy provides  t he  i l l u s i o n  of awareness.  However, t h e  

ph i losopher ' s  Stone does not  e x i s t  w i th in  t h e  p l ay  and so t h e  

occas ion of  human p e r f e c t i b i l i t y  becomes a nonex is ten t  one.  The 

resurgence  of i n t e r e s t  i n  t h e  p r a c t i c e  o f  alchemy i n  mid-to-late 

s i x t e e n t h  cen tu ry  England was t i e d  i n  wi th  t h e  re format ion  of  

t h e  Engl ish  church, a s  both were concerned with t h e  p u r i f i c a t i o n  

of human s o u l s .  Jonson's  p lay  was a r e a c t i o n  t o  t h e  renewed 

i n t e r e s t  i n  alchemy; however, t h e  new aim of alchemy was n o t  t o  

produce an e l i x i r  of l i f e ,  but  t o  p u r i f y  mankind. A s  Mebane 

observes  : 

The growing s c i e n t i f i c  community i n  London s t imu la t ed  

renewed i n t e r e s t  i n  i n v e s t i g a t i n g  alchemical  t h e o r i e s  

and procedures,  and t h e  language of alcherny, w i t h  i t s  

ernphasis on t h e  p u r i f i c a t i o n  o f  na tu re  and t h e  human 

pe r sona l i t y ,  s t r u c k  a respons ive  chord i n  t h e  minds 



and h e a r t s  of t h o s e  who s a w  t h e  e r a  a s  one which w a s  

about  t o  wi tness  t h e  f i n a l  p u r i f i c a t i o n  of  r e l i g i o n ,  

t h e  triumph of  t h e  a r t s  and sc i ences ,  and t h e  f u l l  

c o n t r o l  of humankind ove r  i t s  environment.  (Mebane 93- 

94 

During and more s i g n i f i c a n t l y  a f t e r  t h e  Reformation, t h e  o c c u l t  

p r a c t i c e s  o f  Pa race l s i ans  and Neopla ton is t s  were considered 

t h r e a t s  t o  i n t e l l e c t u a l  and p o l i t i c a l  es tab l i shments  (Mebane 93- 

9 4 ) .  Jonson provides  a send-up of  t h i s  u n q u a l i f i e d  f e a r  i n  The 

Alchemist by i l l u s t r a t i n g  it a s  nothing more than  char la tanisrn .  

Thomas recognizes  i n  alchemy t h e  oppor tun i ty  f o r  covetousness 

w h i c h  i s  r e f l e c t e d  i n  Jonsonr s p lay .  

T i m e  and aga in  t h e  a lchemis t  be l i eved  himself on t h e  

b r i n k  of d i scovery  of  t h e  s tone,  on ly  f o r  t h e  p o t  t o  

b reak  and a l 1  the l abour  t o  be l o s t .  [ -  - - 1  Alchemy 

was a d i f f i c u l t  s p i r i t u a l  ques t ,  s i n c e  t r ansmuta t ion  

cou ld  not be accomplished u n t i l  t h e  adep t  had purged 

himself  of a l 1  v i c e s ,  p a r t i c u l a r l y  of  covetousness;  

t h a t  i s  t o  Say, he cou ld  not  make gold  u n t i l  he  had 

ceased t o  want t o  do so .  (Thomas 642) 

Jonson's  send-up of alchemy i s  e x a c t l y  t h i s :  Face, Do1 and 

Subtle a r e  s o  consumed by greed t h a t  t h e  i n t e n t  of  t h e i r  

supposed whi te  magic can on ly  be seen  a s  malevolent  and damnable 

and s o  t h e i r  e n t e r p r i s e  f a i l s .  



O s i r ,  w e  a r e  a l1  d e f e a t e d !  a l 1  t h e  works 

A r e  flown i n  f m o ,  eve ry  glass i s  bu r s t .  

Furnace and a l 1  r e n t  down! a s  i f  a b o l t  

Of thunder had been d r i v e n  through t h e  house. 

Re to r t s ,  r e c e i v e r s ,  p e l i c a n s ,  bolt-heads, 

A l 1  s t r u c k  i n  s h i v e r s !  (4 .6.57-62)  

However, whi te  rnagic o r i g i n a l l y  came i n t o  p o p u l a r i t y  f o r  

more p r a c t i c a l  t han  o p p o r t u n i s t i c  purposes .  The h e a l i n g  

p r o p e r t i e s  a s s o c i a t e d  wi th  white magic have been addressed i n  

p rev ious  c h a p t e r s  of t h i s  paper,  and no tab ly  i n  David Woodmanfs 

book, White Magic and Engl ish  Renaissance Drama. I n  t h e  opening 

c h a p t e r  of h i s  book, Woodman prov ides  t h e  backdrop f o r  t h e  r i s e  

i n  whi te  rnagic. Diseases such a s  t h e  bubonic plague had no 

cure ;  t h e  f a i l u r e  of  adequate medical  the rapy  and a l i m i t e d  

number of  t r a i n e d  men soon forced  people  t o  t u r n  t o  magic f o r  

re l ief .  The c a r e  of a phys ic ian  w a s  a l s o  t o o  expensive f o r  n o s t  

of  t h e  popula t ion ,  and t h e r e  were s imply no t  enough p h y s i c i a n s  

t o  adequa te ly  m e e t  t h e  i n c r e a s i n g  needs of t h e  pub l i c .  

