DOCTOR FAUSTUS: SHAKESPEARE’S GLOBE THEATRE, (2012), Dir. Matthew Dunster
The Globe’s 2012 production of Doctor Faustus is one of the better modern renditions of the Faust story. Director Matthew Dunster takes care to utilise the full properties of the Globe stage, as well as the full talents of his cast, to create an immersive and accessible adaptation of Marlowe’s text. Through practical effects and costuming, the viewer is drawn into the story, and characters played with nuance and consistent comedic talent bring the story to the stage and to life. 
Throughout the production, the stage is dressed sparsely as it would have been in its original medieval staging. This minimal design causes the audience to focus more so on the players, their costumes, and the practical effects around them. The openness of the relatively small stage also allows for ample use of trap doors and all three entrances to signify the social standing of certain characters, giving the show a dynamic edge as demons rise from the depths, the Pope parades through the crowd on his way to the stage, and serfs scurry onto the stage through the flanking entrances. Our audience focus on costume and effects – notably Faustus’ transition from humbly dressed in black to clad in gold and furs reminiscent of Tudor kings, as well as the hollowed and bloody wounds inflicted on Bruno – is heightened by these various entrances. Overall, the use of set, effects, and costume heightens the experience of viewing the performances without feeling bare-bones or incomplete. 
Performances and actors are always at the heart of a stage show. Faustus is no exception as we have two stellar leading men, Paul Hilton (Faustus) and Arthur Darvill (Mephistopheles), performing intense emotion in a full range of tones with apparent ease, clearly taking great joy in this performance. Both can be guilty of overacting, for instance Mephistopheles’ numerous short, sharp outbursts toward Faustus in the first half, however Darvill is clearly matching the tone set by the rest of the staging, the harsh, glassy stinger from the band and – for the home audience – the camera pushes in on the pain and anger in the character’s face. Hilton also displays depth and range of emotion with rapid ease, equally comfortable in portraying Faustus’ wit and confidence as he is grovelling for forgiveness at the literal eleventh hour. The ensemble cast, too, show great versatility – particularly those playing the Seven Deadly Sins as they navigate gymnastic floorwork while also displaying both the hallmarks of their namesake Sin and the effects of the speaker at any given time. Key critique of ensemble members would be their use of voice, as it often falls out of the realm of projection and into a simple raised voice, meaning they have less controlled intonation and emotion. While this can be necessary both practically and dramatically, the entrances of, for example, the Good and Bad Angels are distractingly jarring and collapse the viewers immersion into Faustus’ inner turmoil, even if only for a moment. Cast choices also become of import to the performance for maintaining this immersion. One particularly clever directorial choice, to cast Nigel Cooke as both Lucifer and Pope Adrian, proved innovative. The villainous and cruel Pope takes pleasure in Bruno’s suffering just as Lucifer takes pleasure in Faustus’ damnation. To show these parallels in such a forthright way and uniting two images that should be polar opposites – Satan and the Church – under one actor is a stroke of imagery genius. Not only do these casting choices make for great analytical potential, but they also enhance the audience’s engagement with the text by riling up conversation and emotion. 
The most prominent way this performance ensures audience engagement is with comedy. By adhering to the ‘B’ text of Marlowe’s Faustus, the Globe allows for moments of respite and levity through Robin and Dick’s folly (herein: ‘the B plot’). This use of comedy with a token Clown figure is set up early; Pearce Quigley (Robin) enters his first scene skipping, accompanied by brass tones, and wearing a recognisable dunce cap – here he literally takes over Wagner’s previous comic relief role by becoming subordinate to this subordinate. Here, Quigley communicates with the audience as a whole directly with asides, knowing looks, and occasional uses of what seems like adlibbed modern language. Comedy is a conversation between the comedian and the audience, and by naturalistically pulling the viewer into that conversation it becomes almost effortless to also commune with the more dense and concept heavy elements of the play – enhancing audience enjoyment, understanding, and overall, the reception of the play narrative as a whole. This comedy eventually melds fully with the ‘A plot’ – though there is cause for laughter throughout Faustus and Mephistopheles’ story – during the Pope’s dinner and, crucially, Faustus’ interaction with the Duchess. Interactions here do feel out of character at times, however Faustus confesses to being ‘lascivious’ and is convinced to trade his soul by Lechery, so they are not beyond the realm of normalcy for this rendition of the character. Tying the two stories together and ending the B plot here also makes Faustus’ final fall feel far bleaker. The lack of comedy is definitely felt by the viewer as we watch the final hours of desperate repentance and attempts at further bargaining, there is no levity to this fall, and that is felt with dramatic tension well crafted by both Hilton and Dunster. These moments are where the tragedy is truly felt and appreciated by the audience, as the text likely intended. 
On the use of the source material, the text used here is a wonderful way of bringing the play into the 21st century without sacrificing the original language. Modernisation can be controversial, but the Globe’s decision to use small clarifications and in-medias translation of Latin phrases to ensure understanding has maintained a largely textually accurate adaptation. The intent of Elizabethan and Jacobean theatre was to entertain all, not just those who were educated or wealthy, and modifications to the text ensuring a greater number of people will be able to understand and enjoy the play’s text are in keeping with this tradition. With only minor omissions and alterations, the Globe production stays authentic to both the original text and to the original intent of renaissance drama. This means that any analysis of text and structure would be a critique of the ‘B’ text and therefore unfair to fault this production for. However, one addition to this version of the play cannot be ignored and feels incredibly superfluous and unnecessary: the choreographed epilogue dance. The final image of Lucifer and his long white wings and the Chorus’ final words lingers and leaves the audience feeling a profound mix of emotion. This is somewhat ruined by the final minutes of the recording as the players march and sing in an enjoyable yet unnecessary coda to the production. While it did not ruin the viewing experience, I feel that the final moments of the play proper were dampened by this addition
In conclusion Doctor Faustus employs superb set use and design, as well as a wealth of acting talent to create an entertaining and engaging interpretation of Christopher Marlowe’s original text. Throughout the play criticisms are few and far between, with minor elements falling short but never becoming an unenjoyable viewing experience or an inauthentic adaptation. While the poignance of the final words of the play is diminished by the final coda to the performance, the entire production is still overall an enjoyable and engaging experience for all involved. 

