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The State of ithe Drama when Marlowe began to write.

the aimrof this eésay is to determine the nature
and extent of the influence exerted by Marlowe on the drame-
tie work of Shakespeare. Obviously the first step will be
t0 examine the condition of the drama when kiarlowe began to
write in order that the changes in form and menner of ex-
pression which Marlowe insugurated méy leter be appreciated.
A brief survygy of the condition of the drama at the beg-
inning of the Elizabethan period will sccordingly be attempt-
ed in this section,

- The English drame had its origin in the dramatic
elements of the chmmch service.l From a few words inter-
polated into the iiturgy on festival days rose the miracle
plays and these rapidly passed from the church into the
hands of the trade guilds. under their managewent tine
plays arranged fhemselves in cycles representing the Bib-
lical course of events from creation to judgment. ¢he
manliest tropes of which we have any record date back to
the ninth century: the development in the church begen prob-
ably about the middle of the 1llth century and did not ex-
_tend beyond the middle of the lsth. At that date the mir-

1. the material of this section is mostly baséd on the early
- chapters in Schelling's English Drama.




acle plays began tc be played by the crait guilds. ihe non-
pbiblicsl elements in the plays in turn gave rise to the liar-
alities whioh showed greater originality in comnstruction,
but were characterised only by allegorical abstractions. By
the Elizabethan period the miracle plays had ceased. wor-
elities, however, continued to be produced, and a new incen-
tive was given to the use of the drams for morsl purposes

by the Refprmation in England. in the later moralities, and
in some of the abstract figures inserted in the first plays
whose characters hovered on the borderland between abstract-
ions and real personnages, this propogandist note is felt.

In Bale's King Joban, for instance, there is a tendency to

confuse the characters with moral sbstractions and by making
John a defender of protestantism against the oppression of
Rome to convert the whole into a didactic treatise. ihe
pre-occupation with religious questions which was a feature
of the Renaissance caused & sporadic continuance of the
form up to the time of Shakespeare.

The influence of the Court on Elizabethan drames was
also considerable. Queen rlizabeth was passionately rond
of elaborate ceremonies and theatrical displeys. +ihe court
accordingly became the centre of many pegeants snd masques
wnich though pertormed at court all contributed something

to the stage technique of the popular theatre, for wnile
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not in themselves drama, they cintained dramatic elements,
and &8 no expense was spared in the lavishness of their
production they contributed new ideas to the popular plays
wnich were, of necessity, more simply staged.

The court plays were also much affected by class-

jeal influence. (his arose from the interest in the plays

of Seneca. "His heightened style, his morslising, his lofty

commonplaces unctuously expressed, even his sensationalisnm,
his blood and terror, 8ll fell in naturally with the temper
of the young romantic age. While his professional manner,
show of technique, his conventional verse and rhetorie,
equally suited the time." 1 Gorboduc (1562) was the first
pley written under Senecan influence and owing to this in-
fluence 1t was a tragedy in form, the first written in Eng-
lish. +<he theme, it is true, was Engliésh, but it was sel-
ected owing to its resemblance to Senecan themes. 4o this
class belong such plays as Gascoigne's Jocasta (1566.)

and Thomas Hughes' The Misfortunes of Arthur (1587.)

Classical influence @&lso early affected English

comedy. ithe first comedy was doubtless Xalph Roister

Doister by Nicholas Udell which was intended for school

production to replace the Latin plays of rlautus which it
had been customary to give. A later Itslian influence was

soon felt. @ascoigne's Supposes acted in 1566 was the

1. Schelling - Eng. Prama, p. 41.
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“¢he first sucoceseful adeptetion of an Itvalian oomedy and
the earliest sxamples 0f a play written throughout in zng-

iish proso.“2

Lyly continued the type; he was a born
courtier and his worxs ocontain many slliegorical regerences
%0 slizabeth and events in court circles. usefore warlowe
bpegan to write, Lyly had slready written such plays as

gsmpaspe, sndimion, and Sapho and Pnao. ae introduced iato

his plays the interest of s composite plot but pzid little
attention to the connecting of the various stories which
would have resulted in unity. He wrote his comedies atfter
Jyascoigne '8 example in prose wnich he employed with great
elegance. ueorge FPcele also competed with Lyly in tne writ-
ing of court comedy. Freesle, howevar, was essceatially a

poet and the success of his dramas was largely dependent

on the gracefulness of the poetry in wnicn they were devel-

oped. uis Arraignment of raris belongs to tnis period.

ihe later work o: Feele wam written for tne rvorulsr play-
houses where he sought to compete with marlowe though the
nature orf his genius did not permit him to eclipse the
work of his rivasl in popular favour.

1the plays ot the populuar theatres were naturally
less dominated by laws of dramatic constructicn than those

produced at the inns of vourt. we find here sn indigenocus

.

1. Ibid p. 43.



form in the Chronicle aistory which was inspired by the
patriotic feeling of the age and éeveloped its theme in the
epic manner without regard to dramatic construction. 1ts
aim was to depict the events of national history and it

did this by recounting‘at random all the incidants of a
certain period, regardless of their coherence. As had been
the case in the esarly miracle plays, moreover, & comioc
element, purely fictitious and unrelated to the main theme,
was super-imposed on the historical material. <rhe "earl-

iest and rudest of the chronicle plays” 1 was The rFamous

Victories of Henry V which Shakespeare later remodekled,

and it was to this class that Peele later contributed his
sdward I | | |
ihe Senecan influence which was so pronounced in

the court theatre was also felt in the popular playhouses.

- 10 this class belongs the anonymous play Locrine, and a

more modern Italian influence contributed to the production

of Yancred and Gismunda which had appeared earlier in the

Inns of cvourt but was re-written for the popular stage in
1591.
nediaeval heroic romances also contributed mat-

erial to the stage. Examples of this are Sir u;j@on and

Sir Clamydes and Greene's Orlando rurioso. Peele's 014

Wives' lale parodied the type.

1. lbid p. 57.



ihese varied influences probably united to prod-

uce Kyd's Spanish iragedy, the date or whnich is uncertain,

but which certainly appeared early in Marlowe's career
if not before he began to write. |

wlsneing over the field, then, we notice that the
court plays were much under Italian influsmnce, derived
both from Senece and from the later romentic plays of
Italy. <i‘he greatest writer of court plays was undoubtedly
Lyly who improved upon the dramatic structure of his
predecessors. in the public theatres the same influence
wes also felt, but thé popular movement was, as might be
expected, away from zule to the development of an indig-
enous type. whis was the chronicle history which exem-
plified the uncertainty of ibrm whioch was & generasl feat-
ure of the popular drama. ishere was a lack of coherence
in construetion, and moreover, ﬂo attempt was made to
teep comedy and tragedy as distinct types but the two were
mingled without discrimination in the same play.

vhe same uncertainty that governed the const-~
ruction of these plays was evinced in the style in which
they were written. e have seen that wascoigne and iyly
used prose tror tneir comedies. ihe older custom had been
to use what is known as the shymed fourteéner of which the

following is a typical example:

-a
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uy counsaile grave and sapient with Lords of legall traine
Atventive ears towards me bend and marik what shall be
sain.
{ Cambyses. )

+he lines contained seven feet, and rhymed in couplets. ihe
Senecsn plays, however, beginniag with Gorbodue were writ-
ten in blank verse. i‘his form which was still composed with
great rigidity gave as yet no evidence of the possibility
for subtle varistion which it later revealed. io one form
had therefore shown any temdency to supersede the other, but
all three existed side by side and sometimes mingled in the
same play. <1he hand of a genius was required to bring
decision to the form of the drama, and determine the style

in wnich it should be written. ihat genius was found in

Christopher Marlowe.

000
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LI, The Doubtful Flays.

ﬁefore discussing in detall the nature of the
relaticnship between marlowe and Shakespeare; it is necess-
ary to define the limits of our comparison. the way to
establish satisfactory evidence is, obviously, to deal only
with plays to which the authorship of Shakespeare and war-
lowe has been definitely established. wor the puwrposes of
ti.is essay, therefore, we will ignore the so-called ‘doudbt-
ful plays' - that is, plays in which the responsibility of
authorship has not been satisfactorily proved. .ihere are
certain plays generally assighed to Shakespeare which are
thought by some not to be his, or at least not his alone;
there are plays in which it is thought that Shakespeare
and Marlowe collaborated; and, lastly, there is a third
class of play assigned to Marlowe on insufficient evidence;
all of which therefore will not enter into the discussion.
it is perhaps as well, however, to indicate what these plays
are, so that the legitimate basis of our investigations
'may he revealed.

girst, then, must be considered witus Andronicus.

1
#leay thinks this may be by warlowe and the assumption
derives some prebability both from the style and subject
matter of the play. 1f not Marlowe s but Bhakespeare's

1, Chronicle of the Eng. Urama, vol. II, p. 64.
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then it may be said to have been written under strong iar-
lovian influence for the theme is one that would have
aprealed very much to him. It is full of horrors, and the
titulary hero dominates its every page.

Agalin it has been maintained thet the old play on

which Shakespeare based hlie iaming of the Shrew was writ-

1
ten by kiarlowe. it would seem difficult to ceredit war-
lowe with the humorous passages so foreign to his genius.

Next may be considered the usenry vl trilogy. ihe

play on which 1 denry Vi is based has been lost, but it
was possibly by u‘reene.A2 It has been thought that his ill
natured comment§ on ohakespeare may have been provcked by
the latter's use of his play. uowever as schelling °
points out the wars of iork and Lancaster were the subject
of a great popular interest at that time and inrevising
these pdays for the stage, Shakespeare was merely following
8 general practice. ihe plays take their place in the

historical cycle which beginning with king John. zoes on

to its culminating point in Henry vi.i so that they have

an integral part in the weries. Ve are fortunstely poss-
eased of the plays on which menry vi Parts 2 and 3 were
based. ihe first of these is called " the sirst Part

1. ward p. 358,

2. vusserand - a Literary dist., vol, L.., p. 186, note.
3. Schelling y Chronicle Play, pp. 74-97.
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of the Contention betwixt the two famous Houses of Yorke énd
Lancaster .... with the Notable Rebellion of Jack Cade"” and
avceared in 1594; the third vart was based on "The true
trsgedie of Richard Duke of Yorke .... with the whole con-

tention betweene the two houses of Lancaster and Yorke" and

appeared in 1595, In these plays there is no attempt at dram-

atic unity except such as is secured by successive treatment
of the sBame characters in the different piays, and in the
vilefication of the character of Joan of Arce, the historie
method is frankly abandoned from low motives of national npre-
judice. It has been thought that Marlowe had & hand either
in the writino or}the reviaion of these plavs. Whether this

is 80 or not, it does seem undeniable that Shakespeare had

& large part in the revisitn. Richard III seecms to follow

directly upon 3 Henry VI, and Shaekespeare would not be likely

to make his play fit so closely in & sequence altogether by
another hand. Moreover Shakespeare's hand appears to be
indieated by the nature of the élterations made in 2 and 3
Henry VI from the parallel passages in the older plays.
Schelling would give Shakespeare only isolated scenés in

1 _Henry VI such as would probably be assigned to "a young

and yet untried hand,"” ind give him a larger share in the two

later plays, Just how great & hand marlowe had in the plays

l. Schelling - Chronicle Play, p. 84.
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it is wqually hard to determine. We feel that Shakespeare
shows himself greatly under Marlowe's influence in Richard
III end II, and it is possible that the earlier collabor-
ation of the authors may have been partly responsible for
the influence so undoubtedly sustained by Shakespears.

Two other historical plays have been the subject
of eonsiderable discussion. Shakespeare's King John is

based upon two older plays -~ one of which, ihe Troublesome

Raigne of King John has been sometimes attributed to Mar-
2
lowe, and even to Shakespeare himself. The pley is not

divided into acts and thescenes follow without coherence,
The minor charucters are not sketched with any distinctness
except for the Bastard Féulconbridge wnom Shakespeare took
over making the most of the character indioatiohs given
in the older play. ‘ihe incidents are practioal;y the sSame
in both plays. It is of interest to note the frequent
quoting of Latin tags, so similer to the customary practice
of Marlowe. | | | |

Another play of considerable literary interest is

Edward IIl. It contains a romantic episode of Edward III's

love for the beautiful Countess of Salisbury which has been
agsigned by many to shakespeare on asccount of its vigorous
portraiture. #leay conjectures that Marlowe wrote the play

l. Ward, p. 223
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from Holinshed and that Shakespeare inserted the story of
the countess.

Besides these plays in which the hands of larlowe
and of Shakespeare are variously seen, there are five plays
sometimes attributed to Merlowe in addition to those com-~
monly admitted to be his, The first of these is Locrine,
Ward considers that the style alone would prove this imposs-~

ible., The next is Lust's Dominion. Marlowe's share in the

authorship of this play would seem to be sufficiently dis-
proved by the mention of the death in Aet I of rhilip II of
Spain who did not die $i1l five years after its supposed
author, Marlowe is also believed to have had a2 hand in

The Alarum for London, or Siege of Antwerp which was probaebly

the work of Mérston, perhaps under Shakespeare's supervision.

The Msiden's Holiday was entered on tihe Stationer's Register

in 1564 as by Marlowe and Day. We know, however, that var-
ious reasons influenced the Elizaebethan printer in placing
en author's name on the title page, and we cannot therefore
a8sign full coniidence to that alone. fhe play has been

lost, being destroyed by Warburton's cook. Finally, #leay

would make Marlowe the author of ihe True History of George

Scanderbage on the strength of an ill-natured reference by
Gabriel Harvey. One of Fleay's main arguments for assign-

ing these various plays to Marlowe appears to be that giving
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mMarlowe the same rate of production that holds in Sheakes-

peare's case, he ought to have produced two plays a year, and

in reality we have only seven plays by nis hand. The arg-
ument, to say the least of it, is unconvincing.

None of these plays therefore will be considered in
tracing the influence of Marlowe on Shakespeare. KNO con-
clusions based on such insufficiently authentieated author-
ship could be of vaiue.

The plays that we can definitely ascribe to Marlowe

are; 1. Ilamburlaine the Great, Pxrt I of wnich appeared in

1687 and was publisned in 1590. Paftt II appeared directly
after the first part. 2. Dhe Tr:.gicall History of Doctor

Fauatus, about 1588~ published 1604. 3. The Jew ot Malta,

after 1588 -~ publisned 1633. 4. Edward II, enterea on the
Stationers Register 1593. <There are also two plays of inf-

erior merit; fhe kiassacre at Paris snd The Tragedy of Dido,

wnich last may have been an earlier work and was apparently
finished by ithomas Nashe. It will be by examining these
plays that conclusioans will be drawn as to the characteris-
tios of Marlowe s drama, An examination of Shakespeare's
earlier plays will then be attempted to see in what res-

pects tney partake of these characteristics.

v 0o
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111. weneral i1endency of Marlowe's Drama - momantic Tragedy.