The r i s e  and d e c l i n e  of t h e  o c c u l t  i s  c y c l i c a l  i n  n a t u r e -  

White, o r  n a t u r a l  rnagic, was o r i g i n a l l y  used as  a s u b s t i t u t e  f o r  

medicine (Woodman 50-51). However, t h e  i n c r e a s e  i n  p r o f e s s i o n a l  

medics (who had a t t ended  any of t h e  burgeoning schools  of 

medic ine)  con t r ibu t ed  i o  t h e  dying need f o r  magic. I n  h i s  book, 

The Occul t  on t h e  Tudor and S t u a r t  Stage, Robert Reed d e s c r i b e s  



t h e  burgeoning r o l e  o f  s c i e n c e  and t h e  e f f e c t  t h a t  s c i e n t i f i c  

growth had on magic, Alcherny s u f f e r e d  a s i m i l a r  f a t e  due t o  

d i s c o v e r i e s  i n  chernistry,  Magnetism and e l e c t z i c i t y ,  phenomena 

fo rmer ly  exp la ined  by occult isrn,  were now be ing  exp l a ined  i n  

mechanical  terms a s  t h e  movement o f  p a r t i c l e s .  However, n o t  a l 1  

new d i s c o v e r i e s  i n  s c i e n c e  w e r e  accepted  au toma t i ca l l y ;  most 

peop le  r equ i r ed  proof ,  o r  exper ience ,  be fore  p l a c i n g  t h e i r  t r u s t  

ir i ,  t h e  new rnethods. S c i e n t i s t s  no longer  pursued experi ïnents  

b l i n d l y  hoping t o  c o r r o b o r a t e  a hypothes is  u n t i l  t h e r e  w a s  

adequa te  proof of d i s cove ry ,  Charms, s p e l l s ,  and a n c i e n t  

p rophec ies  t h a t  r e l i e d  on f a i t h  a lone  were no match f o r  t h i s  

i n q u i s i t i v e  s p i r i t .  

Born o u t  of t h i s  humanist  s p i r i t  of e x p l o r a t i o n  i s  

Marlowe's p r o t a g o n i s t .  Ptolerny be l i eved  t h a t  al1 a u t h o r i t y  

shou ld  be ques t ioned i n  t h e  p u r s u i t  of knowledge, t h a t  one must 

look  t o  t h e  reasons and proof of  what i s  s a i d  a s  opposed t o  who 

i s  s a y i n g  it (Mebane 7 5 - 7 7 ) .  Marlowe's p l a y  is a p e r f e c t  

example of  a s cho l a r  ques t i on ing  knowledge and l ook ing  t o  o t h e r  

sou rce s  of  exper ience  f o r  proof and enl ightenment;  however, 

Faus tus  i s  punished f o r  t h i s  exp lo ra t i on  because he  l ooks  t o  t h e  

pe rce ived  f o r c e s  of  e v i l  i n  h i s  q u e s t  f o r  g r e a t e r  knowledge- 

Each o f  t h e  t h r e e  p l a y s  examined i n  t h i s  paper  c o n t a i n s  t h e  

elernent of exp lo ra t i on  which is n o t  independent £ r o m  t h e  

humanisrn o f  El izabethan England. Man had r e p o s i t i o n e d  h imse l f  



i n  t h e  un iverse ,  and with t h i s  change  i n  h i e r a r c h y  came t h e  

i n e v i t a b l e  power s t r u g g l e .  Also i m p l i c i t ,  however, a r e  t h e  

p o l a r  o p p o s i t e s  of enthusiasm and b P i g h t e d  hope. Francis  Drake 

sreturned from h i s  g loba l  t o u r  w i t h  a t r ea su re - l aden  sh ip ;  t h i s  

triurnphant journey opened up t h e  p o s s i b i l i t y  t h a t  England c o u l d  

have t h e  s a m e  power and g l o r y  e n j o y e d  by- t h e  Spaniards - W e  see 

t h i s  optimism r e f l e c t e d  i n  Shakespeare ' s  The Tempest. However, 

i n  o r d e r  t o  accomplish such c o l o n i a h i z a t i o n ,  s c i ence ,  

n a v i g a t i o n a l  technology and mathemat ics  moved t o  t h e  f o r e f r o n t ,  

t he reby  d i s c r e d i t i n g  t h e  i l l u s i o n s  of magic as we see  i n  

Jonsonr s p l a y .  

Faustus  i s  well  schooled i n  s c i e n c e  and mathematics, and i s  

n o t  a lone  i n  h i s  d e s i r e  t o  exceed a c c e p t e d  knowledge. I n  

Marlowe's Doctor Faustus, Bu t l e r  o b s e r v e s ,  w e  see r e f l e c t i o n s  o f  

John Deers own c a r e e r  under E l i z a b e t h  1 and h i s  i n s a t i a b l e  

c u r i o s i t y .  

The opening years  of t h a t  remarkable r e i g n  saw Doctor 

D e e ,  a s  he was always c a l l e d ,  a t  the he igh t  of  h i s  

happiness and fame. P e r s ~ n a  g r a t a  a t  cou r t ;  v e r y  much 

i n  t h e  eye of t h e  g r e a t  ornes on t h e  Continent  t o o ;  

s o l i c i t e d  by fou r  u n i v e r s i t i e s  : Louvain, Pa r i s ,  

Oxford, and Cambridge; and! a l r e a d y  t h e  au thor  o f  

l e a r n e d  books, what more c o u l d  h i s  h e a r t  d e s i r e ?  The 

answer has t r a g i c  i m p l i c a t i o n s .  H e  d e s i r e d  u n i v e r s a l  



knowledge. [. . . ] The middle-aged s c h o l a r  c o u l d  n o t  

r e c o n c i l e  h i m s e l f  t o  o u r  human l i m i t a t i o n s ,  and  w a s  

f o r e v e r  s t r i v i n g  t o  t r a n s c e n d  them. ( B u t l e r ,  Myth of  

t h e  Magus, 162)  

A s  i n  t h e  case o f  Dee, F a u s t u s r  s d e s i r e s  r e a p  d i r e  consequences  . 

