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framework of orthodox Christian practice. "“Hye tc thy fathers house,"
he tells Giovanni,
there locke thee fast
Alone within thy chawber, then fall downe
On both thy knees, and grovell om the ground:
Cry to thy heart, wash every word thou utter'st
In teares,--and if't bee possible,--of blood:
Begge heaven to cleanse the leprosie of lust
That rots thy soule, acknowledge what thou art,
A wretch, a worme, a nothing: weepe, sigh, pray
Three times a day and three times every night:
For seven dayes space doe this . . .
(I.i,69-78)
Even the Friar's choice of language is in line with the rhetoric
usual to Renaissance discourse on this subject. The suggested
procedure is a typical means of mortifying the fleshj the Friar's
words could as well have come from a sermon by Joln Donne.

In addition to hils role as confessor, the Friar is obviously
fond of Giovanni. As a matter of fact, part of the Friar's horror
stems from the knowledge that he has forsaken his own studies at
Bologna in order to remain with his “tutelage." His affection for
the youth also partly explains the Friar's unwillingness to totally
denounce Giovanni. While he says that his young friend is "lost,"
is a "foolish madman,” and is heading for "“ruin,"” the Friar is
careful not to close off all chances for Gilovanni's moral recovery.
And although we see a thoroughly corrupt and blasphemous upstart
before us, the Friar sees a young and once brilliant companion.

The Friar's affection accounts, too, for his "worldly-wise"™ dis-

cretion, Besides, he is cast into something of an iromic position
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by Giovanni., As his teacher at the University, the Friar feels at
least tangentially respomsible for his wayward student, Because
he has helped equip Giovanni with the tools of the philesopher,
the Friar assumes a portion of the guilt for Giovamni's perversion
of values, |

Yet there can b2 no question in this first scene that Giovanni
has misused his reason. His logic is specious, resting principally
upon emotional drives that are purely egoistic. At one point in his
argument Giovanni even resorts to begging the question. Beginning
"Gentle father,/ To you I have unclasp’t my burthened soule" (I.i.12-13),
he opealy tries to prompt the Friar's sense of compassion and thus
gain sanction for his wishes, But he does not succeed, The Friar's
gentle reply is soon turned inteo an absolute command that Giovamni
abandon the evil desires that plague him., As a rhetorician Giovamni
fails miserably, for he is unable to resist falling back upom
emotional bias. As a debater he is doubly defeated, for he is met
with an inflexible "Thou shalt not"™ from the Friar.

What we begin to see here is Ford the psychologist as well as
Ford the dramatist., He has brilliantly pitched us intoc the middle
of a moral conflict that threatens to enlarge and fester. In less
than one hundred lines he has seized upon the essential moral issues
that will occupy the center of 'Tis Pity and has done so with all
the dramatic skill at his command., We also see that Ford has
subtly delineated his characters so that they come alive and move

and speak in ways sharply defined, More than meee'types," Giovanni
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and the Friar are tautly developed. Friends on one level, enemies
on another, they are individualized to the point that their clash
becomes highly credible and engrossing.

Ford has given us two viewpoints to consider: CGiovanni's and
the Friar's. In Giovanni we have an undisciplined, selfish, and
wildly rebeliious approach to the pereanial conflict between moral
fiat and emotional drives. Glovanni, we feel convinced, will listen
to no one who opposes the conswmation of his incestuous love, and
$0, seoms destined for & fall, On the other hand, the Friar's posi-
tion, if alsc somewhat unrestrained, is nonetheless traditional and
absolute. To be sure, it is hard to imagine the Friar remaining calm
under the circumstances. As a man, he is revolted at the thought of
incest and has no desire to be a party to Gigvanni's proposals, As
a priest, what other pesition can he take?

Another way to approach the problem of incest, however, is pro-
vided by Annsbella, Her moral position rests somewhere between that
of Giovanni and the Friar, for when she meets her brother (I.iii),
she momentarily hesitates before succumbing to his wishes, Though
she, too, is inflamed by passion, Annabella implicitly acknowledges
the sinful nature of Giovanni's proposals before she recklessly joins
him in a love~pact:

Forbid it, my just feares!
If this be true, 'twere fitter I were dead.
(1.11i,73-74)
Nonetheless, join him she does and in an absurd travesty of the con-

ventions they are flouting, Annabells and Giovanni kneel down before
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cne another, exchange vows, swear they will remain constant, and
seal their bond with a kiss., Like her brother, Annabella initially
lacks a genuine sense of guilt, Since she ssems not to know right
from wrong, Eliot's verdict (i.e¢.,, that Annsbella is "virtually a
moral defective') appears valid here, 4
Yet Annabella's slight hesitation is, I think, important,

Giovaani comes to her with a “tortur'd soule,' works upon her sense
of pity, and says that in trying to repent he has

Done a2ll that smooth'd-cheeke vertue could advise;

But found all bootelesse: 'tis my destiny

That you must eyther love, or I must dye.