The first step in our consideration of the relation-
ship vetween Marlowe and oShakespeare will obviously e to
examine the general tendenoy of Marlowe's drama and see
whether Shakespeare's plays usually tollowed the same trend,

As we have seen there was great confusion both in
atyle and form of the drama when Marlowe began to vrite.
Marlowe s forcible neture constantly shows itself, and no-
where more than in the declided fashion in which he deait with
tne problem. ie decided at once and very definitely to fol-
low the Senecan style of blank verse, and the influence he
thus exerted on the:style of succeeding dramatists will be
dealt with in a later section. 1In form, however, he seemed
to prefer tne romantic tragedy to that in the Senecan trad-
ition.

One way in which Marlowe shows tnis freedom from
classical tradition is in his choice of sub ects. It has
already been remarked that the first English bénecan play
was not based upon a classical story. Gorboduc deslt with
Bnglaeh legendary oharacters, but tne choice of thneme as we
have remarked was dictated by the resemblance of tne story
to the tales of the classic modads. Marlowe made no effort
to deal with classical themes but snowed tne greatest free-

dom in his choice of suojeots. in his first play, Jlambur-
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laine, he founa his material in woslem tradition; ithe Jew of

malts and Doctor raustus represent a still greater divergence

from type. uneither Barabas nor waustus belonged to the class
of princes from wiich =lone classic tradition selected the
tragic hero. Barabas was a member of a down trodden and des-
phksed race; raustus, a studmmt in a german university. ihe
great originaelity whown in choice of theme is therefore at
once obvious. in gdward il Marlowe once more shows his free=~
dom from classic tradition by going back to the subject

matter of the chronmicle histories. ihe massacre at raris

is an originel and daring innovation - an attempt to deal in
the drama with the contemporary history of a foreign country.
in his last play, aléne, warlowe selected a classical theme,
ithe fuct th .t he could write about classic subjects if he
would, makes his avoidance of them the more striking. wore-
over wa know thut he was given a clasuical education and he
strews fragments of Latin liberally over his pages. uis
avolda:ce of classical themes, therefore, was deliverate.

the drama based on mediaeval romance such as sir

0
ul*gon and 5ir Clamydes had made two important contridutions

to stage technique. it had maintained an interest in ser-
ious story at a time when the native influence seemed to be

directing its attention exclusively to farce, and it had

1

fooussed tne attention upon a heroic personnage. s0r both

l. .iucker brooke, p. 39.
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these reasons it appealed to wmarlowe. ne was intsrested in
depicting tine resolute hero rather than in dealing with the
plot interest of the Senecan play, and by shoosing heroic
romance as his theme, was able to satisfy his prefersnce.
ioreover the heroic drame did not concern itself
seriously with tragic form. 0T waes wamburlasine developed

2
a8 & tragedy. *it did not,"says iucker srooke, "show any

claar conception of that wise economy of tragic material
whioh rejects all irrelevant horrors and so manages the rest
as to heighten the c¢limactic interest of the closs. ihere
is here no culmination of suspense as the play approaches
the inevitable solution of a great problem. Hather we fol-
low the progress of fhe mighty congqueror through a suc-
caed8sion of breathless glories till arbitrarily the exclte-
ment drops and the play snds on the 10W9red key of pesaceiul
marriage or triumphant death." Uhe same attiitude governs
the ar:angement of material in all warlowse's other plays
~excepl mdward ii. in Edward Ii he seems detinitely to have
directed his tecninique to the composition of a tragedy, but
in his other plays he is concerned only with the lite and
death of a resolute hero. uis plays, though conmstructed on
the lines of the chronicle plays, have, however, greate&

unity owing to the controlling interest exerted by the pro-

~l. Ibid, loc. cit.
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tagonist. Lihey achieve a sort of tragic unity, therefors,
even though plot construction with iuzrlowe has been sub-
servient to interestﬁin the heroiec character.

And this absorption with the individual is the

dominant note ot his tragedy. ilamburlaine deals with the

congueror whose amazing achievements held the audience

breathless: boctor raustus conquéred the field of knowledge

through the aid of msgice: ihe Jew of malta amassed untold
wealth. &mven in his best comstructed play, wdward 1i, kiar-
lowe is concerned with the perscnality of his hero. ihe
sarlier writers of chronicles would have made the play &
succession of unconnected events. iiarlowe makes it a pro-
found study of weakness of character. It is tiais concen-
tration upon the individual that made larlowe develop the
psychological note in the drama, and paved the way for the
profound study of & human soul w:ich shakespeare lzter gave
u8 in Hamlet.

0t only was the romantic drama concarned with the
individual, but it 1iked to depict the individual subduing
overwhelming difficulties. usoth these traits sre marked
features of the work of karlowe and illustrate his eman-
eipation from senec:n tradition. in wdward .., indded, the

hero fails to achieve the marvellous for in many respects

sdward 1. represents tendencies not habvitual to iarlowe,
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iet even here, the resolute character of moftimer satisfies
tne'same romantic tradition. |

Wie can sum up, then, by saying iirst, that marlowe
deliberately chose romantic subjects in preference to class-
ical; second, that his handling of plot was in general accord
with the lo®se chronicle manner; and, lastly, that he foc-
ussed his attention on his protagonist to the development
of whose character he made the plot subservient.

in 211 this Shakespeare followed hiarlowe's example.
Hde had not thé classical training that karlowe had received
and it is to be expected, fherefore, that he would prefer
themes drawn from native history or mediaeval romance. A
consideration of his;work will show that & very small number
of his plays wers drawn from classical themes: gnglish themes
provided him with fourteen; iiediaeval romance with sixteen,
and classical, with seven. 1his shows conclusively, there-
fore, that his general tendency waé in the direction of the
romantic theme. An examination of the Chronicle histories'
wlll show that with the exception of the two written in
direct imitation of larlowe's Edward Ii there is the loose
development of the chronicle play. In ti:tis he goes farther
‘than marlowe, for while we have granted that iarlowe did
not consciously aim at tragic form in his earlier plays, he

did achieve it to some extent, by means of the unity imposed




19.

by the camtral character. GShakespeare was more influenced
by the careless structure of the native plays as might

be expected from his less sound classical training, and
therefore his histories wers more markedly native in form
than warlowe's. lastly, Shakespeare, too, was interested
in the individual, and this concentration upon character

is again foreign to the classical influence. 4+he greater

abllity that Shakespeare possessed in depidting character
caussed him to go much further along these lines than did
uarlowe, so that the psychological motives of his char-

acters became one of the most absorbing interests of iis
plays. in a1l three ways, then, choice of subject,
development of plot, and intereét in character, shakezpeare
foliowed the same tendencies as marlowe, and, as we sghall

g8ee, more or less directly under his influence. Just

where thnis influence was exerted, and how far it extended,

it will be our purpose to indicate in detail in the ‘succeeding

sections of this essay.

o0 0o
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“gsonality doomed to inevitable defeat.™

20,
IV.ew Conception of Tragedy - ihe Heroic Personality.

"iarlowe's choice and tregtment of plots seem, indeed,
dict:ted by & new conception of trasgedy, as dealing not
merély with a life and death, or & bloody crime or a rever-
sal of fortune, but with the heroic struggle of a great per-
1

These words of ihorndike‘s may be taiien as & guide
for our investigations on thié subject. 'he Senecan plays
a8 we heve seen dealt with stories df unnatural crime; the
native plays reccunted rambling tales of the 1life and death
of the characters who gave their name to the plays. A4 glance
at the plays which hadipreeeded karlowe will show th:t none
of these dealt with “the heroic struggle of a great person-
ality doomed to inevitable defeat.” Marlowe's type of tragedy
therefore o;iginated with him, L& us exsmine iarlowe's tragiec
method, therefore, and then seec whers, and to what extent
Shakzespeare followed him,

Mariowe spent very 1little effort in describing minor
characters., ue was not at all interested in the interplay
of character on character, though this is a very important

tield for the drama, since it is what actually occurs in

- 1life, and as the stage pretends to give & representation of

life, this method would undoubtedly add to the reality of the

1. Thorndike - Tragedy, p. 90.
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portrait, Later it became Shakespeare's achievement to
show his characters influenced for weal or woe by those
around them. His favorite method of depicting character
was by developing dramatic contrast. Jhus Cassius and
srutus offset each othef: go do rrince Hal and usotsypur,

or nicherd Il and Bolingbroke. sy developing pairs of

“ eharacters in this fashion he was enabled to show that ome
character might affect another and it is by recognising
this great principle of life that Shakespeare has‘left be-
hind so many characters who seem 80 truly alive, and who
are sometimes even more familiar to us than those among
whom we live. Larlowe, however, used a very different
method. ue picked out one leading character, conceived him
as dominated by & powerful motive and pictured all the events
of his drame& as dependent upon that metive. iiow, if Marlowe
had drawn a character of‘only ordinary power and surrounded
him as we have indicated by characfers slightly sketched
and important only through their relationship to the hero,
he would have succeeded in making that hero stand out in
bold relief even as Gulliver among the Lilliputs. 5sut this
was not enough for iarlowe. His exaggeration is two-fold -
not only must the hero be surrounded by pigmies, but he,

himself, must be g super-man, not a Guiliver at all but one

of the race of srebdingnag.
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This is bj no means an exaggerated picture of his
method, and we can readily appreciate that though his
picture is hardly ceredible as a living portraiture, it is
vastly impressive -~ especislly if we can be brought to
accept the possibility of existence for such a character.
1 shall hope to show later that in his one unse of this
method, Shakespeare did succeed in making him credibles
and thus brought the type to its highest possible develop-
ment. |

As we look at Liarlowe's work to-day we can hardly
admit that his heroes alwéys are ceredible. The audience

of a modern representation of Marlowe's Jew of Malts appar-

ently found the task beyopd their power.1 sut in ker-

lowe's time few in his audience cquestioned the matter so
closely. ihey acclaimed with enthusiassm these super-men
whose insatiable longings were after all the dramatic rep-
reseatation of the Henasissance spirit. An age which be-
lieved in the power of alchemy and searched for the foun-
tain of eternal youth found nothing impossible. <The

evid interest with which such an audience acclaimed jar-

- lowe s herces exerted a powerful effect on the entire

tendency of the drama, for an sudience which had watched
the accomplishments of wamburlaine and raustus would not

1. Blsgkwood's, vec. 22, Vol. 212, pp. 833-4.
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again admire tragedy of a less absorbing interest. Rambling
narratives of “lifs and death®”, even the absorbing interest
of Senscan crime, now had to give way to "the heroic struggle
of a great fersonality doomed to inevitable defeat.-

John Addington Symonds has given the term “L'Amour de
..‘l“meossible“ to the overwhelming ambition of Marlowe's
.hefoes. The leading motive he says is: “the love or lust
of unatteinable things; beyond the reach of physical force,
of sensual faculty, of mastering will; but not beyond the
scope of man's inordinate desire, man‘é infinite capacity for
happiness, man's evér craving thirst for beauty, power, and
knowlsdge."1 The moﬁive in each play may be thus summed up:

in tamburlaine it is the desire for world power; in raustus,

knowledge; in The Jew of ualta, riches; in Bdward 11, affec=-

tioﬁ; in pido, love. in the same way, wuise in The liassacre
at Paris is dominsted by ambition. A few quotations will

illustrate this dominance of insatiable desire. tamburlei ne
says that he and his men, |

- in conceit bear sxpires8 on our speares, 2
Affecting thoughts coequall with the cloudes.

raugtus exclaims,

O what a world of profit and delight,
Uf power, of honour,:of omnipotence
i8 promised to the studious artizsanv
All things that mope betweene the quiet poles
shalbe' . at my commaund. 3

l. J.a.Symonds - Shakesp. Predecessors, p. 486.
2, idamb, 1, I, ii, 260 5. raustus, 81. '

e
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The Jew of Malta wishes for,
Infinite riches in a little roome. 1
Gulse expresses the same inordinate ambition,
Set me to 8csle the high Peramides,

And thereon set the Diadem of Fraunce
Ile either rend it with my nayles to naught

Or mount the top with my aspiring winges,

Although my downfall be the deepest hell. =2
It is this intensity of desire which elevates the theme of
Marlowe's drama., We can grant that his characters are often
monstrous or absurd, but the Arame is saved from the soradaid
or the ridiculous by the grandeur of the emotion by which it
is motivated. |

An examinat?on of the career of Tmmburlaine will : !

serve to show both the monstrous apd the absurd. Tambur- ‘
laine boasts,

I hold the FPates bound fast in yron chaines,

And with my hend turne Fortunes wheel about,

And sooner shall the Sun fall from his Spheare, §
Than Tamburlaine be slaine or ouercome. 3 i

He carries a king about with him in a cége and yokes others
to his chariots; he cuts his arm to show hils children

how to endure pain and stab. s one of his sons because he

is & coward. The death of Zenocrate moves him to a burst
of fury: . , 5

Whzt, is she dead? ,Techelles, draw thy sword,
And wound the earth, that it may clesue in twaine,

1

1. Jew of Malta, I, 1, 72.
2. Magsaore at Peris, 100. : : ;

:E)o I Té.m‘burlaine' I, ii, %69,
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And we discend into th'infernall veults,

To haile the fatall Sisters by the haire,

And throw them in the triple mote of Hell,

For taking hence my faire Zenocrate. 1
And he destroys the town in which she died because it has
robbed him of his love.

But the end of all this is defeeat. With Temburlaine

the defeat comes as death which he cannot avoid with all
his bluster,

C ;
.Lfor Tamburlaine, the Scourge of God must die.z 2

The same general  tendencies might be observed in the
careers of Marlowe's other heroes.

In what way has Shakespeare been influenced by this
conception of tragedy? 1In one play he copies the method

elosely and that is in Richard III. Here we have the same

type of protagonist, and his career offers an interesting
parallel. Richard III is dominsted iy the same overwhelm-
ing ambition, and his career runs through 8s inceedible

a8 series of events as ever marked the cuurse of Yemburleine.
Sa&s qusserand: "Corpses are brought once more all gory

on the stage. If actual beheadings oiffer difficulties, at
least all the preparations are made before us, the last
speech of the vietim is delivered in our presence, ... the
axe falls behind the scenes, and the instant after the

head is brought in." 3 And in the end Richard meets the

1. 2 Tamburlaine, II, iii, 3064.
2. 2 Tempburlaine, V, iii, 4641,
5. Jusserand, III, p. 189.