However, Faus tus  i s  n o t  a l o n e  i n  h i s  p u r s u i t  o f  h i g h e r  l e a r n i n g .  

Rafe,  Robin, V a l d e s  and C o r n e l i u s  a r e  a l s o  a t t r a c t e d  t o  t h e  

i n f o r m a t i o n  made a v a i l a b l e  t h r o u g h  a s t u d y  o f  magic. 

The miracles t h a t  magic  w i l l  pe r fo rm 

W i l l  make t h e e  vow t o  s t u d y  n o t h i n g  else. - 

H e  t h a i  is grounded i n  a s t r o l o g y ,  

E n r i c h r  d wi th  tongues ,  w e l l  s e e n  i n  m i n e r a l s ,  

Hath a l 1  t h e  p r i n c i p l e s  magic d o t h  r e q u i r e .  

Then doub t  n o t ,  Faus tus ,  b u t  t o  b e  renownrd 

And  more f r e q u e n t e d  f o r  t h i s  mys te ry  

Than h e r e t o f o r e  t h e  De lph ic  o r a c l e .  

The s p i r i t s  t e l l  m e  t h e y  c a n  d r y  t h e  s e a  

And f e t c h  t h e  t r e a s u r e  o f  a l 1  f o r e i g n  wrecks,  

Ay a l 1  t h e  w e a l t h  t h a t  Our f o r e f a t h e r r s  hid 

Within t h e  massy e n t r a i l s  o f  t h e  e a r t h .  (1.1.137-148) 

F a u s t u s  s h a r e s  t h e  b e l i e f  o f  C o r n e l i u s ,  and  o t h e r  s c h o l a r s  of  

E l i z a b e t h a n  England, t h a t  " through d i l i g e n c e  i n  t h e  p u r s u i t  a n d  

a p p l i c a t i o n  o f  knowledge Englishmen c o u l d  a f f i r m  d i g n i t y ,  

p r o c u r e  wea l th ,  and  improve t h e  q u a l i t y  of  human l i f e M ( M e b a n e  



7 5 ) -  However, Faustus goes one step too far in his desire +O 

extend his imagination, and is left with nothing but illusions 

of grandeur. 

Faustus's excessive curiosity and vainglory are reflective 

of Renaissance scholarship at large; caught between an exhausted 

study of academia and a lack of faith, Faustus is left to his 

own devices and he turns to black rnagic to alleviate his 

boredom- As Reed argues, this hunger for knowledge is part of 

the existential tension of the Renaissance. 

The Renaissance was not only more credulous in respect 

to occult phenomena than the medieval period; it also 

had a hunger al1 its own, and this hunger extended 

beyond fact into the mysterious half-light of 

metaphysics. The extravagant acts of magic ascribed to 

Faustus appear to have expressed the Renaissance 

craving for the bizarre and unknowable. Little by 

little, they assumed the status of indisputable facts. 

[ . . . ] Doctor Faustus is one of several dramas of 

supernaturalism that have responded with equal success 

to two points of view: the syrnbolic and the realistic. 

The universal acceptance is due largely to the author's 

restraint, [ . . - 1 .  His natural dramatic sense 

dictated the advisability of restricting the 

achievernents, but not the potentialities, of the great 



s o r c e r e r .  [ .  . . ] Under t h e  t a l e n t e d  pen of  Marlowe 

t h e  Faust  legend a t t a i n e d  an  i r o n y  seldom matched i n  

d r ama t i c  l i t e r a t u r e :  in exchange f o r  a  few harmless  

p l e a s u r e s ,  Faus tus  must pay t h e  i n c a l c u l a b l e  price of 

e t e r n a l  damnation. Equally impor tant ,  Marlowe's 

d e l i b e r a t e  s i m p l i f i c a t i o n  o f  t h e  G e r m a n  l egend  - t h a t  

i s ,  h i s  r e j e c t i o n  of  t h e  ex t ravagan t  ep i sodes  - b r i n g s  

i n t o  c r y s t a l - c l e a r  focus  t h e  c e n t r a l  idea :  t h e  

con t en t i on  between t h e  opposing powers of  Good and E v i l  

f o r  the s o u l  of  each of  us ,  of  whom Faustus i s  t h e  

embodiment. (Reed 90-91) 

A s  Reed no t e s ,  t h e  o c c u l t  i n  Marlowe i s  counter -ba lanced by 

t h e  p resence  o f  t h e  r e l i g i o u s  symbols o f  t h e  Good and E v i l  Angel 

who contend f o r  Faus tus ' s  s o u l  thus adding t h e  f e e l i n g  o f  a 

m o r a l i t y  p l a y  t o  Marlowe's drama. "The  emphatic focus  upon t h e  

c o n f l i c t  between t h e  good and e v i l  agen t s  -- t h e  c e n t r a l  t h e s i s  

of r e l i g i o u s  drama - g i v e s  even Mephastophil is ,  who i s  F a u s t u s ' s  

p r i n c i p a l  tempter ,  t h e  a s p e c t  of a  m o r a l i t y  figurer '(Reed 9 2 ) .  