{I.i11.81~-83)

No thinker, Annabella is overcome by Giovanni's bombast; like the
pitchman he is, he pressures his sister into "buying" his love., To
prove that his intentions are holy, Giovanni applies the same
specious logic that failed to impress the Friar. With the naive
Annabella he has more success.

Neerenesse in birth or blood doth but perswade

A neerer neerenesse in affectiom.

I have askt coumsell of the holy church,

Who tells me I may love you; and 'tis just

That, since I may, I should; and will, yes, willl
Giovanni lies to his sister here, for no churchman has given his
sanction to the affair., Meanwhile, Annabella is not so daring in

her yearning. She blushes, for instance, when she reveals the long

standing sexual attraction she has had for Giovanni, And while a

4pliot, op. git., p. 174,
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blush may at this moment indicate little moral health, her em~-
barrasspeat is a good desl move than Giovanni displays. But even
at this, Annabella's actions are far from blameless. Regardless
of what is responsible for her eventual submission, she is willing
to admit that she has long possessed an unnatural affection for her
brother.
in this scene Giovanni's moral state appears to have worsened,

He begins by soliloquizing that he is "lost" and that "the move I
strive, I love" (1.iii.2), He claims the Friar's advice has netted
him nothing snd has thevefore forsaken it; now, however, he shous
an awareness of sin:

0O that it were not in religion sinne

To make our love a god, and worship itl

(I,11i.6~7)
No longer trying to suppress his passion, Giovanni gives up and
attributes it to an outside agency:
. + » 'tis not, I know,
My lust, but 'tis my fate that leads me on.
(1.411.15-16)

The result is irenic. In effect, Glovanni equates lust and fate;
his assertions to the contrary are simply wilfull self-deception.
To justify his evil, he has replaced a providential view of life
with the machine-like force of fate, so as to evade responsibility
for his actions, And by denying responsibility for what he does,
Giovanni ironically undercuts his dreams of individuality and

self-mastery. He is unwittingly reducing his humanity while

thinking he is exalting it, At one and the same time, he exerts
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his will in one direction and rejects it in another. Thus, it is
difficult to picture him as a dashing libertine; he has by now be-
come 3 rather pathetic figure beset with weaknesses he does not
recognize,

From this point on Giovanni and Annabella degenerate rapidly.
Once they have consummated their love, they become disgustingly coy
in thelr erotic banter with one another. Teased about her loss of
chastity, Annabella, delighted, replies:

Oh, y'are wanton!
Tell on't, y'are best; doe,
(If. i‘ 14“’15)

Her brother rewards her with:

Kisse me--scl Thus hung Jove om Laeda's necke,
And suck®’t divine ambrosia from her 1lips,

The analogy, however accurate, goes unnoticed by them both. Unaware
that he has rejected reason, Giovanni irenically keeps up his
"logical® front before the Friar and still argues in behalf of his
actions:

What I have done I'le prove both fit and good.
It is a principall, which you have taught
When I was yet your scholler, that the frame
And ¢omposition of the minde doth follow
The frame and composition of body:
So, where the bodies furniture is beauty,
The mindes must needs be vertue; which allowed,
Vertue it selfe is resson but refin‘d,
And love the quintessence of that: this proves
My sisters beauty being rarely faire
1s rarely vertuous; chiefely in her love,
And chiefely in that love, her love to me.
If hers to me, them so is mine to her;
Since in like causes are effects alike.