28,

same defeat that overcame Marlowe's heroces, though here it
comes in a ¥ashion more akin to the eonelusion of Doctor

Paustus then of Tamburlaine. Tamburlaine's death is not

conceived by Marlowe as a punishment for any laws trans-
gressed; the dramstist has exhausted his meterial, Tambur-
l&l&ﬂ has blustered his way from one conquest to another
and now that the material is exhsausted, he‘must cegse to
be in ordér that theplay may come to & close, and acecord-
ingly he dies. The death of Zenocrate might perhaps be
regarded as a preparatibn fof Temburlaine's defeat but Mar-
lowe makes no effort to use this scene to that end. It
stands as an isolated incident in the midst of Temburlaine'S
achievements, inspires e besutiful lyrieal passage, but in
no way prepares for the catastrophe. In fact, the death
of Tamburzéine can not be regarded as a catastrophe at all,
gince there is no conscious art in bringing it about and
it merely results from exhaustion of material. In Doctor:
Faustus Marlowe consciously prepares for the end by
developing the growing sense of guilt in kaustus, and the
growing bhorror of his punishment. A few lines quoted
from the last scene will serve to show this.

The clock strikes eleven and in another hour the
devil will come for his soul:

F. . an Faustus, | | %o

Now hast thou but one bare hower to liue,
And then thou must be damnd perpetually: -
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Stand stil you euer moouing spheres of heauen,
That time may cease, and midnight neuer come:

Then comes the effective passage from the Amores which Mar-
lowe has inserted with unerring ear for harmony and grandeur:
0 lente, lente curite noctis equi:

The ste&rres moous stil, time runs, the clocke wil strike,
ihe diuel wil come, and Faustus must be damnd.

Finally in spite of the devil's abjuration he calls three
times on Christ: | |
See see where Christs blood streames in the firmament,
One drop would saue my sould, halfe a drop, ah my Lnrist
Ah rend not my heart for naming of my Christ,
Yot wil I call on him: oh spare me Lucifer!
And the measure quickens with the lsst brief struggle:

Vgly hell gape not, come not Lucifer,
Ile burne my bookes, ah hiephastopnilis. 1

Then all is over. I[he students enter to find only the mang;

led body from which the fiend has exacted his fearful price.
In.the same way Shakespesre prepares us for the death

of Richard. The resolution which has sustained him through-

out hig career, fails him at the close. Ve see him exer-

cige his devilish power for the last time in his meetihg

| with Queen Elizabeth. {Act I¥, Scene iv.) Then Ratcliffe

and Catesby enter to announce the arrivai of Richmond's

fleet, and Richhrd breaks down:

K.Rich Some 1ight foot friend post to the Duke of

norfolk: :
Ratcliff, thyself, or Catesby; where is he? : re
Cate. Here, my good lord.
K.Rich. Catesby, fly to the duke.

Cafe. I will, my lord, with all convenient haste.
1. Dr. Faustus, 1419. : -
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K.Rich. nateliff, come hither. Fost to uallsbury,‘
When thou ccm'st thither, - (7o Catesby) Dull, '
unmindful villain,
wWhy stay st thou here, and go'st not to the duke?
Cate, wrirst, mighty liege, tell me your highness'
pleasure,
What from your Grace I shll deliver to him.
X.,Riech. 0! true, good Catesby; bid him levy straight
ﬁﬁe grestest strength and power he can make,
And meet me suddehly at Salisbury.
Cate. I go.
Bat. what, may it please you, shall I do at Salisbury?
Ko Hich. why, whaet wouldst thou do there before I go?
our highness told me I should post before. '
snter Stanley.
Ks Hich, My mind is chang'd. 1.

He has no confidence in his followers nor any in himself,
He has not "that alacrity of spirit nor cheer of mind® 2 |
that he was wont to have; he is efflicted by the ghosis of
his former victims; till at last he cries out in despair,
"0 Rateliff! I fear, I fear.,” 3

Here then Shakespeare drew a typioal Marlovian hero;
he dominates the play by the immensity of his desires; he
performs acts as incredible as those of PTamburlaine's; but
in the end Pate is too much for him and he meets defeat.
Finally the catastrophe which ends the play is drawn in

a similar menner to that in Doector Eauétus.

where Shakespeare succeeds more than Marlowe is

in the plausibility ol his charscter. kichard i.ilL has

always been and still remains one of the most successful

rlays for a great aetor. Obviously the play of the super-

1. usichard Iit, LV, iv, 441 seqq.
2. Iviq, v, iii, 73. - 3. Ibid, v, iii, 215,
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man offers great possibilities for an actor; the personality
of Alleyn must have helped considerably in the impression
made by Marlowe's plays. iSut as already indicated, we to-
day would refuse to believe in Maflowe’s~heroes. iet we

are still able to believe in richard and to a large extent A
this is due to the “vigorous colloquialism of his'speeches.“
“1In the main; says thorndike," he speaks with a naturalness
and directness far greater than was usual in tragic heroes,
and the nafural-speaking dichard oftmn makes plausible and
convineing the theatrieal and rhetorical viilain." 14 kiore-
over he is surrounded by éharacters who are not natural

and by contrast wity theée he gains in credibility. srom
the very first, too, he appeals to our sympathy to palliate
his erime. it is his deformity, says kichard, that has

mede him an outcast from menkind. we cennot withhold our
pity as we realise how great has besn his incentive fo crinme,
and we feel that such incentive makes possible even such a

career as his.

| Hichard Iit may therefore, be regarded as the final .
deteloﬁmenf of mwarlowe‘s tyve of tragedy. it was impossible
to ring many changes uPon the-one-man play. wror one thing
the type called for a certain sameness of treatmént, for
another, only é few characters could lend themsélves to

that form of development, and when these were exhausted

1. <shorndike p. 1:2.
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the form would have to cease from lack of material,

left, however, one valuable contribution to dramatic

tform which will be dealt with later.

0 0 o

1t
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V. The machiavellian rlement.

Italy contributed a great deal to the Eiizabethan
stage. ihis influence was threefold, first through the
senecan plays, secondly through italian romantic drama, and
lagtly through the dbetrines of machiavelli, and in all
thres cases one important resalt was the determination of
the oharacter of the stage villain. Accordingly this
became one bequest made by the slizabethan drama to the
drama of succeeding times. |

sSenecan tragedy was largely occupled with tales of
unn:tural sin. Apparently wslizabethan audiences revelled
in scenes of appalling crime and a tragedy to be successful
had to end with a stage strewn with coppses. wusesides this
inheritance from the drama of Seneca a similar trend was
given by the introduction of a more modern italian influence
which added a touch of passionate romance to the same theme
of unnatural crime. uwo this class belong such plays as

iancred and Gismunda. Lastly this phase of the drama vas

further encouraged by a creat interest in the dooctrines of
Machisvelli. machiavelli died in 1527 and almost immed-
iately became regarded in ruropean minds as the incarnaticn

of diaboldc cunning. ihe book, L1 rrincipe which set fprth

his political convictions circulated widely in murope,
l. .horndkkd p. 310.
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end its efiect on political morals became immediately evid-
_ent. Probably one reason why kachiavelli's doctrines
spread so rapidly was that they were an adequate expression
of a general tendency.towards moral laxness in politics,
Obviously a bbok will not become popular unless it . does
answer & need of its age, but there is no doubt that
iischiavelli‘s doctrines intensified this tendency. Gourt-
hope gives an instance of this. ihen aing John of\France
faiied to seéure the amount of his ransom, he returned to
captivity as the only honourable thing to do. After the
spread of the Machiavellisn doctrines, a later king of
Prance, rrancls l,‘did not hesitate to break his parole
d*honneur, and seek to jusﬁify his action. ihis is a strik-
ing instance of the influence of Machiavelli. &His influ-
ence in kngland was exemplifiad by the so-called lItalianate
Englishman who sought to put into ordinary practice the
8ame principles. Since the doctrine of Machigvelli werse

80 wide spread, one would expect to find traces of it in
the drama, and eSpeqially so since it could easily be

. incorporated into the theme of the Senecan or romantic
rlays,

At least one play undei the name of lMachiavelli

appears in the pages of denslowe™ and & number of allus-
ions to him can be found in the Elizabethan writings. Ve

1. plary pp 13-14-< for 15691 and hence after siarlowe's play.
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would expect kiarlowe to be fascinated by the subject on
asccount of the opportunity it gave him for the portraiture
of another aspest of virtu. a4 touch of wachiavelll had
appsared earlier, however, in one play which we still poss-

888 - Kyd-s Spahkish Tragedy. One of Lorenzo‘s motives for

the slaying of Horatio would pppear to be a desire to com-
mit crime for its own sake. This, however, is but a sub-

gidiary element in the play. In The Jew of Lielta, kiarlowe

raiges the theme to a dominant place by making his proteg-
onist the exyoneﬁt of Machiavellian doctrine. e believe,
therefore, that Kyd first introduced the kachiavellian

note in a play which probably preceded The Jew of nalta,

but so far as we know, it is to iarlowe that the honour
belongs of drawing the first protagonist dominated by
Machiavellian motives. |

pefore going further, Jjust what is meant by the
‘machiavellian note' had better be defined. It seems to
be summed up by the twofold ides of crime and duplicity.
the villain was not only to commit such horribvle crimes as
were to be ineluded in the play, but he was to glory in
doing them; carry out crimes without cause for the pure
Joy of plotting and giving sﬁffering to others;’be without
compunction and without remorse.

The catastrophe in a tragedy does not pre-suppose



a wicked character who is its cause. ©OSufficient cause for
e catastrophe may often be found in the nature of the cir-
cumstance of the protagonist, or in a compination of these

two. The tragedy of Oedipus kKex, for instance was not

precipitated from without, in our own literature, the non-
kingly elements of the nature of xichard 11 are sufficent

to sxplain his downfall without having to regard Boling-
broke as a villain who precipitates the fall. However

the pre-oceupation with crime of English senscan tragedy
necessitated a villain who could be responsible for =
suffieient mumber of sudden deaths, murders and suicides

to make the theatre & succewsful rival for the bear-baitings
and cockfights whicﬁ would otherwise attract the mult-
itude. in the earlier plays, the villain had had & reason
for committing his crimes; Porrex slew his brother in order
to obtain the crown; Tancred was inspired by a desire to
separate Gismunda from her 1over.v But the machiavellian
villain found & Jjoy in tﬁe performance of crime quite

epart from any benetrits to result therefrom.

at the commencement of fhe Jjew of kalta, the prologue

is spoken by Machiavelli in person:

Albeit the world thinke xiacheuill is dead,
16t was his soule but flowne beyond the Alpes,
And now the Guize is dead, is come from nrance
'o view this Land, and frolicke with his friends.
To some perhaps my neme is odious,
But such as loue me, gard me from their tongues,
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And let them know that L am Macheuill,

And weigh not men, and therefore not mens words:

Admir‘d 1L am of those that hate me most.

though some speake openly against my bookes,

ret will they reade me, and thereby attaine

I'o Peters Chayre: And when they cast me ofI,

_ Are poyson'd by my climing fadllowers.

1 count neligion but a childish Yoy,

And hold there is no sinne byt igrnorance.
we are t0ld with no uncertainty that the protagonist is to
resemble lMachiavelli in character:

I craue but this, Grace him as he deserues,

ind let him not be entertain’'d the worse

Becsase he fauours me.
Having spoken the prologuse, Machiavelli then lsaves the stage
to Barabas who proceeds to carry out the twofold role of .
crime and duplicity. This duplicity, however, it must be
understood extends only in the relations:i': between the
protagonist end the other characters in the play. <o the
audience, the Machiavellian hero is engagingly frank-
order that they may appreciate how completely he is deceiving
the others. "Barabas", gsays Thorndike, “is conceived under
the inspiration of iachisvelli and perhaps also of stage
practice, as an intriguing villein with all the accompan-'
iments ever since familiar in drama and fiction. He is the
source of all evil, and utterly without conscience; he
avows his villany (sic) to the audience and he works by
crafty intrigue with the =aid of an equally'conscienceless

1

accomplice.” A short survey of his career will illustrate

his methods.
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In the beginning of the play we have some sympathy

for Barabas since his wrongs at least g#ive motive for his
I tred of the governor, but it is not long before his crimes
seem to be inspired by a sort of universal hatred. 7The
wrongs he has suffered at the hands of the governor are
not a sufficient explanation of the motive which makes him
“ set Don Mathias snd Lodowick to sday each other, and he eoon
commits one crime after another without any motive at all.
He poisons his daughter because she has deserted him and his
hatred extends to the entire convent in whichshe has taken
refuge; when the cipy is bésieged he begins a lengthy coil
of deception and intrigue which finally causes his wwn
deéth by the instrumént he has prepared for others, Larabas
gives us a picture of his own nature in his conversation
with Ithamorse:

Bar. Hast thou no Trade? then listen to my words,

4nd 1 will teach that shall sticke by thee: ‘

rirst be thou woyd of these affections,

vompassion, loue, vaine hope, and hartless feare,

“pe mou'd at nothing, see thou pitty none,

sut to thy selfe smile when the vhristians moane. 1

fe degcribes his actions thus:

As for my selfe, I walke abroad & nights

and kill sicke people groaning under walls:,.
and now and then, to cherigh vhristian theeves,
I am-content to lose some of my Crownes;

that 1 may, walking in my Ggallery,

cee''em goe pinion'd along by my doore.

Being young, i studied Physicke, and began

10 practise fLirst vpon the italian;

ithere 1 enrici(h, d the Priests with burials,

1. Act 1i, 11952 seqq.
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Asnd alwayes kept the Sexton's armes in ure
Vith digging graues and ringing dead mens knels:
and after that was I an Engineere, '
And in the warres 'twixt France and Germanie
Vnder pretence of helyping Charles the fitfth,
Slew friend and enemy with my stratagems.
Then after that was I an Vserer,
And with extorting, cozening, forfeiting,-

- And tricks belonging wvnto Brokery,
I £111'd the Iales with Bankrouts in & yeare,
And with young Orphans planted Hospitals,

- And euery Mcone made some or other mad, -

And now and then one hang himselfe for griefe,
 Pinning vpon his breast & long great Scrowle
How I with interest tormented him,
Ithamore will hot be outdone by his master but describes
himself as occupied,
In setving Christian villages on fire,
Chaining of Eunuches, binding gally-slaues.
One time I was an Hostler in an Inne,
And in the night time secretly would I steale ,
To trauellers Chambers, and therecut their throats:
Once at lerusslem, where the pilgrims kneel'qd,
I strowed powder on ‘the Marble stones,
And therewithall their knees would ranckle, so

That I haue laugh'd agood to see the cripples
Goe limping home to Christendome on stilts.

It will be .seen from this that Ithamére stidl further stresses
the Machiavellian motif. In both characters the same Joy

is evinced at conceiving and executing evil, both are utterly
withont pity for their vietim or remorse for their crime.

Nor doecs Barabas break down when he sees himself foiled at
last, but dies resolutely breathing forth his latest hate,.

The Machiavellian note is sustained to the end.

- In the prologue to :ihe Jew of Malta there is a ref-

ence to the Guise. his character appesrs in a later play
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by Marlowe, The liagsacre at Paris where though not the pro-

tagonist he is once more the exponent of the hiachiavellian
doctrine. HHe reveals himself in Scene 2, lines 91-166

as full of inordinate ambition which he cloaks under the
gulse of religion, and he too dies seurageously.