l h i l e  rnaking a  pac t  w i th  t h e  d e v i l  may be t h e  b l a c k e s t  o f  s i n s ,  

Faus tus  does much t o  o f f s e t  n i s  pact .  H e  i s  a l o v e r  of  

p r a c t i c a l  jokes ,  and i s  both  a f f e c t i o n a t e  towards, and 

p r o t e c t i v e  o f ,  h i s  f e l l o w  men a s  is evidenced near  t h e  end o f  

t h e  p l a y  when Faustus i s o l a t e s  h imsel f  completely s o  t h a t  h i s  

f r i e n d s  w i l l  n o t  s u f f e u  f o r  h i s  rnistakes.  " O f t  have 1 t hough t  



to have done so, but the devil threatened to tear me in pieces 

if 1 named God, to fetch both body and sou1 if 1 once gave ear 

to divinity, and now 'tis too late: gentlenien, away, lest  OU 

perish with me"(5.2.42-45). In loving his comrades Faustus 

shows a love for the God he has previously renounced. 

Marlowe isolated his protagonist in a tower of self- 

information, and so Faustus moves from one set of shackles into 

another; Marlowe thereby absents Faustus from Agrippars chain of 

intellectual development because he is rapidly removed £rom real 

contact with the world around him. However, as Yates argues, 

Marlowe acknowledges a Pseudo-Aristotelian theory of melancholy 

that is less defined than that of Agrippa: that of the fsolated 

scholar being subject to overwhelming melancholy. 

The thirtieth of the Problemata physica in this 

Pseudo-Aristotelian treatise discusses melancholy as 

the humour of heroes and great men. The argument is 

very detailed and medical but the main point is that 

the heroic frenzy, or madness, or furor, which 

according to Plato is the source of al1 inspiration, 

when combined with the black bile of the melancholy 

temperament produces great men; it is the temperament 

of genius. Al1 outstanding men have been 

rnelancholics, heroes, Like Hercules, philosophers, 

like Empedocles, Plato, and practically al1 the poets. 



The t h e o r i e s  o f  Pseudo-Aristot le  on melancholy w e r e  

n o t  unknown i n  t h e  Middle Ages, b u t  i n  t h e  Renaissance 

t h e y  a t t r a c t e d  genera l  a t t e n t i o n .  Ass imi l a t ed  i n t o  

Neoplatonism through t h e  P l a t o n i c  t h e o r y  o f  t h e  

f u r o r e s ,  t h e  n o t i o n  of t h e  melancholy he ro  whose 

genius  i s  a k i n  t o  madness became f a m i l i a r  t o  t h e  

European rnind- (Yates,  Occul t  Philosophy, 52)  

B y  d i s t o r t i n g  t h e  l egend  o f  Faust, Marlowe c r e a t e s  t h i s  

rnelancholic Renaissance s c h o l a r  who i s  doomed by h i s  own humour 

i n t o  a p a c t  r e l i n q u i s h i n g  h i s  sou l .  However, Marlowe 

counte rba lances  t h e  s e r i o u s n e s s  of F a u s t u s r s  s t u d i e s ,  (which 

F i c ino  deterrnined t o  be  t h e  cause o f  melancholy i n  h i s  work on 

a s t r a l  rnagic, D e  t r i p l i c i  v i t a ) ,  w i t h  t h e  j o v i a l i t y  and 

pranks te r i sm of h i s  newly acquired  magic a b i l i t i e s  (Yates,  

Occul t  Philosophy, 5 2 ) .  

W e l l ,  1 a m  c o n t e n t  t o  pa s s  s o m e  s p o r t ,  

And by t h e i r  f o l l y  make u s  merriment. 

Then charm m e ,  t h a t  1 may be i n v i s i b l e ,  

To do what 1 p l e a s e  

Unseen of any w h i l s t  1 stay i n  Rome. (3 .1 .52-56)  

Faustus becornes a sympathet ic  f i g u r e  embodying t h e  

e x i s t e n t i a l  t e n s i o n  of  t h e  humanist pe r iod  because  he  f a i l s  t o  

recognize  t h e  s e v e r i t y  of  his pact  with L u c i f e r .  The dramat ic  

t e n s i o n  c r e a t e d  by t h e  p h y s i c a l  presence  o f  t h e  Good and E v i l  



Angels i n  Doctor Faustus recalls t h e  symbolic  u se  of  

s u p e r n a t u r a l  f i g u r e s  i n  medieval  drama, While Marlowe's own 

a t h e i s t  t endenc ies  r e f l e c t e d  i n  h i s  p l a y  w e r e  prone t o  of fend,  

t h e  d r ama t i c  s u p e r i o r i t y  of  h i s  p l ay  is  e s s e n t i a l l y  

e n t e r t a i n i n g .  

Marlowe's comedic e lements  a r e  a l s o  i n  keeping w i th  a  

s h i f t i n g  use  of t h e  d e v i l  f i g u r e  i n  Renaissance drama. "The 

l i b e r a l i z a t i o n  of h i s  c h a r a c t e r  rnakes him no l onge r  t h e  

r e l a t i v e l y  s t a i d  demon of  medieval  convent ion ,"  Reed argues .  