(II . V. 13“’26}
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This argument is perversely Neo-Platonic. Giovanni distorts truth
when he contends that virtue "it selfe is reason but refin'd”, and
that love is 'the quintessence" of reason, In the Symposium, Socrates
values love only when sensual love has been supplanted by a higher,
purely rational love divorced from the senses; so too does Marsilio

Ficino in his Commentary on Plato's Symposium (1482), one of the key

analyses of love in the Renaissance Neo-Platonic tradition of love,
But Giovanni is trying, more lamely than he suspects, to justify
physical union on non-physical premises, Even if we were to concede
some truth to his ressonimng, it is foolish to assume that he is
virtuous merely becauss Annabella is, especially since it is obvious
that Annabella is no longer virtuous, if she ever was. Giovami's
reasoning is still specious, and still the Friar refutes it:

0 ignorance in knowledgel Long sagoe,

How often have I warn'd thee this before!

Indeed, if we were sure there were no deity,

Nor heaven nor hell, then te be lead alone

By natures light--as were philosophers

0f elder times--might instance some defence.

But 'tis not so: then, madman, thou wilf finde

That nature is in heavens positiens blind,

(Xl.v.27-34)

As before, the Friar contends that Giovanni is badly mistaken in
assuming that pre-Christian phileosophy iskes precedence over the
doctrines of Christisn mokality, Trying to be reasomable, the Friar
supposes for a moment that were God not to exist, Giovanni would yet

have only "some" defonse for imcest.® But God does exist for the

SRobert Ornstein, op. cit., p. 206, maintains that the Friar
“implies that philosophy aad 'hatural law' support rather than refute
Giovanni's arguments" when he admits that "incestuous desire is
natural, though forbidden by divine law," I find this hard to accept.
After all, the Priar says only that Giovanni "might” have an argu-
ment if natural law prevailed. He uses wmerely a rhetorical hypo-
thesis which, in fact, is "not so."



32

Friar, who kaows that "natures light" (i.e., reason) is finally an
insufficient weans of moral illumination for any man., Again, the
Friar could conscienticusly take no other view,® If he is categori-
cal, what else, in the last resort, can he be as a Catholic clergy-~
man?

In a childish effort to esbarrass the Friar, Giovanni then
describes Annsbella's physical charms, Beginning with her lips,
breath, eyes, hair, etc., he deliberately proceeds until "what is
else for pleasure fram'd/ Least I offend your eares, shall gos um-~
named” (I1I1.v.57-58)., This catalogue of feminine features is a
parody of the ancient conception of the great chain of being and
suggests how Giovanni is actually descending the chain from levels
of spirituality to levels of animality.

Owing both to & sense of guilt and to the fact that she has
become pregnant, Annabella, on the other hand, becomes centrite, does
penance before the Friar, amd begs for mercy. Curiously, he tells
her she must accept

First, for your honours safety that you marry
The Lord Soranzo; next, to ssave your seule,

Leave off this life, and henceforth live to him,
(I11,vi,36-38)

SThe idea that reliance upon "natures light" might be morally
destructive is fairly commonplace. The Christian-humanists through
their pronounced familiarity with classical literature were aware
of such a danger. In Paradise Regained, for example, Satan tempts
Christ to 'be led by Nature’s light" and abandon '"Moses' law.” But
Christ replies that "he who receives/ Light from above, from the
fountain of light,/ No other doctrine needs., . .*
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The Friar appears to resort to expediency here, and agaln with mixed
motives. In the first place, since he, Giovanni, and Putana alone
know that Anmsabella has been sharing Giovanni's bed, the Friar feels
he must provide the girl with more than religious solsce, Conse-
quently, he offers Annabella spiritual guidance and practical advice.
Nevertheless, while trying to be helpful, the Friar is prompt-
ing Annabella to cheat Soranzo, sven though he knows nothing of her
pregnancy. Once more faced with a choice between the lesser of two
evils, the Friar chooses to risk a slight to Soranzo's pride and
already dubious reputation, Critics who think the Priar muddled here
appear to have overlooked his sincere kindness. He obviously feels
the same way about Annabella as he doess sbout Giovamni: both are
misguided delinquents in his eyes. If he compromises with values,
as he does, it is because of the charity he shows them both. But
rather than to see her continue sinning, he tells Annabella that she
is "almost condemn'd alive" (III.vi.8), leaves her an opportunity
to repent, and, perhaps, redeem herself,
True repentance, however, is still some distance from Anmnabella.

After Sorsnzio mayries her and finds that she 1s pregnant, Ammabella
taunts him with his ignorance:

Beastly man, why 'tis thy fate,

1 sued not to thee; for, but that I thought

Your over-loving lordship would have runne

Madd on denysll, had yee leat me time,

I would have told "ee in what case I was , . .