We see, then, that Marlowe was much impressed by the
Machiavellian fype, and we are not surprised to find
Shakespesre pbrtraying the Bame oharacter in on e of the
plays showing a bMarlovian influence. The character of
Richard III is developed in the Machievellian menner. He
declares his intentions on his first appearance:

I am determined to prove & villain,

And hate the idle pleasures of these days,

Plots have I laid, induetions dangerous,

By drunken prophecies, libels, and dreams,

Yo set my brother Clarence and the king

In deedly hate tne one against the other:

And if kitmg Edward be as true ani just

‘As 1 am subtle, false, and treacherous,

This day should Clarence closely be mew'd up,

About a propheey which says that G

Of Bdward's nheirs the murderer shall be.

Dive,thoughts, down to my soul: here Clarence comes. 1
Here we have all the Machiaveliian characteristics; & frank
confession to the audience of the intention to be a
villein, a joy in deception of others and in the performaunce
of evil deeds. <The erimes that he commits and the dec-

eptions that he prectises would have rejoiced the heart of

rBarahas. Clarence regards him as his ally, when in reslity

1. RiChaI'd III' e I’ i, 50“410 ‘
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he is the instigator of his murder; Hastings goes unsus-

piciously to his death in the tower, congratul@ting himself

on having Gloucester's friendship:

Hest. His Grace looxs cheerfully and smooth this

morning:

There's some conceit or other likes him well,

when that he bids good morrow with such spirit.

I think there's never g man in Christendom

Can lesser hide his hate or love than he;

#or by his face strajignt shall you know his heart.

Stan. What of his heart perceived you in his face

By eny livelihood he show'd to-day?

Hast.Marry, that with no man here he is offended;

For, were he, he had shown it in his looks. 1
Almost immediately Richard enters and Hastings is hurried
off to death,

Riohard's/duplicity and commanding magnetism are
both reve&le@éarly in the play. Anne, widow of Prince
Edward of Wales, enters foliowing the dead body of Henry
VI. Her first speech is a long add terrible ourse upon
Richard, the author of this deed and t e cause of her
widowhood. When Richard enters, she reviles nim and then
we are shown his asmazing power over those he wishes to
influence. He is suave and patient, replying to her
insults by ascervations of his love for her, till she
is interested by his very audacity. when she wishes her
eges were basilisks that they migit strike him dead, he
ventures everything by baring his breast and offering
her his sword that she may kill him:

1. Ibid, III- i¥:, 48,
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If thy revengeful heart csnnot forgive,
Lo! here I lend thee this sharp-pointed sword;
wWhich if thou please to hide in this true breast,
And let thne soul fortih that adoretih thee,
I 1lay it open to the deedly stroke,
And humbly beg the death upon my kneeS. -
(he lays his breast open: she offers at it with
. his ®sword.)
Nay, do not pagserfor I did kill King Henry;
But -'twas thy besuty that provoked me.
Ney, now dispatch; ‘twas I that stabb'd young zdward;
(she again oifers at his breast.)
But 'twas thy heavenly face that set me on.
(She lets fall the sword.)
Take up the sword again or take up me.

When she fails to carry out her threat he knows that Anne
is oonquered; and it is a Machiavellian conquest for
hardly is she off the stage before ne exclaims:

VWias ever woman in this humour woo'd?

Was evéer womad in this humour won?

I'11l have her but I will not keep her 1ong. 1
Before the play is over, Anne dies of & broken hegrt, and
with equel perfidy Richard woos his neice through the |
mediation of her mother. His suecess in persuwading Eliza-
beth to favour his suit to her daughter only rouses fresh
scorn for the vietim of his duplicity:

Helenting fool, and shallow, changing women! 2
. Thus far then, Shakespeare followed the type closely. The
conclusion, however, is not borrowed from Marlowe's
pictures of Machiavelli, but is influenced by another
aspect of Marlowe's art, and can therefore be ignored

here,

1. 1Ibid, I, ii, 175 seqq. - 2. Ibid, IV, 1iv, 432.

-
@
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A trace of Marlowe's influence can again be seen
in a play written during Shakespeare's maturity. Ilago is
not & Marlowean progeny in the same ¥ay that Richard IiI is,
but he reveals Machiavellian charscteristics which seem to

nave been inspired by the same source. Like Ithamore in

The Jew of Malta he 1s a servant of the protagonist whom

he dedekves, and he confesses his duplicity in the first
gcene:

I follow him to serve my turn upon him; .....
It 1s as sure as you are Roderigo,

Wwere I the Moor, I would not be Iago:

In fellowing him, I follow but myself;
Heaven 1s my judge, not I for love and duty,
but seeming so, for my peculiar end:

¥or when my outward action doth demonstrate
fhe native act and figure of my heart

In compliment extern, 'tis not long after
But I will wear my heart upon my sleeve

#or dewes to peck at: I am not what I am, 1

It might be Barabas who gives the advice of Actl, Scene 3,
"Put money in thy purse.' ‘The series of crimes which Isgo
rlans are in the Machiavellian tradition, and one scene is

based on a very similar incident in The Jew of Malta. In

the same way that Barabas incited iLon Mathias and Iudowigo
to kill each other, Iago incites Cassio and Roderigo. ihe
similarity of this touch convinces us of the reality of
the Marlowian influence even in a play so far removed from
Shakespeare's period of apprenticeship.

We have seen then that Marlowe not only gave a

1. @thello,I, 1, 42seqq.



distinctly Machiavellian twist to the Elizabetnan villain,
but that he elevated him to the position of protagonist.

In Richard I11, Shakespears developed his theme in & simi-

lar manner. Finally in the play of Othello though the
Maciniavellian character is no longer the protagonist, he
reappears with a distinet trace of Marlovian influence in

“ the character of Iago.
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VI VI. Conscience as a Pactor,

The rsychological element was not a factor in the
English Senecan plays. If 2 crime was committed. the aud-
ience was informed of the motive, it is true., but neither
the thoughts of the criminal before the crime nor his later
re-action were dwelt upon, nor were the thoughts of thdse
affected by the crime of any Rréater importance., A consider-
ation of Gorboduc will reveal at once the truth of this.
Here there is no insistence whatever on the psychological
effect of the action. Though murders are committed, we are
not concermad with the psycholégical BELEEEXELXKNEXRELLEN.
influence of these azcts. One act becomes the motive for
the next while apparent simplicity of motige and singleness
of intention govsrns the sction in each case.

It 1is perhaps natural that orimitive drama should
concentrate its sttention primarily upon event, and that the
re-action of the individual to event, should occupy the
attention of a more cultivated period. The mind of an ace
of ‘{-?:rea.ter advance finds it impbssible to contemnlate inten-~
se physical guffering for with advance has come onnortunity
for introspection and as one enters into the feelings of
the victims, refinement of torture becomes impossible.

This tendency tbward introspection which we find has accom-
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pahied the development of man in real 1life, shows itself in
the drame by a greater éﬁphasis upon the rsychological effect
of action on the characters in the drama.

Some nreparation for this fofm of drame. however,
was made by the o0ld moralities, These delighted to revrresent
good and evil angels struggline for the control of a man's
soul. In these allegories, the ~ood and evil which was in
man's nature was personified and as real characters inter-
fered in the course of thesaction.

That the nsycholégical drama did, was to refine this
material of the old moralifies till the confliet became no
longer external but internal. The firmly defined character
of these external in%luences became, in the more highly
developed form, the varying motives which ebb and flow in
man's nature. Man's nature is not simple but complex -
there is no clear-cut distinction between human impulses
but all merge and inter-act to vroduce the final result.
Recognition of this sreat truth will slone vproduce tragedy
in its highest fom. In this section. then, we will be
concerned with three cuestions: who first recognised this
principle in the drama, what wns Marlowe's contribution,

and where did Shakespeare copy from him?

The first play to devote attention to this feature

was probably Kyd's Swranish Tragedy. The date of this play
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is not definitely established, but while there is some doubt

asto whether or not it preceded Temburlaine, the majority

of critics would place it before Doctor Faustus. Tamburlaine

had no hesitations, no moments of doubt or distrust: the

psychological azspect is entirely lacking in this play. In

the Spanish Tragedyvy however, this feature is stressed in

Hieronimo, who may be said to have been the precursor of
Hamlet. His irresolution, his susvicion of the motives of
those around him, the breaking down of his mind under the
strain of his mental suffering, - all this is a new note in
the drama, and agll th;s maj be found &gain in Shakespeare's
masterpiece, |

!

The one »lay of Marlowe's in which the psychological

element appears is Doctor Faustus. This element, a2s we have

prointed out, is lacking in Tamburlaine, and it is equally

missing from The Jew of Malta. lMeditation of a melaﬁcholy
cast is found in Edward II but nothing appréaching the abh-
sorption with mental reactfions to cutside events, which is
what we mean by the ps ychological factor. It is poscible

that the entrance of this element in Doctor Faustus is trace-

able to the influence of Kyd, but the use made of it by

Marlowe is original.

In The opanish Tragedy ss in Hamlet, the psycholoe-

ical sbsorption interferes with the vossihility of action on
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the part of one whn hsg a ereat incentive to netion - the
avencing of a nersonal injuvry; thet i$, in both thage

rlayse it 1is s8till conneoted with the revenre element of thnm
Sanecan traredy. In Merlawe, the ®svcholocical slement
anpesrs As the workine of conscience in tre mind of one

who has sinned; that is., it evpears dor the first time
unconnected with the revernce element. It is this elemant
of oonscience which is new in M~~l~we, and which is unicue

in Doestor rFaustus of all his works., We have shown that, as

& rule, lMarlowe regards the action of nhis plays in an un-
moral fashion; the rightness or wrongness of an action does
not interest him, he is interested in the achievements of
his characters only as these achlevecments are the result of
the hero's virtu. In Faustus he rises higher, for the
first time clearly differentiates between fight and wrong,
and brings out the ide& of punishment for those who breal the
moral laws. <[he growth or this concern over the moral
aspect of nis action, it is interesting to trace in F¥Faustus,

In the early scenes, we find Marlowe introducing,
under the influence of the 0ld moralities good and evil
angsls wno attempt to influence tie asctions of rsustus.
These angels may ve considered as personifications of the
two forces struggling for mastery in his brain, but thep

disappesr eventually, g#iving room altogether to the mental
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weighingof the arguments for and against his actions of which
they had been the living embodiment, That they were inten-
ded to represent this struggle can be seen from their close
co-ordination with the thoughts of Faustus. Here is their
final appearance:

Fau. I, goe accursed spirit to vgly hell,
Tis thou hast damn'd distressed Kaustus soulad:
Ist not too late? :

- Knter good Angell and euill.
Buill A. Too late.
Good A. Neuer too late, if Faustus can repent.
Buill A. If thou repent diuels shall teare thee in peeces.
Good A. Repent, & they shal neuer race thy skin.

Exeunt (Ancels).

Fau. Abh Christ my Sauiour,

Seeke to ssue distressed PFPaustus soule. 1

We notice here that their warnings are in the form that Faus-
fur' own communéngs éould have taken, but much greater force
was given to the conception by the disappearance of these
spirits and the consequent absorption in the mental sturggle.
At first there is no truce of irresolution in Famustus,

He exelaime proudly, (Scene

Had 1 as many soules as there be starres,
ilde giue them al for Maphastophilis: 2

Later comes doubt end hesitation, and this continusl struggle
between the two sides of his nature is the dominant interest
in the play. Fesustus has changed indeed when he exclaims:

Accursed raustus, where is mercie now?

I do repent, and yet I do dispasire:
Hell striues with grasce tor conguest in my breast,
What shalil do to shun the snares of death? 3

1. Dr. Fausius 688. 2. Ibid, 538. 3. Ibid, 1%00.
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But almost instantly he renews his bargain wiéh Iucifer

and begs pardon for having been false to his agreement. And
80 he fluctuates from joy in the power he has bought to fear
at the thought of the priee he nmust pay. The end is agonyi

Oh God,

If thou wilt not haue mercy on my soule,

ret for Christs s:wke, whose bloud hath ransomd me,
Impose some end to my incessant paine.

Let Paustus liue in hel & thousand yeeres,

A hundred thousand, and at last be sau'd.

0 no end is limited to damned soules,

Why wert thou not a creature wanting soule?

Or, why is this immortall that thou hast?

Ah gythgggras metemsucosis, were that true,

This soule whould flie from me, and I be changde
Vnto some brutish beast: al beasts are he ppy,
¥or when they die, .

Their soules are soone didsolud in elements,
But-mine must liue 8till to be plagde in hel:
Curst be the pgrents that ingendred me:

No Paustus, curse thy selfe, curse ducifer,

That hath depriude thee of the ioyes of neauen.

Here then is one of the first great studies of & soul in
anguish.

" The play of Shakespeare‘s'which’may be said to have
besn definitely influenced by this new tendency in Marlowe's

‘drema, is Richard III. Sheakespeare was always interested

in character development and we find instance after instance
‘of emotional conflict in nis plays; take, for exampie, the
pltiful effect of remorse on Lady Macbeth., In concentrating
on this aspect of mental struggie ShakeSPeére was undoubtedly
influenced by both Marlowe and Kyd. We have already suggested
that Kyd's influence was probably supreme in Hamlet; the

1. Ibid, 1452.
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emotionalconflict in Macbeth, however, is more nearly akin to

Marlowe's treatment in Doctor Faustus. This type of conflict

he had learnt to handle by copying Marlowe's methods in

Richard III.

Ifhe wentire play, as we have 8lready seen)was con-

ceived in the Marlovian mamnner., At first Richard is pure
Machiavelli: we can sSee no remorse, no mental conflict what-
‘Iever throughout the whole period of his success. This appears,

however, with the reversal of his fortunes. L‘here is absolute-
ly no explanation for Richard's break-down other than the
feeling of remorse Which cripples the power of his will. He
himself tells us that the odds are all on his side:

K.Rich. Who hath descried the number of the traitors?

For. Six or seven thousand is their utmost power.

X.Rich. why, our battalia trevles that account:

Besides, the king's name is a tower of strength,

which they upon the adverse faction want. 1
Yet when he falls alseep in his tent he is troubled by the
ghosts of his former wictims. Uhe use of ghosts is, of
course, a Senecan touch, but they may be regarded - like the
angels in Faustus - as an attempt to give reality to the
thronging visions which assail his mind. After they leave,
Richard starts up and we see him assailed by the same hor-

rible doubts that afflicted Faustus.

Have mercy, vesu: Soft! I did but dream.
"0 coward conscience, how dost thou afilict me! 2

1. Richard III, Vv, iii, 9
2. Toia, Vv, iii, 177.
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And again,

iy conscience hath a thousand several tongues,

And every tongue brings in a several tale,

And every tale condemns me for & villain.