" H i s  comic deportment is  cons ide rab ly  more c h a r a c t e r i s t i c  t h a n  

had been t h a t  of h i s  p r edeces so r s .  Underneath h i s  buffoonery,  

he  i s  a c l e v e r  des igner  of m i sch i e f ,  and y e t  can l augh  a s  

h e a r t i l y  a t  h i s  f a i l u r e s  as a t  h i s  occas iona l  successesr f (Reed 

4 7 ) -  While Mephastophilis c e r t a i n l y  g i v e s  an  agon iz ing  p o r t r a i t  

of t h e  mental  tonnent of  h e l l ,  he also r e a d i l y  p a r t i c i p a t e s  i n  

Faus tus ' s  prank a t  t h e  papa l  Teas t .  S i rn i l a r ly ,  i n  Robert 

Greene's p lay ,  F r i a r  Bacon and F r i a r  Bungay, t h e  d e v i l  appears  

t o  t r a n s p o r t  M i l e s  down t o  h e l l ,  and acts as a l eaven  t o  

c o u n t e r a c t  t h e  sorrow F r i a r  Bacon a f f e c t s  over  h i s  f a i l e d  a r t .  

MILES : There's no th ing  le t s  m e  from going with you, 

bu t  t h a t  ' t i s  a long  journey, and 1 have 

never  a ho r se .  

DEVIL : Thou s h a l t  r i d e  on my back. 



MILES : 

DEVIL : 

MILES : 

DEVIL : 

MILES : 

DEVIL : 

MILES : 

DEVIL : 

MILES : 

Now s u r e l y  h e r e r s  a cour teous  d e v i l ,  t h a t  

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

make a  j ade  of h imse l f -  But I p r a y  you, 

goodman f r i e n d ,  l e t  m e  move a q u e s t i o n  t o  

you . 

Whatr s t h a t ?  

1 p ray  you, whether i s  your Pace a t r o t  o r  

an  amble? 

An amble. 

' T i s  w e l l .  But t a k e  heed i t  be n o t  a t r o t .  

But ' t is  no ma t t e r ;  Ir 11 preven t  it. 

What d o s t ?  

Marry, f r i e n d ,  1 put  on my spu r s ;  f o r  i f  1 

f i n d  your Pace e i t h e r  a t r o t  o r  else uneasy, 

I r  ll p u t  you t o  a  f a l s e  gallop; I f  11 make 

you f e e l  t h e  b e n e f i t  o f  my s p u r s .  

G e t  upon m y  back. 

Oh, L o r d ,  h e r e r s  even a goodly marvel ,  when 

a man rides t o  h e l l  on t h e  devil's back. 

( 1 5 . 4 6 - 6 4 )  

However, t h e  comic elements  i n  Marlowe do no t  d e t r a c t  £rom 

the t r agedy  t h a t  ensues .  Any comic elements Marlowe bestows on 

Mephas tophi l i s  do l i t t l e  t o  o f f s e t  F a u s t u s r s  i s o l a t i o n  t h a t  

r e s u l t s  i n  his p a c t  wi th  L u c i f e r .  



Unlike Marlowe's intellectual and physical isolation of 

Faustus, Shakespeare's isolation of Prospero to the island makes 

the latter's magic seem more benign and controlled; Prosperors 

magic leads to a unified pattern unlike the disconnected 

episodes and displays of Faustus. Shakespeare's use of the 

island in The Tempest could have been precipitated by the recent 

discovery of the Bermudas adding the extra element of exoticism 

to the play; associated with this exoticism is mystery and 

possibly elements of the occult. Therefore, Prospero has no 

need- to conjure demons and does not fa11 into the same trap as 

Faustus. As Reed notes, Prospero conformed to the Renaissance 

concept of magic in a way that Marlowe's protagonist did not. 

Prospero' s stature as a magician is due not so much to 

the novelty of performance as to the perfection and the 

manifold variety of his art. The raising of the 

tempest, the immobilizing of Ferdinand so that he 

cannot strike with his sword, the casting of victims 

into mental distraction, and the conjuring of spirits 

in a variety of shapes - al1 these feats belonged to 

the popular superstition of the Renaissance. (Reed 124) 

The period of the Renaissance was especially interested in 

the practices of the occult, and Shakespeare's Prospero is the 

ultirnate figure in sorcery for the era. That demons control 

the weaiher is a consistent tenet of witchcraft, which would 



s e e m  t o  suppo r t  t h e  n o t i o n  t h a t  Prospero i s  indeed p r a c t i c i n g  

benign w i t c h c r a f t  i n  T h e  Tempest, Shakespeare a l s o  s u s t a i n s  t h e  

p r e sence  o f  whi te  magic i n  The Ternpest w i t h  t h e  masque o f  C e r e s ,  

Juno and Iris i n  A c t  Four, Scene One; whi te  magic w a s  comrnonly 

h e l d  t o  be c o n s i s t e n t  w i t h  f e r t i l i t y  magic- Ceres and Juno s i n g  

o f  bounty and good f o r t u n e  and c o n t r i b u t e  t o  t h e  p r o s p e r i t y  

r e s u l t i n g  from wh i t e  magic. 

JUNO:  Honour, r i c h e s ,  marr iage-bless ing,  

Long con t inuance  and i n c r e a s i n g ,  

Hourly joys be  s t i l l  upon you; 

Juno s i n g s  h e r  b l e s s i n g s  on you. 

CERES : E a r t h r  s i n c r e a s e ,  f o i son  p l e n t y ,  

Barns and g a r n e r s  never.ernpty. 