(Iv.1i1,15-19)

When Soranzo tortures her in order to learn the identity of her lover,
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Annsbella stubbornly refuses to divulge it, Instead, she mockingly
sings,

Che morte piu dolce che morire per amore?’
It is not until the beginning of the fifth act that Annabells sincerely
repents for her sins: "My conscience now stands up against my lust/
With dispositions charectred in guilt™ (V.i,9-10}, When the Friar
coincidentally happeas by her open window, Annabella calls him to

delivar

This paper double lin'd with teares and blood:
Which being granted, here I sadly vow
Repentance, and & leaving of that life
I long have dyed im,

(V.1.34-37)

She bids the Priar to have Giovanni “read it, and repent" (V.1.47),
and when he consents, Amabella feels that she can "welcome death”
(V.i.59).

In contrast, Glovanni never repents, Bursting with pride and
disdain, he continues his onslaught agsinst what he thinks is con-
ventional morality:

Busie opinion ls an idle foole
That, as a schoole-rod, keepes a child in awe,
Frights the unexperienc't temper of the mind:
So did it mee, who, ere my precious sister
Was married, thought all tast of love would dye
in suech a contract; but I finde no change
Of pleasure in this formall law of sports.
Shee is still one to mee, and every kisse
As sweet and as deliclious as the first
I reap't, when yet the priviledge of youth
Intitled her a virgine,

(V.ii1,1~11)

7Sherman translates, "What death more sweet than to die for
love



The fact that he is now an adulterer compounds Giovanni'’s sins,
Furthemmore, words like "tast,” "sports,” "sweet,” and “delicicus"
assure us that, whether he knows it or not, he is deeply immersed
inthe senses. The "superstitious feare" the Friar offers him,
Giovanni hurls aside; in defiance, he scoms the Friar's "peevish
chattering.” But irony undercuts all that Giovanni now says or does,
He implies here that he is not "unexperienc't,” but when first told
that Annabella is pregnant, he stumbles about in confusion. "Ch,
mee!" he wails, "I have a world of businesse in my head"™ (1I1I.iii.
29-30), snd, "How does this newes perplex mee!" (II1,iii.32). Shown
Annaobella's letter of repentance, Giovanni is asked by the Friar,
"Why d'ee change colour, somne? (V,iii,27), As an intellectual
Giovanni has presumed to argue with the moral wisdom of the ages,
but in fact is too foolish to cope with an elementary biological
phenomenon; procreation,

Motivated by fear and uncertainty, Giovanni becomes even more
rash, He disobeys the Friar and, determined to "glut himselfe in
his own destruction®™ (V.iv,.53), rushes to a final rendezvous with
his sister. Oblivious to the trap waiting for him, he allows his
pride unthinkable liberty:

« « +« ¥hy I hold fate
Clasp't in my fist, and could command the course
Of times eternall motion . . .,
{(V.v.11-13)
Neither Christopher Marlowe's Tamburlaine nor his Mortimer of
Edward II exhibits 3 greater lack of insight into their respective

destinies, Like Cyril Tourneur's D'Amville of The Atheist's Tragedy,
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Giovanni insists that he cannot believe in God's law unless he is
given a "sign.," He mocks the Last Judgment, convinced that
'twere somewhat strange
To see the waters burne: could I beleeve
This might be true, I could beleeve as well
Thers might be hell or heaven,
{V. ¥ 32"‘35)
His face, says Annabella, contains "distraction and a troubled count-
enance" (V.v.46), but Giovanni's comscience is barren., Entirely
self-infatuated, he orders his sister to pray before he kills her
for revenge. What revenge we ask? Upon what does he base what he
appears to think is a4 just act? There seems to be only one answer:
in his solipsistic universe, Gicovanni fancles that he is entitled
to some compensation for Annabella's marriage. The revenge he wants
derives from nothing other than a frantic jealousy., Tormented by
the thought that he has been spurned by Amiabella, he disregards her
futile efforts to convert him to repentance, Closer than ever to
the fury of Soranzo, he protests,
If ever after times should heare
0f our fast-knit affections, though perhaps
The lawes of conscience and of civill use
May justly blame us, yet when they but know
Our loves, that love will wipe away that rigour,
Which would in other incests bee abhorr'd.
In 2 sense, Giovanni is more honest in this speech than he has ever
been. Gone are his attempts to justify incest rationally; in their
place is the endeaver to justify passion by means of itself., Hence,
Giovanni's "fast-knit affections™ are now admittedly responsible for