Perjury, perjury, in the high'st degree:

Murder, stern murder, in the dir st degree;

All several sins, all us‘d in each degree,

throng to the bar, crying all, ‘Guilty! gFuilty! 1

Hote the suggestion that the ghosts were but thoughts flying
through Richard's brain. The working of counscience through-
out 1s very similar to that workings of conscience in Faustus.
At the last he tries to’throw off the influence of this
remorse which is ummanning him:

ouY '
LetnotAbabblinasgpaams affright our souls;
Uonscience is a,Word that cowards use,

Devis'd &b first to kesp the strong in awe:

Our strong arms be our consciénce, swords our law, 2
It‘is surprising how often thé word ‘conscience' does
appear in the play. <the last place where we woula expect
to meet it is in the speeches of the professional murderers,
and yet note: |

sec, Murd. ‘ithe urging of that word 'judgment' hath
T¥ed & kind of remorse in me.

First Murd. what! art thou afraid?

SeC. Murd. HNot to kill him, hesving a warrant for ift;
Pt to be damn'‘d for killing him, foomthe which mo
warrant can defend Meeeecsse

First Murd, How dost thou feel thyself now?

Yec. Nurd. Some certain dregs of conscience are yet
Within me.

First kiurd. Hemember our reward when the deed's done,.
sec. Murd. ‘Zounds: he dies: I had forgot the reward.
TITST nurd. Wwhere's thy conscience now? :

SeC. murd. In the buke of Gloucester's purse,.

#1rsT Murd, 50 when he opens his purse to gi ve us our

TEWETY, thy conscience 1tlies out.

pec, furd. Tis no matter; let it go: there's few or
none will entertain it. o

1. v, iii, 194, 2. v, ii1, 310. z. I, iv, 108.
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Again after the murder has been committed, 7yrell describes

how the scoundrels were affected by the deed. "Both" he

1
says, " are gone with conscience and remorse."” rrofessional

murderers are the last people whom one would expect to be
go affected, especially since in the drama they were little
more than conventional figures. ihat they shéuld have
been used to intensify the motif of remorse, shows how
greatly shakespeare was afiected by the idea of conscience
in the drama.

xhe‘same theme freappesars in another of the plays of
this early period. alng vohn is not a play which bears
many signs 6f being composed under Larlowe s influence, but
the same idea of remorse enters into it, though it does

not play as big a part here as in xichard [ii. 1In Act v,

Scene 1iil, when vohn is questicning uubert to whom he has
entrusted the murder of the young prince arthur, one of
the nobles says of the king,

Lthe cadlour of the king doth come and go

petween his pumpose and his conscience,

Like heralds 'twixt two dreadful battles set. 2
As we have seén that this idea of remorse for crime is a
new feature in marlowe, this again must be considered as
conceived under marlovian influence. |

une other feature must be mentioned before the subject

is abandoned. L1t is a natural tendency in the drame of

1. Lv, 1ii, 20 2. JonnIV, i1, 76.
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psychological reaction to make & great use of soliloquy.

This feature was brought into the knglish drama through
Senecan tragedy, but its development is closely conunected
with the drama of mental emotion. An examination of Tam-
burlaine reveals the hero frequently expressing his inten-
tions in speeches of great length, but invarisbly befors
“others who act as auditors to his harangue. ‘the idea of
communion with self went hand in hand with the idea of 2

- mental struggle. 'Lhis mental struggle is most vivid when one
is alone and hence has to be revealed in soliloguy. Kyd

had realised tnis in the Spanish iragedy and the first use

of it in ksrlowe comes in Doctor wraustus. It was also of

value to express the machinations of the Machiavellian con-

spirators and hence reappears in The vew of Malta. Richard

1ii uses it for both purposes. 4t first it is the instrument
by which he weveals his coolly-calculated crimes; at the end
it is the instrument of his great emotional struggle. ihe
Soliloquies in uamlet and macbeth show the final develop-
ment of this instrument. 1f the use in Hamlet owes little‘
to iarlowe, the use in macbeth would seem to be a develop-

‘ment of Richard 1.1l revealing the same communings with

conscience which distinguish its use in voctor raustus,.

vo sum up then. 1t may be said that marlowe gave

»to the psychological drama which had been introduced by xyd

& new developmcnt by introducing the element of consciencs.
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It is in Macbeth that Shakespeare developed tunis form to its

highest possibility, but in idchard i.i he appears to be

acting very closely under the influence of warlowe and he
introduces the workings of eonscience in another early play,
£ing John. #inally the drama of psychological development
both in Lyd and warlowe ma.e use of the soliloquy and this

> feature, too, was adopted by Shakespeare.

o 0o



54.
V1l. The Weakling as a Hero.

It seems almost incredible that liarlowe, who gave us
80 many pictures of the resolute hero should first have
employed irresolution as a tragic motive. Yet this is what
we find in maward 1i and the same theme was adopted by shak-

espesre im his xichard 1i. Let us examine the nature and

extent of this similarity.

It is easy to see why no previous dramatist had attemp-
ted to wiite a play with a weakling as the hero. <the type
did not lend itself to Senecan orime, and it waes impossible
as the hero of a romantic play, for both these needed a
strong charecter. fWeakness could only become interesting
in the drama as the psychological motives to action began
to absorb the interest of the dramatist and as Wa have seen
interest in the analysing of motives began with Kyd and

liarlowe, The characters of ihe Spanish iragedy, however,

were not weaklings so that this particular form of the
psychokogical play is traceable to warlowe alone.

ithe discovery of dramatic value in wealkness of char-
acter rather than in strength is a distinet contribution
to dramatic art, and marlowe is more especially to be
commended for the discovery since the type is not natural
to his genius, wnich delighted in the actions of such super-

men as we have already outlined. ovur aedmitstion increasses,
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moreover, as we realise not only that he first discovered
this possibility but that working with so different a themse,
he produced a play of such merit that it is by many regarded
as his masterpiecse.

Kdward 1.1, however, is nct altogether apart from
Karlowe's earlier heroes. He, too, is dominated by a single
emoﬁion, in this instance, a desire for affection. sut
instead of causing the protagonist t0 accomplish the im-
posaible even though defeat came at last, this emotion in
tdward is the cause of his weakness. ithe same emotion
motivatas shakespaare's Richard 1% and with the same result.
dowever, Shakespeare has given us a fuller picture of xich-
ard's character than was drawn by Marlowe. it was not his
method to disregard the complexities of human nsture in order
to bring cut in bold relief one emotion only. «aichard is
a weakling, and he is passicnately attached to his frisends.
sut he is much more than this. we know him as lovins his
country with almost feminine feeling, as an unstaple nature
rising to heights of emotion, and sinking to the lowest
- depths of despair with 1little cause in either case, and
chiefly we imow him as a sentimentalist. <4t is interesting
to note that though the trait is not so fully developed
in kdward's character; yet it is not wholly lacking. Compare

the following passages from the two plays:
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0 hadst thou euer beene & king, thy hart
Pierced deeply with sence of my distresse,
vould not but take compassion of my state.
stately and proud, in riches and in traine,
whilom 1 was powerfull and full of pompe,

sut what ¥8 he, whome rule and emperie

Haue not in 11fe or death made miserabley

ome Spencer, come saldocke, come sit downe by me,
siske Triall now of Thaf phi lOSOphie

1that-in our famous nurseries of artes

thous: suckedst from +tlato, and from aristotle,
rather, this 1ife confemp latiue is hesuen,

O that I might this life in quiet lead,

put we alas ure chaste, and ycu my friends,
Your liues and my dishonor they pursuse.

18t gentle monkes, for treasure, golde nor fee,
Do you betray vs and our companle. 1

the same thoughts pass through Richard’s pgind:

0f comfort no man speak:
Let's talk of graves, of worms and epitaphs;
liske dust our paper, end with rainy eyes
write sorrow on the bosom of the earth;
Let's choose executors and talk of wills:
And yet not so, for what can we bequeath
5 ave our deposed bodies to the ground?
Qur-lands, our lives, and all are polingbroke's,
And nothiny can ve call our ovmn but death,
ind that small model of the birren earth
“hich serves as paste and cover to our bones,
For God's sake, let us sit upon the eround
And tell sad stories of the death of kings:
How some have been deposed, some slain in war,
Some hzunted by the ghosts thay have depvosed,
Some vnoisoned by their wiwes, some sleeping kill'd
All murder'd for within the hollow crown
That rounds the mortal temples of a “ing
Keeps death his court, =nd there the antick sits,
Scoffing his state and grinning at his romm....2

50 similar in thought and construction are tre two
rlays throughont, that a comparison is almost inevitzhle.
We have sean the similarity of character in the two troteg-

1. Edward II, 1876. 2. Richard II, III, ii. 144.




onists; let us next consider the use made of the minor
characters, and finally examine the construction of the two
plays.

Fcr the first time in this plav Marlowe makes an
effort to abandon the one-man play and present » series of
independent pictures. Hence a number of cﬁaracters are
given definite development; Mortimer, Gaveston., Spencer,
and Issbella. are all developed hevond Marlowe's usual cus-
tom. Let us examine each of these characters in order to
determine their place in the story of the weakling hero,
and then turning to Shakespeare, see if he has made any
similar use of his minor characters.

Two of the ¢characters develored by Marlowe are the
king's favorites - Gaveston and Srencer ~ and may therefore

b® sompared with Bushy, Bagot, and Green, in Richard II.

Vie have to admit that Marlowe's favorites are better char-
acterised than Shakespeare's, but in hoth plays thev per-
form the sume function - it is the king's devotion to these
favorites which is largely responsible for his downfall.

But if Marlowe achieved greafer success here than
did Shakespeare in his n»layv we cannot feel that his vortrait
Of Isabella was ecuallv suceessful. It is hard.to #ree her
from a charse of inconsistency, and this is s fault of
which Shekespeare's (Queen cannot be accused. .t first

Isabella is a loving wife, neglected by her husband, and
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bearing her neglect with exemplarv patience. Svddenly she
changes. becomes her hnusband's most violent enemy workines for
his downgall, and not hesitating to abet his death. The
change is not sufficiently explained and from the voint of
view of drematic construction is indefensible. It has how-
ever been surgested that this chanze in Isabella'’s nature

“ was probably & part of Marlowe's plan "to enlist the =ud-
jence on the suseen's side at first, =s e loving and injured
wife, and then after the reverse action was under way...

to intensify pity for the victim by =very device."l If we
accept this interpretation we are at once struck by the sim-
jlar use made of the cueen by Shaltespeare. Here we have no
inexplicable change of cheracter, but the love of Richard’'s
rueen for her husband is used to intensify our »ity For the
fallen monarch fully as much as is the hate of Isabella -

in Edwerd II. Thus Shakesvezre schieves the Samc end as
Marlows though by different and drametically more defensible
means. Marlowe depicts the callous rttitude of the cueen in
order to awazen our sympathies for the kine's troubles. In
two scenes Shakespeare introduces the cueen for exactly *he
same purvose, to awaken our svmp-thies for the king. The
first scene where this is done is in the scene ofxkseewsaX}
¥mtwescmawswt vith the gardegner just after Richard has
fallen into Bolinshroke's hends (III. iv.) and the second

1. Schellins - Chron.Play »p 72-3, auotine from Ed. II ed. by
MeLgughlin, 1894, ».16Z.
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is in the pathetic farewell § between husband and wife.
shich follows mupon Richard's deposition. (V;i.)
Lagtly, Mortimer, Edward's chief enemy, can bhe com-

pared vo Bolingbroke in Richard II. In Mortimer, Marlowe drew

& character eof the type dear to his heart - he is the fam-
iliar embodiment of boundless ambition, though here reduced
to second place. But he is not much more "than a wvulgar
intrigudre for the erown, playing on the starved affections
of a weak woman, seeking to pervert the young prince.” 1
Shakespeare showed greater art in his conception of the char-
acter of Bolingbpeke. He was no "vulgar intriguer™ but an
effective foil to the weakness of Richard's charascter, poss-
essing all the attributes of greatness suitable to & monarch,
the absence of which have led to Richard's downfall. Ve
admire his character and are tempted to overlook his shadowy
claims to the throne as we appreciate his eminent fitness for the
position. Hére, then, Shakespeare has da@mammémy rerted
company with Marlowe, and going definitely past the one-man
tragedy has prepared the way for the fuller canvas of his
later plays.

Next let us consider the construction of the two plays.
In both there is the same attempt to arouse contempt for the
hero in prosperity and pity in adversity. Marlowe's Edward II
alienates his barons by his stubborn determination to restore

l. Schelling, Chron. Play, p. 69.
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hig favorite to power, he robs and impriéons the Bishop of
Coventry who has opposed him, and treats his wife with un-
relenting harshness., Shakespeare's Richard II wastes the
nation's money on his favorites and thenxmakes good the'def-
icit by farming out his taxes and forecing the nobles to contri-

bute large gifts to his coffers. He does not even hesitate

“ to0 rob the lands of his good uncle, John of Gaunt, and in

Shakespeare 's play as in Marlowe's, it is this stubborn in-
sistence on his selfish desires that precipitates the tragedy.
In some ways we do not feel that Shakespeare menaged the

" material of his play as well as did Merlowe, notably in the
useless addition of a second challenge scene, and in the
diffusion of interest caused by,thé introduction of Aumerle's
conspiracy. To a large extent, however, the plays move

along very similar lines. Thus the deposition scene in

Richard II, IV, 1, psrellels with the seme scene in Bdward II
1987, and a qﬁotafibn from both will serve to show the
similarity in construction.

In Marlowe's play, the king is besaught to give up
 his erown:

Leices.My lord, why waste you thus the time away?
They stay your answer, will you yeeld your crowne?

In Shakespeare's, Richard is asked:
To do that office of thine own goecd will
Which tired majesty did make thee offer,
The resignation of thy state and crown
To Henry Bolingbroke.
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and again:

I thought you had been willing to resign....
Are you contented to resign the crown?

in which we see the same irresolution on the part of the
abdicating monarch. 1In both, the king removes the crown and
tien thinks better of his action:

Here, take my crowne, the life of kdward too,
Two kings in England cannot raigne at once:

But stay a while, let me be king till night,
That I may geze vpon this glittering erowne,

So shall my eyes receiue their last content,

My head, the latest honor dew to it,

And ioyntly both yeeld vp their wished right...
Inhumaine ersatures, nurst with Tigers milke,
Wwhy gape you for your soueraignes ouerthrow?
My diadem I meane, and guiltless liie.

See monsters see, 1le weare my orowne againe...

In Richard II the nature of Bolingbroke is, as always, con-

trasted with that of the king:

Richard. Give me the crown. Here, cousin, seize the crown:
Here cousin,

On this side my hand and on that side thine

Now is this golden cerowu like & deep well

That owes two buckets filling one anotier;

The emptier ever dancing in the air,

the other down, unseen and full oi water:

That bucket down and full of tears am I,

Drinking my griefs,wnilst you mount up on nigh.