Vines w i th  c l u s t e r i n g  bunches growing, 

P l a n t s  w i th  goodly burden bowing; 

Spr ing  corne t o  you a t  t h e  f a r t h e s t ,  

I n  t h e  ve ry  end o f  h a r v e s t .  

S c a r c i t y  and want s h a l l  shun you, 

Ceres r  b l e s s i n g  s o  is on you- (4.1.106-117) 

The f a c t  t h a t  Shakespeare ' s  p l a y  ends i n  good weather  d i r e c t l y  

c o i n c i d e s  w i th  t h e  union of t h e  l o v e r s  Ferdinand and Miranda. 

Such a harmonious end ing  j u s t i f i e s  t h e  use  o f  P r o s p e r o r s  a r t  i n  

t h e  same f a s h i o n  that t h e  r e s u l t i n g  anarchy and chaos  i n  



Jonson's p l a y  negates  t h e  manipula t ion of occu l t i sm  f o r  p e r s o n a l  

bene£ it , 

Unlike Shakespeare,  Jonson uses  t h e  s u p e r s t i t i o n  and fear 

of  t h e  o c c u l t  i n  t h e  Renaissance t o  provide  a complete send-up 

of  magic i n  h i s  p lay*  Jonson was not  a lone  i n  h i s  c r i t i c i s m  of 

t h e  o c c u l t .  Thomas Heywood presen ted  w i t c h c r a f t  bo th  

s a t i r i c a l l y  i n  The W i s e  Woman of Hogsdon, and c r edu lous ly  i n  

Gunaikeion. A s  Reed a rgues ,  Heywood, l i k e  Jonson, recognized 

t h e  p r o f i t a b i l i t y  of w i t c h c r a f t  and occult ism, b u t  he a l s o  

recognized  t h a t  such an  oppor tun i ty  f o r  c a p i t a l i s m  o f t e n  

r e s u l t e d  i n  char la tan i sm.  

The d i s t i n c t i o n  between genuine wi tches  and c h a r l a t a n s  

who posed a s  o c c u l t i s t s  i n  t h e  hope o f  monetary p r o f i t  

was cornonplace du r ing  t h e  r e ign  of  King James 1 -  

Indeed, t h e  king h imse l f ,  a l though a b e l i e v e r  i n  t h e  

o c c u l t ,  exposed a t  l e a s t  t h r e e  f r a u d u l e n t  

p r a c t i t i o n e r s  of t h e  a r t .  L i k e  t h e  king,  Heywood was 

f u l l y  aware o f  t h e  advantages t o  be ga ined  by a 

p re tender  to o c c u l t  knowledge, whether a c t i n g  as a 

wise woman o r  a J e s u i t  e x o r c i s t ;  bu t  t h i s  does no t  

mean t h a t  he e n t e r t a i n e d  a s e r i o u s  doubt  a s  t o  t he  

r e a l i t y  of w i t c h c r a f t .  Witches e x i s t e d ,  a s  he informs 

us i n  Gunaikeion; on t h e  o t h e r  hand, knowledge of  t h e  

o c c u l t  was s o  p r o f i t a b l e  t h a t  women, and even men, 



pretended t o  it i n  o r d e r  t o  o b t a i n  some f r a u d u l e n t  

advantage . (Reed 155) 

Jonson uses  b l i n d  c r e d u l i t y  and a v a r i c e  t o  t h e  utrnost 

s a t i r i c  effect i n  The Alchemist.  P a r t  o f  t h e  f a i l u r e  of  alchemy 

i n  Jonsonr s p l a y  i s  i t s  penchant f o r  g rand iose  d e s i g n s ,  s u c h  a s  

an e l i x i r  o f  life which would c u r e  a l 1  d i s e a s e s  ( a n  end t h o u g h t  

t o  be ach i evab l e  through t h e  p r a c t i c e  o f  whi te  mag ic ) ;  t h i s  

concept  was t o o  far - reaching for t3e r e l a t i v e l y  new s c i e n c e s -  

Jonson u se s  t h e  s o r c e r e r r s  art of alchemy t o  expose t h e  

g u l l i b i l i t y  o f  h i s  countrymen, and t h e  e n t e r p r i s e  under taken  by 

Dol, S u b t l e  and Face r a p i d l y  d i s s o l v e s  i n t o  cha r l a t an i sm.  

S u b t l e  ana  Face, l i k e  Faustus and Prospero ,  pos se s s  a forbidder i  

language and use  t h i s  t o  de lude  t h e  o t h e r  c h a r a c t e r s  i n  t h e  p l a y  

who a r e  consumed by greed; it e m u l a t e s  a m o r a l i t y  p l a y ,  b u t  w i th  

t h e  added h m o u r  of  Jonsonr s acerbic w i t -  The p l a y r  s d r a m a t i c  

e f f i c a c y  i s  accompanied a t  eve ry  t u r n  by t h e  v i c t i m r s  

u n q u a l i f i e d  f a i t h  i n  t h e  magic arts. Jonson 's  p l a y  is f i r m l y  

grounded i n  t h e  Renaissance c o n c e p t  of  t h e  o c c u l t  because,  as 

Reed can tends ,  i t  i s  n o t  s t r i c t l y  l i m i t e d  t o  alchemy. 