his quarrel with religious and social conventions, He now frankly



37

elevates his emotions sbove reason and the "lawes of conscience"

and "civill use." He presumes, moreover, that he and Annabella will
reap the mercy of society omce their incestuous love is recognrized

for its form. But if he has doubts about the legitimacy of incest
("lawes , . . may justly blame us™), he dispells them by savagely
killing his sister "to save [her] fame" (V.v.84)., Her dying con-
desmation ("Brother unkind, unkind" [V,v.93), contains words of horror
at Giovanni's vnnaturalness. Still, he ignores her, and ruthlessly
carves her heart from her breast,

Then, with seemingly methodical and premeditated movements,
Giovanni impales Annabella's heart on his sword and descends to the
banquet hall to beoldly M"act [his] last and greater part!™ (V.v,106),
The heart, a conventional symbol for passion, has a distressingly
overt, sexual overtone when fixed to the sword. In fact, the orgi-
astic joy that Giovanni experiences in mutilating Annabella's body
fittingly caps the moral mutilation of which he has been long guilty.
No more the troublesome student, Giovanni is now a flend,

The denouement is swift, Proud that he is "a most glerious
executionex™ (V,vi,35), Giovanni stabs Soranzo and iz, in turn, stabbed
by Vasques, Soranzo's sexrvamt, Told by the Cardinal to “call for
mercy,” Giovanni sneers, "Mercy? why I have found it in this justice"
(Vovi, 108), Unrepentant and depraved to the end, he makes ons dying
wish:

Where e're I gos, let mee anjoy this grace,

Freely to view my Annabella's face,
(Voevi,112-113)
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Ironically, perhaps Giovanni hopes that Annabella will, 1like him,
be damned., At any rate, he dies, surely one of the most dissolute

and debauched heroes of Jacobean drama.

11

The main plot of 'Tis Pity, as I have interpreted it, has often
received lengthy critical discussion which amounts, for the most
part, either to condemnation of the play or umusual evaluations that
free Ford from any moral commitments. Some critics believe Ford is
so fond of his incestuous lovers that he employs them as a challenge
to conventional morality., Love, they maintain, is Ford's one, supreme
value, even when in conflict with accepted moral principles. Assum-
ing that one works primarily with the main plot, this argument can
be made fairly persuassive., After all, it is true that Annabella and
Giovanni, for all their sims, are glorified in comparison with some
of the other characters. Both are young and handsome and exude a
kind of vitality that has its attraction., They oppose religious
doctrines that no one, save for two or three lesser characters in
their world, believes in any way. We might say that Giovanni and
Annabells are romantic figures fighting against a moral asbsolutism
which would rob them of their individuality and freedom to love,
were they to agree to it, But is it possible to say these things
with conviction? To do so, is to ignore the relatiomship of the
subplots to the main plot. If the subplots are significant they

must in some way qualify the themes of the main plot and so provide
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us with a knowledge of what Ford was ultimately suggesting.

Becguse of what she calls an Elizabethan "feeling for allegory,"”
Professor Bradbrook believes that a contrast on the level of actionm
is achieved "between different moeds (almost different genus) of
drama in the plot and subplot."® If this is correct, then it secems
to me that the subplots in 'Tis Pity are surely worth examininmg.
They have, of ¢ourse, already received some attentiom, but it has
been mostly negative, Miss Bradbrook herself says that "there is
no interconnection between the comic characters and the serious
ones® in 'Iié.giﬁxrg And Robert Ornstein argues that the minor
characters exist mainly to "create lewd antimasques to romantic
tragedy.“lg

I suggest, however, that the minor characters in 'Tis Pity
have a definite purpose: as foils to the major characters, they
reflect deeper and more subtle levels of characterization in the
protagonists, But as foils the minor characters need not make ex-
plicit, direct statements about their counterparts in the main plot,
They may, as they seem to do here, merely afford us a means of
comparison by which we can gauge and better evaluate the actiomns of
Giovanni, Annabella, and the Friar. For each of these three figures

is deliberately contrasted with other characters whose primary

8Bradbraok, op. €it., p. 44,
9Ibid., p. 256.

ornstein, op. cit., p. 203,