It is then that he is asked if he is not willing to resign
and hastily giving Bolingoroke &1l the insignie of royaltyy
bresks out: ‘ '
Make me,%bat nothing have, with nothing griev’'d,
And thou with 211 pleas'd, that hast all achiev'd

Long mayst thou live in Kichard's seat to sit,
And soon lie rnichard in an earthy pit!
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God save King Harry, unking'd Richard says,
 And send him many years of sunshine days!

"This is a close parallel of Edward’'s:

Make me despise this transitorie pompe,

And sit for aye inthronized in heauen,

Come death, and with thy fingers close my eyes,

Or if I liue, let me Iorget my selfe.
ithere is a somewhat similar re-action, too, in both plays.
Kdward relieves himself after abdicating by tearing up the
paper which entrusts him as prisoner to Matrevis and Gurney.
One feels at once that this is just the pathetically impotent
thing a weakling would do. In the same way, shakespeare's
Richard II relieves his feelings by dashing to pieces the
mirror in whieh he has sought to reada the alteration in
his countenamce which ought to have accompanied the alteration
in his fortunes.

Having noted the great similarity in the construction
of these scenes, we cannot but be surprised that the scene
in Shakespeare’'s play was forbidden during the sarly produc-
tions for politicél reasons, while in iiarlowe’s it escaped
censure.
| in both plays, the abdiecstion scene marks a change

in the dramatist's attitude towards his protagonist, for he
now uses every efiort to make us pity the deposed monarch.
We have alreedy noted the use msde of the queen to this end.

In Shaekespeare's play we nave 8lso the affecting account of
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the king's entry into London. (Aet. V, Scene 1i.) hore-
over Shakespeare attempts to gesin sympethy for his monarch
by giving him at his death the resolution he lacked in life;

({Enter Exton and Servants, armed.)
K. Rich. dow now! what means death in this rude sassault?
Villain, thine own hand yields thy ‘death's instrument.

. {(onatching a weapon and killing ons.)

4o thou and fill snother room in hell.

(de kills another: then uxton strikes him down.
that bhand shall burn in never-quenching fire
That staggers thus my person. wxton, thy fierce hand
Hath with the king's blood stain‘d the king's own land.
Mount, mount, my soul. thy seat "is up on high,
Whilst my gross flesh sinks downward, here to dle.

- {pies.) .

gxton As full of val our as of royal blood:
Doth have i 8pilt; 0: would the deed were good;
#or now the devil, that told me i did well,
Sags that this deed is chronicled in hell. 1

marlows's fipal scene is longer and shows his talent
at its highest. 4dis skili always lay rather in the devel-
opment of individusl scenes than in sustained efiort, and it
is in the portrayal of the crisis tiiat he is at his Dbest.
Marlowe begins by over-accentuating the physical horrors of
Edward's prison. This is done deliberately in order to gain
our sympathies for the imprisoned monarch. osShakespeare hsd
tried to gain ouf sympathies by showing us his weakling
at last a man of action. Marlowe had convinced him of the
advisability of gaining sympathy for the dying hero, and he
showed his originelity merely by using slightly different
means vo0 achieve the end which marlowe had shown as desirable.
ners is Marlowe's description of the king s prison. it

l. Richard 1., V, v, 106.
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would be almost nauseating were it not for the poet's skill:
1l

Matr. gurney, . wonder tlf king dies not,
pseing in a vault vp to the knees in water
Yo which the channels of the castell runne
From whence a dampe continually ariseth, -
Thet were enough to poison any man,
Much more s king brought vp so tenderlie.
gurn, And so do 1, matreuis: yesternight
1 opened but the doore to throw him meate,
And 1 was almost stifeled with the sauor.

o

70 this horrible place comes Lightborn, the murderer.

Edward. whose there, what light is that, wherefore
_ comes thou¥y

Light. 7o comfort you, and bring you ioyfull newes.

sdward. omall comfort findes poore isdward in thy loozes,

villaine, i know thou comst to murther me.

wight. i0 murther you my most gratious lordev

¥arre is it from my hart to do you harme.

+hen mdward recounts the horrors of his imprisonment, and
adds this piteous touch:

'ell Isabell the Queens, I lookt not thus,
When Tor her Sake | ran at t11t in Eraunce.

fhen comes the end:

Light. O speake no more my lorde, this breakes my heart.

Lie on this bed, and rest your selfe a while.

kdw. ihese lookes of thine can harbor nought but death.

T see my tragedie written in thy browes,

1et stay a wnile, forbeare thy bloudis hande,

ind let me see the stroxe before it comes,

ithat euen then when 1 shall lose my life,

&y minde may be mor:s stedfast on my wod.

Light. what meanes your hizhnesse to mistrust me thus?

xdwa. what meanes thou to dissemble with me trust

Light. these handes were neuer stainde with innocent
bloud,

ior shall they now be tainted with a klngs.

wdward. rorgiue my thought, for hauing such a thought,

One lewell haue i left, meceine thou this.

Still feare i, and 1 know not whats the cause,

sut euerie ionte shakes as i1 giue it thee:

1. sdward I., 2448 - 26556.
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0 if thou harborst murther in thy hart,

Let this gift change thy minde, and saue thy soule,

Know that L am a king, oh at that name,

1 feele & hell of greefe: where is my crowne?

@one, gone, and doe L remaine aliueY

nght 1our ouerwatchde my lord, lie downe and rest.

#sdw. put that greefe keepes me waking, 1 shoudde sleepe,

For not these ten daies haue these eyes 1lids closd.

Now as . speake they fall, and yet with feare

Open againe. U wherefore sits thou heare?

pight, Lf you mistrust me, ile be gon my lord.

wdw. 10, no, for if thou meanst to murther me,

Thou witt returne agsine, and thersfore stay.

Light. ue sleepes.

Edw. O let me A0t die yet, stay, U stay a while.
Light.cow now my Lorde.

ndw. something still busseth in mine eares,

and tels me, if L sleepe 1 neusr wake,

ihis feare is that which makes me tremble thus,

And therefore tell me, wherefore art thou comef?

Light.ro rid thee of thy life. watreuis come.

there is no doubt of the dramatic effectiveness of-this. As
a catastrophe it is undoubtedly more impressive than Shak-
espeards, |
With this then we may conclude our comparison. By
examining the characters of the protagonists in each play,
the use made of the minor characters, and the construction
of the plays, we have been able to show a great many points
ofrsimilarity. in the first place, it must be admitted
~that Shakespeare derived his idea from wmarlowe; in the same
way he aimed first to alienate and secondly to s ecure sym-
pathy for his hero and to do this used, at times identieul
methods, at others different methods, yet aiming at such
- ddentical results that they too show the influence of Mar-

lowe's work. Identical are thevfaults with which both
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depict the monarch and the entire ordering of the abdication
scene. Une notices a similarity in the med;tative caste

of mind revealed by the kings in adversity: moreover both
kings are surrounded by groups of three - favorites, queen,
and opponent, who are used in much the same manner. Lvsn

where ohakespeare has used a different method he has aimed

&t the smme effect, as has been shown in the pity gained

- for the deposed king in one play by the hate in the other

by the love of his queen; and similarly through sympathy
developed by tne nature of the catastrophe - in the one

rlay through accentuating the horrors of the prison; in the
other through depicting the weakling as at last a man of
action. Ve cbnclude: then, by admitting shakespeare's

great debt to marlowe, both for the idea and the development

of the weakling hero in tragedy.

o 0o
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Viii. Unity.

Marlowe's contribution to the drama has generally

been considered to be along the lines of style rather than

of form. The majority of critics agree that Marlowe's

genius was not especially dramatic. J.Churton Collins even
goes So far as to say that Marlowe's genius was the reverse
of dramatic and that the exigencies of the period in whig“
he lived forced him to cast his work into dramatic form. .
However, even though much of this is true. it may be claim-~
ed that Marlowe Ifirst gave unity to the dramsa.

¥hen he produced Tsmburlaine in 1587, two types of

!

plays'were in existence - first, an indigenous type based

largely on native history: second, a Senecan type. The
first type made no attempt at unity of action; the story
was told without any idez of dramatic art, events unfoldine
themselves as they occurred, without any intention‘on the
part of the dramatist to select his material, eliminate
what would not tend to the develooment of his theme,

and arrange what was retained so that a dramatic effect
might be prodnced. The Senesan plavs, on the other hand,
were more susceptible to controlline laws; thev were

intensely formal and it might therebv be exvected that the

‘material which composed them would have been selected with

1. Harrison - Shakesp. Fellows. p. 254.
J.C.Collins - Essays and Studises, p,
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a view to unity. However this was not the cese. Discrim-
ination in this matter had not yet been reached and though
the dramatist wrote in five acts, and restrained himself .
by many conventions associated with the type, he made no
offort to restrict himself by what we would recognise as a
law of dramatic unity. fThe treatment of one theme, and the
subordination of everything in the play to that one theﬁe
appegrs to be due to the influence of Marlowe,

Only two other dramatists deserve mention in this
connection.' It must be admitted that Lyly contributed mat-
erially to plot constructibn, by developing the idea of a
composite plot. However Lyly did not go the necessary one

step {further and knft the various parts of his plot firmly
‘together. Marlowe's plot was never composite so that Lyly
. eoxerted no influence on him, but he did spperently aim at

the unity that Lyly fsiled to achieve. 4he other dramatist

who should be referred to here is Kyd. The Spenish Tragedy

possesses distinet unity. The date of The Spenish Tragedy

is not definitely known as has been beiore remarked, and

we have no pwoof that 1t preceded Tamburiaine. If it could

be proved that it did precede it, Kyd ought indeed to share

with Marlowe the honour of giving unity to the drama. How-

ever, this one play of Kyd's, had it been unique in its use

of unity, might have exerted no influence:ort:the drame.’
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Marlowe consistently unified the material of his tragedies
and we feel that it is attempts to emulate the popularity of
these that caused the observance of the principle by his
contemporaries.

We have already seen that it would be useless to look
in the n:.tive plays for the principle of unity; Gorboduc
will serve as an illustration of the want of unity in the

English Senecan plays. The argument of the tragedy gives the

following sacount of the plot; "Gorboduc, king of Brittaine,

diunided his reaslme in his lifetime to his sonnes, PFerrex
and Porrex;,; the sonnes fell to discention; the yonger killed
the elder; the mother, that more dearly loued thne elder for
reuenge killed tine ﬁounger; the peeple moued with the cru-
eltie of the féct, rose in rebellion and slew both father
and mother; tne nobilitie assembled and most terribly des-
troyed the rebels; and afterwsardes, for want of issue of the
prince, whereby the succession of the erowne became vncer-
taine, they fell to ciuill warre, in wnich both they and
many of their issues were slaine, and the land for a long
time almost desolate and miserably wasted.” Apart from the
quantity of material which in itself would destroy unity,

- the arrangement of the material wn the play shows a disreg-
ard for the principle. By the end of Act IV we have had

the death of Ferrex and Porrex. At the beginning of Aet V
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we are'apprised that since the completion of Aet IV the Queen

and Gorboduc have been -slain by an uprising of the people and
the act continues with the jumble of unrelated matter which
hss to be crowded into it. ' . . :

Unity so palpably lacking up to this time, appears

in Temburlaine, but it must be admitted that in this, and :

in most of his other plays, Marlowe did not achieve unity
eonsciously. Unity was produced indirecetly through the

nature of the protagonist, and this unity, then, - the first

SR

in English drsme - may be called the unity of a powerful

protagonist. Marlowe, as we have seen, was anxious to pre- :

gent pictures of a resolute nhero - his plays are the plays
of ~the super-msan, té whom a8ll else is subordinsted, whether
of event or of characterisation. Everything that happensc.
throughout the play is dependent upon the protagonist and
the minor charucters only exist in relation to him. Here,
then, is distinet unity, even thouh we admit that Marlowe
did not consciously strive for it but achiéved it indirectly.
It must be admitted tinat his unity is only achieved

at a great coat. LIn the first place, the action suffers.

Unity, as we understand it, would demand the treatment of
one great crisis to the déveloPment and resolution of whdith

everything in the play would be direocted. Marlowe does

P b TN Bl 50 Rl s N

not attempt to treat one crisis alone; his plays are com- | .
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posed of many actions, each of which would be quite unrelated
were it not for the dominating influence of the protagonist
who performs them. '[he protagonist does secure & sort oi
unity #or us which is & great gain in view of the chaotie
series of events which would result were it not for his con-
trol, But Marlowe's conception of the charscter of the pro-
tagonist prevents him from conceiving an elaborate plot lest
the interaction of its various aspects should remowe the
protagohist from his dominant position. Hence we have the
unity oi the compelling personality but no attempt at the
higher unity which would include plot construction.

In the next place, characterisation suffers. Had

Marlowe further developed his subordinaté.characters, atten-

tion would heve been removed from the protagonist, the only
type of unity that the drama had yet known would have been
sacrificed, and hence, while we regret the shadowy charact-
erisation of Marlowe's minor characters we appreciate the
value of this shadowy characterisation in preserving the
specious form of unity which Marlowe secured, and which
aftér all, was a great advance over none at all.

Dramatic unity as we know does exist in plays of
many well developed characters, all of whom are strong
enough to influence the action. All that is needed is &

force directing thnis energy toward one given purpose and
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the result is unity of the highest type. Only in one play
did Marlowe aim at this end, and that is in Bdward II.
We have already seen that the protagonist in this play was
not of the type Marlowe generally selected; in this play
too, he apparently attempted more careful characterisation
than had been his custom, and in his plot he showed very
great power of condensation and arrangement. Since the
play varles so considerasbvly from his mnsual type, we fecl
Justified in thinking that he exerted more conscious tech-
nique in its construction and therefore that the unity which
it has is the result of delibefate art and not of chance as
had been the case in his earlier plays. Moreover, this |
unity as we have péinted out is unity of the highest type -
the unity which is inseparable from great art. This'play,
however, will be considered at length in Sections X an& XI.
we can, for the moment, thnerefore, direct our attention
to the unity of the controlling personality which is com-
mon to all his other plays, examine the value of this unity,
and the use m:de of it by Shakespeére, leaving the influ-
ence of Edward II altogether out of the discussion.

That the unity of the compelling personality is
common to all Marlowe's other plays is obvious at once. In

Tamburlaine everything that occurs is dependent upon Tap -

burlaine's desire for world-conguest; it is this which

- motivates his various campaigns, explains his attigude to
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his captives, to his sons, and eveun to the virgins of Dam-

ascus., The aecount‘of the varied incidents of a lifetime

is no longer rambling and incoherent since everything in

the play is unified to give one impression - world conguest.