Many people a r e  i n c l i n e d  t o  t h i n k  t h a t  Jonson 's  p l a y  

focuses  e x c l u s i v e l y  upon t h e  p r a c t i c e  o f  alchemy- I n  

a c t u a l i t y ,  S u b t l e  p r e t e n d s  t o  a lmost  e v e r y  a r t  

ascxibed t o  Renaissance s o r c e r e r s .  During t h e  

a l t e r c a t i o n  i n  t h e  open ing  scene ,  Face cha rges  hirn 



with 'searching for things lost with a sive and 

sheeres," a practice common both to sorcerers and 

white witches. Subtle also feigns a knowledge of 

familiar spirits- Although Jonson exposes each of 

these sorceries as a hoax, he is not concerned 

primarily with satirizing Subtle, who has the 

redeeming quality of a clever wit; his principal 

objective is to expose.the credulity of those people 

who accept each imposture of the charlatan as a bona 

fide act of magic. It is not surprising, therefore, 

that Subtle, despite his varied interests as a 

charlatan, devotes the major portion of his time to 

alcherny. The idea that a base metal can be 

transformed into gold has of course a compelling 

appeal to the greed inriate in hurnan nature; and greed, 

as Jonson recognized, since it tends to over- 

eagerness, is the trait most certain to produce and 

sustain an unperturbed credulity. (Reed 139-140) 

The tone of Jonson's play was obviously reflective of King 

James's suspicion of the over-use or ill-use of witchcraft for 

personal gain in much the same way 2s Shakespeare's play 

reflects Elizabeth 1's sympathies for magician-scholars such as 

John Dee. Shakespeare's play is one of judgment and balance 

with Prospero finally uniting the rnicrocosmic society on the 



i s l a n d  i n  harmony wi th  t he  coupl ing o f  Ferdinand and Miranda. 

Because Shakespeare has presented us  w i t h  bo th  s i d e s  o f  t h e  

equa t ion  (w i th  a man who has l ea rned  from h i s  mistakes,  wi th  

o t h e r s  co r rup ted  by g reed ) ,  and wi th  t h e  p a i r i n g  of l ove r s ,  he 

p rov ides  a compromise between t h e  t r agedy  o f  Doctor Faustus and 

t h e  foo lhardy  char la tanism of The Alchemist .  Shakespeare has  

p re sen ted  t h e  audience with a magician who i s  aware of h i s  own 

l i m i t a t i o n s  and w h o  does not  d e s i r e  t o  su rpas s  them. Because 

Prospero i s  a c h a r a c t e r  a t  r e l a t i v e  peace wi th  himself (due t o  

h i s  i s o l a t i o n  and r e c o l l e c t e d  memory), and t h e  elements on t h e  

i s l a n d ,  The Tempest ends harmoniously. Prospero uses  magic a s  

it s u i t s  him, bu t  a l s o  renounces it once h i s  ends have been 

achieved.  H e  r e t u r n s  t o  Milan t o  resume h i s  worldly p o s i t i o n ,  

and t h e r e f o r e ,  chooses t o  remain human. Prospero has passed 

through t h e  t h r e e  s t a g e s  of Agrippa's melancholy and is  t h e  

w i s e r  f o r  it. Shakespeare's p l ay  i s  a r e f l e c t i o n  of  t h e  awe 

surrounding t h e  o c c u l t  t h a t  was p e r p e t u a l l y  dirnming wi th  t h e  

f l o u r i s h i n g  of  s c i ence .  Conversely, Jonson's  play r e f l e c t s  t h e  

i n c r e a s i n g  opportunism of t h e  o c c u l t  a r t  no tab ly  brought o u t  

dur ing  t h e  wi tch  t r i a l s  under t h e  r e i g n  of  James 1. I t  i s  a 

r e f u t a t i o n  of  Agrippa 's  theory of melancholy, and s i m i l a r  t e x t s ,  

and is a s a r d o n i c  r e t o r t  t o  t h e  whi te  magic g l o r i f i e d  under t h e  

r e i g n  of  E l i z a b e t h  1. Marlowe's p l a y  is t h e  most obviously  

d e f i a n t  of t h e  t h r e e  because it p r e s e n t s  a  sympathetic p o r t r a i t  



of an educated man who succumbs to black magic to alleviate his 

boredom. Doctor Faustus reflects the inquisitive spirit of 

humanisrn and takes into account the Pseudo-Aristotelian theory- 

of melancholy. Faustus is an isolated scholar who makes a bad 

decision that resulis in his eternal isolation £rom God. 



Conclusion 

The sole of the magician in Elizabeth- drama was both 

complex and enigmatic, As dramatists, Shakespeare, Marlowe and 

Jonson were required to entertain, to instruct and to invite 

their audience into the world of their plays. The figure of the 

magician furnishes them with a powerful instrument, which they 

used above al1 to demonstrate and explore the eternal human 

paradox that fascinated their age: that man is at once both 

limited and limitless. At the same time, rnagic was a morally 

ambivalent art, and Marlowe, Shakespeare and Jonson made use of 

the ambivalence by playing black and white rnagic against each 

other to create a complex mode of communication with their 

audience. 

While Marlowe is ostensibly dealing with black rnagic, his 

presentation of it is complicated by the doubts he raises about 

Faustusts free will, and, while the motivation that moves 

Faustus towards a study of black rnagic is not malevolent, his 

use of the art still reaps dire consequences- In Doctor 

Faustus, as a result, we have a sympathetic protagonist who 

seems uiduly punished for his overreaching, a revamping of the 

legendary German Faust in keeping with the spirit of Renaissance 

humanism and Marlowe's own tendencies towaxds skepticism. In 



The Tempest, Shakespeare produced an enigmatic amalgam that he 

called rough rnagic- Though Prospero has been critically 

proclaimed a white magician, The Tempest in fact throws some 

doubt on the moral status of his art, Shakespeare has 

complicated the issue further by integrating elements of 

fertility magic and the partial use of Medears incantation in 

Prosperots renunciation speech. Prosperols magic is ultimately 

justified, but  not questioned, as the play ends with a return to 

order and prosperity, leaving rnagic behind on Prospero's island 

as a kind of suspect and dangerous knowledge. In Jonson, we 

have a complete travesty of alchemy, considered a derivative 

form of white rnagic. Subtle, Face and Do1 create spectacular 

illusions of occult power on the stage, but they are not true 

scholars of rnagic, are motivated by greed and render the  alchemy 

of the play impotent. The world of Jonson's play is one of 

decadence and fraud and is ultimately resolved in failure- 

Al1 three dramatists used magic and the magician f o r  lively 

theatrical effects such as an unusually energetic i r o n y  and 

comedy and an almost voyeuristic engagement of  fantasies of 

power and sensuality. The audience is offered a presentation of 

the forbidden through the use of magic and this is integral to 

the eternal buman paradox of limitation. In al1 three plays 

what is forbidden is the knowledge that comes with the practice 



of magic. F a u s t u s  i s  e t e r n a l l y  damned f o r  h i s  u s e  of b l a c k  

magic and Marlowe's p l a y  reflects t h e  t e n s i o n  Faus tus  

e x p e r i e n c e s  as he  t r ies  t o  exceed t h e  i n t e l l e c t u a l  l i m i t s  of 

b e i n g  human. The t e n s i o n  i n  Shakespeare ' s  p l a y  r e s u l t s  i n  a 

q u e s t i o n i n g  o f  t h e  ends o f  rnagic and i s  i l l u s t r a t e d  by 

P r o s p e r o r s  e x i l e  f o r  t h e  u s e  o f  rnagic, and h i s  subsequen t  r e t u r n  

t o  t h e  Mi lan  t h r o n e .  L a s t l y ,  i n  Jonson t h e  t e n s i o n  i s  

i l l u s t r a t e d  by t h e  l a c k  of  s c h o l a r s h i p  involveci i n  S u b t l e r s  

p r a c t i c e  o f  alchemy; t h i s  t e n s i o n  r e f l e c t s  t h e  s k e p t i c i s m  and 

p e r c e i v e d  oppor tunism o f  magic i n  t h e  Jacobean era. 

During t h e  p e r i o d  i n  which t h e  p l a y s  were w r i t t e n ,  

a t t i t u d e s  towards  o c c u l t i s m  evolved  from s y m p a t h e t i c  a c c e p t a n c e  

under  E l i z a b e t h  1 t o  d i s t r u s t  and s k e p t i c i s m  under  J a m e s  1. The 

t h r e a t  o f  c e n s o r s h i p  and l o s s  o f  p a t r o n a g e  t a u g h t  a l 1  d r a m a t i s t s  

of t h e  p e r i o d  n o t  o n l y  how t o  uphold t h e  status quo on the 

s u r f a c e  o f  t h e i r  work, b u t  a l s o  how t o  communicate more c r i t i c a l  

messages o b l i q u e l y  t o  knowing m e m b e r s  of  t h e i r  aud ience .  

Marlowe, Jonson,  and Shakespeare  u s e  t h i s  two-sided 

communication i n  t h e i r  p r e s e n t a t i o n  o f  magic.  While Marlowe 

p r e s e n t s  a re sound ing  condernnation o f  b l a c k  magic i n  Doctor 

Faus tus ,  he  i n s i n u a t e s  doub t s  about  double  p r e d e s t i n a t i o n  and 

t h e  goodness and even  t h e  e x i s t e n c e  o f  God t o  a u d i e n c e  members 

who are  a d e p t  i n  t h e  l o r e  o f  magic. To  a u d i e n c e  members w i t h  

t h e  same s k i l l s ,  Jonson i n s i n u a t e s  a  d e v a s t a t i n g  c r i t i q u e  o f  a l 1  



magic, indeed al1 illusion-making, into a play that brands- 

alchemy as a greed-inspired fraud, and Shakespeare insinuates a 

celebration of the old reign of Queen Elizabeth into a play that 

apparently celebrates the benevolent autocracy and the concern 

for order that characterized the new reign- 

The most effective historical threat to the viability of 

magic was the rise of science. Each of the three plays reflects 

the new environment in a different w a y .  The growth of science 

was particularly deleterious to the practice of alchemy as the 

mystery surrounding the art was defeated by the documented 

research applied to chemistry. The science of exploration is 

most critical when applied to Shakespeare's play because 

Prospero's island reflects the exoticism and believed occultism 

of the newly discovered Bermudas- Marlowe's play has less to do 

with the rise in science than with the heretical attacks on some 

of his contemporaries who were practicing magic, such as 

Agrippa, Pico, and Bruno. Marlowe's play is a reflection of the 

environment of suspicion and fear surrounding the use of rnagic. 

Shakespeare, Jonson and Marlowe succeeded in presenting the 

fraught existence of their magician protagonists and, in doing 

so, have left a legacy of entertainment that continually 

surpasses socio-political boundaries and constantly forces us as 

spectators to question our own desires for forbidden knowledge. 
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