Yet that this occurs without intention is obwvious. Marlowe

tells his tale in the chronicle manner; he does not seem

to be selecting material deliberately in order to give us &

fixed impression, he is telling all the events that com-

posed the life of nis hero and he ends with the hero{s death

not, &8 we have sSeen, in order to get tragic effect, but

in the chronicle manner, becaB.se his material is exhausted.

Yot so completely is he dominated by the desire for world

power - thet even events narrated so entirely without sel-

ection, all tend to one purpose and give the effect of unity.
The same unity can be observed in 21l the other plays

except mdward Il. liow where was shakespeare influenced by

this manner of idarlowe's? O(Obviously in the one play which

set forth the resolute personality - that is in gichard III.

Here we have exactly the same technique.' ihe other char-
acters in the play are deliberately dubordinated to xichard
ahd ?e, alone, dominates the action; he brings about Clar-
ence downfall, marries Anne, murders ndwadd V and his
'5**yquﬁg§bbother, executes suckingham, and eventually falls in

battle against nichmond. Here thers is no attempt at sel-
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ecting one great crisis and meking it the subject of a uni-

fied play. 1he incidents of a lifetiwe are told in the chron-

icle manner and the play is unitfied only by the controlling
influence of xichard's character. 1t is therefore absolutely
in the tradition of liarlowes

As usual, too, shakespeare did not neglect the value
'p of what he had learnt in the days of his discipleship but in
the days of his mastery continued to make use of what he had

found effective in the craft of others. uichard Iii may be

considered as a direct attempt to copy Marlowe's methods and
achieve unity in the same fashion. wsut ureizenachlpoints out
that Shakespeare made use of a similar type of unity in
nearly gll the great’tragedies. Only Lear may be said to

have a domposite plot. othello, Macbeth, Hamlet, have a

simplicity of design whieh results in a unity much akin to
sarlowe's, and which if we cannot trace it directly to his
influence, since shakespeare had long emerged from the pupil
stage when he composed these plays, yet makes use of the
best that lay inthe type. |

| in these plays the higher form of unity, which karlowe
rerhaps barely understood and only once attempted, is the
basis of the design. We ho longer have a series of unrelated
events, but the play presents one great action, which rises
to & crisis and is eventually resolved with consummate att.

1. p. 254,
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sut Shakespeare has not forgotten the value of tihe wnifying
personality, and he is incorporated in the design in order
that the simplicity of the conception may add to its force.
And the unity of the controlling personality, thus welded
upon the true conception of dramatic unity, has proved
itself eminently forceful. ishough we must ddmit, then,

that in these plays, Shakespeare is far from a disciple of
Marlowe but has become & conqueror in his own field, yet

the germ of his method may be traced back to what he learned

in his deliberate use of iiarlovian unity in nichard ILIl.

Our coneclusion is; then, that Marlowe contributed
to the drama, perhaps ugconsciously, the first unity which
can be traced in ié. 1his unity wgs dependent solely upon
the power oif the protagonist, sinee the material of the
drama was in no way unified, but remained the same series of
unrelated events which had been familiar to the early chron-

icle plays. 1ip idichard Ii. Shakespeare copied harlowe s

method snd in the days of his mastery incorporated the
unity of the compelling personality with the higher unity

of design in order to add force to his great tragedies,

|
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" IX Seriousness.

There was no very clegr distinction in the miﬁds,of
. the &lizsbethans between the marious types of the drama.

The native drama disregarded both comedy and tragedy in
order to evolve an altogether new type - the chronicle play
- and even in plays more closely in touch with classiec
example, there was no hard and fast distinction between
trégedy and comedy. dthe title of a play by ihomas Preston
will suffice to show the confusion of types that existed:

"4 lamentable Tragedie mixed full of plesant mirth, contain-
ing the life of Cambises king of Percia, from the beginning
of his kingdome, un%o his death, his one good desd of
execution, after that many wicked deedes and tyrannous
murders, committed by and through him, and last of all, his
odious death by wods Iustice appointed.”l Nor was there

any attempt in the develbpment of these tragi-comedies to
use the comic element to further the plot. The comic
passages were guite unconnected and served not only to cause
a confusion of tone but to destroy unity. Sidney complains

in his Apologie for Poetrie that 8ll their plays “be

neither right <ragedies, nor right vomedies: mingling kings
and ¢lownes, not because the matter so carrieth it: but
thrust in Clownes by head and shoulders, to play & part in

l. antered on ntationers’ negister 1569-70.
2. vidney..p.65.
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maiesticall matters, ﬁith neither decencie nor discretion.
50 a8 nelther the admiration and commiseration, nor the
right sportfulness, is by their mungrell iragy-iomedie
obtained.”

in the famous prologue to the first part of .ambur-
laine where also he declares his intention to use blank
verse for the writing of his plays, ..arlowe declared his
intention to lead his hearers from ~such conceits as Clown-
age keeps in pay" to the tants of Scythian iamburlaine,
and thus at once separated himself from the confused ten-
dencies of his age., JMarlowe‘'s muse was essentlally tragic,
and this coneentration of interest on & tragic theme may
have been occasioned by his inability to write comedy. "I
must state my convietion,” says Dullen} “that kariowe never
attempted to write a comic seene. <1he muses had dowered
him with many qualities - nobility and tenderness and pity -
but the gift of humour, the most grateful of all gifts, was
withheld.® ihis is doubtaess trus. certainly it would be
impossible to point to a single comic scene in any of his
plays wnich is indisputably by warlowe s hand. but the
achievement of purifying tragedy zrom the unrelated and
often unworthy elements with whick it hid been adulterated
was none the less great. ne saw that the comic elements as
they had besen used in tragedy up to that time were weakening

l. bBullen's .ntroduction to aarlowe's wor s...p. xxviii.
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its effect and determined to raise tragedy to greater heights

F e IR P 5

by writing in an elevated style and by clearing it of these

baser elements.

e s
el

unfortunately the plays have not come down to us
in an uncorrupted form. Apparently the wslizabethan audiences
were not ready for tragedy in an undiluted form and comic
scenes by other hands were interpolated into the originsal

text. .in the first edition of Lemburlaine which appeared

in 1590, the printer, uichard vones, thought it necesszry
to preface the play by an address in which he tells us

that he has “purposely omitted and left out some fond and
frivolous gestures of digressing, and, in my poor opinion,
far unmeet for the ﬁatter, which 1 thought might seem more
tedious unto the wise than any way else to be regarded,
though haply they have been of some vain-conceited fondlings
greatly gaped at, what time they were shewed upon the stage
in their graced deformities: nevertheless now to be mix-
tured in print with such matter of worth, it would prove

1

a great disgrace to so honourable and stately a history.”

Creizenach remarks that the text of lamburlaine as we have

it is "too good to have been based on a version taken down
during the performance."2 we have to believe, then, that
the comic interpolstions were in the manuscript received

by the printer but the prologue leaves us no room to be- .

1. -pullen's wmdition p. 5.
2. Urelzenach, p. 239.
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lieve that they were by marlowe's hand. ‘he satirist, Hall,
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ridicules the effect of these inserted passages on the stage,
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performed by "a selfe-misformed lout" who "laughs and grins,
and frames his mimik face, and justles straight into the
prince‘s place.“l e know how Shakespeare disliked the
clown who _dominated the action at inopportune times: "iLet
those that play your clowns,” says Hamlet to the player,
speak no more than is set down for them; for there be of them
that will themselves laugh, to set on some quantity of barren
spectators to laugh too, though in the mean time some mec-
essary question of the play be then to be considered; that's
villainous, and shows & most pitiful ambition in the fool
that uses it.»® '

The text of raustus is unfortunately not as pure as

that of Tamburlaine snd here we have a number of scenes

of bufioonery which detract from the effeet of the play.
they are not in accord with the spirit of waustus,nor is the
style iarlowe's - for instance, they are written in prose -
and it is generally admitted that they are not by his hand.

A8 the text of uhe vew of lalta is also felt to be very

corrupt, we feel justified in believing here, too, that it
was not a part of marlowe's plan to use the confusion of
comedy and tragedy that was populsr in his age. ie an-
nounces his intention to present tragedy freed from all

1. bpullen, xxi
2. Hamlet, iii, 1i, 43.
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comlic elements in the prologue to his first play, =nd the
style of such comic passages as still remain in the text
of his later plays justifies our belief that they are not
by his hand and are therefore no indication of a change of
intention.

It has been remarked that marlowe almost certainly
had no gift for the writing of comedy so that the elimin-
ation of comic passages from his work was no sacrifice of
talsnt on his part. ©Shakespeare's comic musé, on the other
hand, could be exceedingly happy, as we know, and therefore
when he composed two playsAentirely free from comedy, we
are justified in regarding it as a tribute to the influence
of marlowe. in his iater plays, shakespeare developed a
new type altogether. It was his contribution to the drama to
use comic passages in his great tragedies as a sort of gro-
tesque to enhance the tragic effect; all his later tragedies

furnish instances of this. 1n Richard 1. and richard iidi,

however, he controlled his own tendencies through respect

for marlowe s example and produced two tragedies wholly free
from any comicelement. Schelliné remarks, also, that in
revising ithe {roublesome kaigne in order to produce his play
of kxing vohn, Shakespeare “reduced the comedy element of the
older play to the single figure of the Bastard raulconbridge.”
1t is indeed very questionable that even ifaulconbridge

1. &ng. Chron. Play, p. 48.
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verforms such a function here, and we feel once more that
Marlowe s influence probably provoked the seriousness of

this play. By the end of Richard II1, however, shakespeare

was already weakening in his allegiance, and threw out s
hint of the humourous characters that were to be included
in the later plays.

Marlowe deserves great praise for thus raising the
tone of tragedy. Kven so learned a dramatist as Ben sonson
did not always see the distinction between tragedy and

oomedy.l

woreover writers who, like iarlowe, had not the
s8kill to write comedy themselves often collaborated with
others in order to produce the popular form of tragi-comedy.
Marlowe always impresses us by the power of his decisions.
Again and again he shows himself markedly oriesinal, and he
aprarently made up his mind unmoved by eitner example or
favour. It is not to be wondered at that so forcible a
nature should have left an impression upon the mind of
his greatest ccntemporary, and occasionally we are struck
by the convincing nature of this impression. oSuch is the
case here, where ohakespeare by eliminating all comic

 elements from two plays, and moderating them in a third, con-

fesses himself an apostle of Marlowe's.

o0O0o

l. Creigenach, p. 240
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X. The Use bf”HiStofiééiiMaférial.k:»‘

The history play is a form of the drama which is
distinctively inglish., 1Its origin can be traced back to
the comic element in the miracle and morality plays. Being
indigenous in growth, it was little affected by the Sen-

ecan tradition - though Gorboduc and the iisfortunes of

Arthur can be quoted as plays based on legendary history
developed in the Senecan manner, These, however, are not
typical in form. ©The historical play was more susceptible
to native influmences such as the ballads of Bt. weorge or
Robin Hood, and the Hock luesday Plays than to classical
influences. It recounted $he varied incidents in the life
of some historic personality, without any attempt to fit the
material into the form of either comedy or tragedy. ihe
basis of the material might be either legendary - such for

instance as in Locrine, or The True ¥hronicle History of

King Leir - or contemporary history - such as The ¥amous

Victories of Henry the fifth. uioreover these themes were

attacked in two separate ways; either with very little , or

indeed no, attention to historic fact as in Greene's James IV

or else with some attempt to foliow historic truth as in

The Famous Victories before mentioned. rroperly speaking,

it is only the plays dealing with current history, and
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treating it with some attempt to follow historiec truth that
deserve the name of chronicles.

ihe majority of these history‘plays were produced
during the reigns of wlizabeth and James. Schelling counts
only about a dozen plays before 1590.1 iwo, possibly three,
’6f these were written in the Senecan style and herce were
not of the type as it later developed, two are pseudo-hist-
orical plays such as James 1v, three are undoubted chronicle
plays. 1n the next ten years, the mistorical play achieved
its greatest popularity, owing to the increased national
feeling after the defeat 6f the Armade in 1588. The plays
were entirely of the people. Neither the Universities nor
the Inns of Court t;ok an active share in the develppment,
and this probably accounts for the lack of a Senecan spirit
which would probably have entered into them if their develop-
ment had been letft less in popular hands. They were prod-
uced in the popular theatres, a large :number of them by
Henslowe's companies, and practically all of Shakespeare's
contemporaries contributed to the type.

Marlowe as we know made one contribution in Edward II,
and practically & tnird of Shakespeare's work in the rFirst
Folio was classed under the heading of Histories. It will be

of interest, then, to see what changes liarlowe introduced
into the type, and to what extent Shakespeare made use of

1. Chron. Play, p.53.
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his innovations.

Probably the best way to determine what Marlowe did
for the Chronicle history is to examine a typical play by
another suthor, and then contrast it with Marlowe's Edward
II. Let us examine Peele's Edward I which was probably
produced in 1590 about the same time as Marlowe's play.

The national feeling wnich inspired the chronicle history as
& whole is immediately obvious here. The ncte is struck

in the speech by the Queene Mother which begins the play,

and it is obviously a patriotic hatred of Spaniards which
inspires the calumnious attack on Queen Eleanor ot Castile.
The play promises us in its sub-title the "sincking of
Queene Elinor at Charingérosse, and her rising againe at
Potters hith, otherwise called Queene hith." Upon her
first appeasrance the Queen is anxious to send to Spain for
the costumes needed for ner coronation, since she regards
British costumes as inferior. She follows this up with a
career of unnatural cruelty which culminetes in the remark-
avble punishment described above. Apart from tihie quite
unjustifiable perversion of history, the play offers us a
series of unconnected events beginning with Edward's return
from the Holy Land, continuing with the Welsh rebellion under
Llewellyn, and various Scotch uprisings, mingled with a

variety of other matter, such as various comic interludes,
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end the romance of Gloster with Elinor's daughter, Ione.

We would not ask to-day that a drametising of history
should preserve untouched all that actually occurred. Real-
ity is not often dramatically effective in itself bﬁt needs
to be made so0 by artistic concentration and arrangement. In
this play, however, we find history altered for no dramatic
purpose at all, vut altered for base reasons of national
prejudice. Notice, too, th:ut the chronicle manner militates
againgt drametic unity since a series of events in themselves
unrelated are told merely because the chronicle history aims

at presenting &ll that actﬁally ogcurred. The idea of sel-

| ecting from these real events for dramatie purposes does not
.seemeto have oocurréd to the early writers of the type. Lastly
note the inclusion of non-historic material in order To give
comic relief. L4t is in just these three ways that Marlowe
differed irom his contemporsries. We have already dealt with
his elimination of the comic element from trasgedy. In the
next section we will consider his conversion of the loosely
constructed chronicle history into tragic form; aand in this
examine his method of handling historicel materiel to pro-
duce dramatic effect.

he materisl waich Merlowe incorporated into his
Bdward II extended over & period of twenty years. It would
seem therefore that the haphazard chronicle method of deal-

ing with it would be suggested at once, and particulrly so
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since in all his previous plays Marlowe had followed the
chronicle method of relating a life and death in preference

to selecting one dramatic incident, and he hsd bound to-
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gether tinis unrelated material only by the dominating influ-
ence of his protagonist. 1In this one play, however, Mar-
lowe showed real dramatic power in the arrangement of his
meterial. His aim as Has been already indicated was not to
describe & whole life, but to depict the fall of a weakling,
caused by the absence of the kingly qualities which were
necegszry to his position. To depict this, Marlowe ha@ had
to re-afrange his historic material in order to make it
dramatically effective.l The troubles in Ireland in 12156

and 1316 have been;made to occur at the same time as the
trouble in Scotland in 1318, and both are attributed to the
interfewence of Gaveston though he really had died before
they occurred. In the same way, Warwick's life is extended
in order that he may be made 10 pay the penalty for his

share in Gaveston's downfall. Perhaps the most effective
instance oi Marlowe's power is the use made of Spencer in

the play. His rank is lowered in order that he mey paralilel
more effectively with the upstart, Gaveston, and he is made to
follow Gaveston immediately in the king's favour, thougii he
really belonged to the orposing faction £111 1518. "We

heve here,” says Schelling, “"the artist's use of materisal .

1. Eng. Chron. Play, pp66-7.
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whereby the essential is distinguished with uneriing tact
from the non-essential and a truer and severer logic imparted
to the sequence of events and to the characters and their
relations to each other tuan can ever exist in life."

In every instance that liarlowe has altered history,
he has done so in order to increase dramatic effect, nor has
there been any perversion of historic fact, but the result
of this re-arrangement has been to make dramatically effect-
ive an Historically accurate portrait. Ve objeet with rea-
son to the perversion of the character of Eleanor of Castile
in Peele's play since it is quite unnecessary to the dram-
atic effect. Narlowe in depicting the character of the queen
aftempts to justif& her known treachery towards her husband
by trecing it to his earliér meglect of her, This is a
Justifiable addition to historic material, because while not
distorting historic trtth, it does aid in giving dramatic
consistency to the character, We know Isabelle was false
to her husband; Marlowe tries to make her character artist-
ically possible by suggesting the king's neglect as a motive.
Péele deliberately distorts history with no dramatic just-
ifiecation whatever. It cannot be claimed, however, that
Marlowe's skill was ever pre-eminent in the depicting of
character. e does not altocgether succeed in making Isa-
bella drématically consistent, but we do feel he attempts

to do so and fails not for lack oi the attempt but because
1. 1Ibid, p. 67.
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his skill was not equal to the task. Krom this exsmple,

we oan see, therefore, what is justifiable and what is not

T R R JE T

Justifiable in the adapiing of historic material to the fﬁ

drama.

Mt g S

In Richard II, Shakespeare handled & theme very w

closely akin to kMarlowe's and in the same way he altered oy
historic material to secure drametic effect. A number of » jf
instanoces of this can be quoted.

(1.) In IiI, iii, Shakespeare describes an inter-
view between Northumberland and Richard at #lint castle.
In this interwiew he condenses the occurrences oi two
interviews, one at Conway, and another at Flint some time

i

after.

(2.) When Norfolk's death is described, Holinshed
does not tell us that he joined the crusades,
"Against black Pagans, Turks, and Saracens." 1

He does tell us that during his banishment, Bolingbroke

engaged in battle against the infidels of"Prutsenland.”
this feat is transferred to Norfolk in order that our
sympathy at Norfolk's death in banishment may be inten-
sified and thus aid in alienating our sympathies from

Richard who is about to be deposed.

(3.) varlisle‘s speech opposing Rrichard's deposii-
tion oecurs before the event in Shakespeare's play though .

l. Richard II, IV, i, 95.




89.

it really occurred about & month after. <his agasin is drem=- -

atically effective for it would destroy the unity to have
Carlisle appear later in Richard's defence. Placed where it
is, it adds to the dramatic effect by stressing tne power

of Bolingbroke v:o is cble to arrest Carlisle for de fending
tne king, and that it is dramatically efiective is due to
Shakespeare's 8kill in transposing it.

{4.) Uune of the most important ways in wnich shak-
e8peare alters nolinsned is by the use he makes of the gueen
to increase our sympthy for uichard. ihe scene with the
gardener, Iil, iv, is purely sShakespeare's invention. So,
too, is the patnetic farewell seene in V,i. In reality
Richard and Isabelle met for the last time before uichard's
departure for the irish warsa, iior did she escape immed-
lately to'urance after nichard s deposition, but was detained
by Bolingbroke for some time. ihe use made of the gqueen
is thus a distinct indication of shekespeare's power to
treat historic material with drametic effectiveness.

(6.) The gardeners are non-historic characters intro-
duqad in order to increase our wympathy with uichard. ihe
Bame is true of the groom who visits xichard in his impris-
onment. A number of non-historic characters had appeared
in Peele's rlay, but these were not used to advance the plot,
but rather added an independent interest chiefly of a comic

nature, hence they served to destroy not to create unity.
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(6.) Holinshed gives us the basis for the use made
of Exton, but his treatment by Bolingbroke after the murder
is again an effective interpolation by Shakespeare.

(7.) The length of Hichard's imprisonment has been
considerably cut down. idis captivity in the tower and his
transference to Leeds are both overlooked. Richard had been
imprisoned in both these places before being taken té romfret
where he was killed.

{8.) the account of nichard‘s death follows closely
one of the descriptions given of it. Shakespeare, however,
deliberately chose this story in preference to some others
because of the dramatic effectiveness of making his irres-
olute king at last exert himself, and gain further sympeathy
for his fate by the valour of his defence. 1

1hese are some of the principal divergencies from
dolinshed in shakespeare's play, and in each of them we =see
dramatic art being used in the compression, transposition,
or addition resorted to. L1t is not out of place to comment
that had Shakespeare gone further and removed the incident
of Aumerle's conspiracy, he would have added considerably
to the dramatic effect of the play. we see, however, &
distinet atiempt on the part of Shakespeare to make artistioc
use of his sources. .In this he is far removed from the

inartistic use we have remarked in Pecle and is confessing

1. shakespeare's Holinshed, pp. 77-130.
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himself a follower of Marlowe. Marlowe had used greater skill @3
in arranging his material since he had to compress the events ;
of twenty years into tne short space of five acts. ihe S

- -

events of Richard 1. do not extent much over two years and

e S o L i BT

hence less art was needed in reducing them to shorter compass. ‘ﬁ
Both dramatists, however, were inspired by the same motive - [

the desire to use historic material with dramatic efiectiveness.
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AI. the Chronicle History.

liarlowe's second gift to the Chronicle umistory was b
his moulding oif the inchoate form which it had been up to
his time into the form of pure tragedy. e have already
gseen that he first appreciated the value of handling his ;
historical material artistically, and by examing Shakes- ' };

peare’'s use of the sources for his KHichard 11 have seen &

similar attempt on his part to give dramatic:effectiveness

to reality. But Marlowe went a step further. 4de made his
wdward I1 purely tragic in form. Although bhakespeare con-
tinued to make artistic use of his material in all his chron-

!

icle plays, it is in only two of these and these his first

two, that he keeps to the tragic form inaugurated by karlowe.
In all the succeeding history plays, though‘of course he ' £
rose far beyond-the incoherence of reele, largely because i1
of his artistic use of material, he no longer attempted to
give to his work the intense form of tragedy. uils later
histories are rather of the epic type, and full of the q
patriotic spirit which was present in all the mlizabethans
with the single exception of sarlowe. Lthe comic interlude
supplied in Kdward I by the friar and his Guenthian re-
appears in Shakespeare in the goodly fellowship of ralstaff

and his Dell, ristol =nd sluellen, to mention but a few .




93, B

whom we could 111l spare from Shakespeare's creations. A hint

of this change is given alrcady at the end of Richard II

when Bolingbroke aBks the whereabouts of his son, though the
rlay ifself is free of any comic element. In his later
plays, however, he breaks altogether from the influence of
karlowe and goes back to the manner of the earlier writers
of 8hronicle histories. It is in the two earlier plays of

Richard Ii and Richard IiI that we find him, like karlowe,

making his historical material fit into the form of pure
tragedy. Let us first examine how this is done by Marlowe

in gdward II and then observe how nearly shakespeare followed
him,

In the firét place, there is an utter ahbsence of
comic relief in Edward Li. It is perhaps hbt smazing that
this is so, since marlowe's genius was obviously trégic and
not com.c, but in thus‘severing comic relief from the
history play, Marlowe was doing something even more originsl
than by his similar severing of comic relief from the tragedy
proper. Classical example might inspire him to omit such
elements from tragedy, but the history pday as we have seen
was not based upon the classical drama: it was a purely
indigenous form, had risen from the comic element in the
miracles and moralities and always had conteined & comic
element.l A similaer absence of comic relief is observable

1. Note: We can except the one or two plays quoted above
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in Richard 1il and Richard II and this is & convineing proof

of Marlowe's intfluence, since here it can be due to no lack
of ability to write a comic scene. Shakespeare's skill in
producing comic eharacters might easily have led him to
introduce them where they would not be amiss. Iioreover
Shakespeare deliberately introduced them into his great
tragedies where there was far less excuse for their intro-
duetion. It is true he did not intend these scenes to pro-
voke mirth in themselves but intended them to intensify the
essentially tragic natmrg'of his theme. dowever by intro-
ducing them at all he was fdllowing the native tendency as
opposed to the clagsical. ot that shakespeare had any in-
tention to mingle comedy and tragedy as had been the case
with the early dramatists, but he saw the possivility of the
grotesque to enhance the tragic effect. Marlows as we have
seen, did not introduce the grotesqueAinto his tragedies,
and we feel this abstinence on the part of sShakespeare in
the two history plays above mentioned must be due to Marliowe's
influence, since he who used the comic element in his trag-
ediés would hardly be expected to abstain from it in his

histories where it was invariably present.

Another variation from the chronicle play in Liarlowe,

(cont. fr. p. 93.) which were written in the Senecan manner
and though based on historical themes were not in the chron-
icle tradition. Huoreover these wereplays of court and not of
the popular playhouses.

[
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is his neglect of the patriotic appeal. It has Blready
been remarked that this was one of the distinctive features
of the history play. These pla s were the result of an
increased feeling of nationalism which had directed men's
interests to the history of their country, and their appeal
lay through the national spirit rather than through any ap-
peal which might 1ie in them &s a form of art. In dropping
this appeal, liarlowe again made & distinect departure from
prevailing methods. gdward LI interested larlowe &as mat-
erial out of whicﬁ could be constructed tne one type of
drama in which he was iﬁterested - the tragedy. vhe fact
that the materialkhe was about to use was historical did

not affeect his mefhod of handling it. 1In the same way that
he had abandoned the comic passages which had been the in-
variable concomitant of the history play, so too, he dropped
tne patriotic appeal and developed his materisl along purely
tragiec lines.

In kichard i. sh&kkespeare did not follow him in thus

abandoning the patriotic apreal., One of the passages which
is interpolated by shakespesre into his source ic tne famous
spesch in prmise of wngland beginning, "This royal throne of
kings, this sceptersd isle.“1 this magnificent passage
placed in the mouth of the dying ¢ohn of uemnt, breathes

all the patriotiec fervour that distinguished the Shakea-

l. Hichard ii, Ii, i, 40.
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pearian agewi‘in“the later histories, too, when Shakespsare
had shaken ofi iarlowe's influence altogether, and returned
to the form of the chronicle histories, the patriotic note
common to them is always present. Lt is not evideant however

in xichard 11lI and it would seem that lMarlowe: s influence

is responsibvle. ithe play in the Marlovian manner has a
Machiavellian hero, and a psychological note of remorse; it
is & history play which in the liarlovian manner is free o
of 8l1l comic pagsages, it 1s tragic in form and it lays no
emphasis on the pafriotic‘sPirit. when Richard addresses '
his army, it is true, hé attempts to stir nationsl feeling- e
against the ¥rench invaders, but that is nothing more than :%
the form of encou;agement he would be expected to use at .- {1

such a time. uor is the national feeling stressed in many

other passages where it would have been easy to introduce it.

The misrule of Hichard I{ inspires John of Gaunt to a long
lament on the vanished glories of his native land. uhose

who are agaipnst KHichard LIl are inspired by personal wrongs -
fhe death of a husband or a son; even the ghosts which
appear to the two leaders before the battké do not strike &
note of patriotism but recount their individuwal suffering
under xichard's tyranny. Since thié is so foreign to the
chronicle type, and occurs in & pley so much under wmarlowe 8

influence, we feel that it,'too, may be traced to him. s
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Next let us consider the careful arrangement of
larlowe 's play in order to give tragic effect. uere there
is no uncecnnected series of events held togetner only by
the power of the protagonist, though this has been karlowe's
mgthod up to this time and it might easily be expected here
since it was the general method of the history play, isut
instead iarlowe has a definite design. He wishes to show
the struggle and defeat of a weak king. The whole play
is grouped abvout this central idea, and we have already
seen how the historical material has been used +to enchance
the effect. Ln the first part of the play our sympathies
were alienated from nichard by the emphasising of his short-
comings. After Edward's fall, however, liortimer’'s char-
acter is revealed to us in a less favourable 1ight; His
vulgar ambition is now emphasised in order that our sym-
pathies may turn to Richard, and to this same end we have
the stressing of Iasbella's cruelty, and the wretchedness
of Kdward's prison. +The catastrophe of the play has been
ranked among the most powerful in the whole range of 1lit-

erature.

rhe same tragic unity can be traced in the two hisé -

tories of Shakespesre‘s which show larlowe's influence.

Richard Iii dominates the play of which he is the protag-

onist. Here are no unconnedted incidents, in the chron-

TR e
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icle manner, but the entire play eims at the description of
the gradual rise to power and the sudden fall of a tragic
hero. Wwhen we examine Shakespeare's variation from his
sources we are the more impressedrby his determination to
focus:attention on the career and character of wichard. fﬁ?
The}amazing scene between xichard and Anne (I,ii) is among e
the most important’of shakespeare's interpolations and it
is also one of the most effective in bringing out the suifle };
villainy of the man. Another interpolation by sShakespeare

is the widowed queen, kargaret. <the full consdderation of

her use in the play belongs to & later section, but it is
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not out of place to notice here that she assists in stressing
the tragic notefby preparing us for kichard s overthrow,

ihe fall of Richard then becomes & true cetastrophe, com-
pleting a play which has kept clbdsely to the }ines of

pure tragedy.

Ahe same treatment is given to wichard L1i. The

development here parallels exactly with the develoPment ' ‘_%
in Edward 1., even though the conclusionchardly possesses Ly
the same dramatic force. Since in his later histoiy plays
shakespeare returned to the chronicle manner we realise
how greatly he was influenced by marlowe at the commuence-
ment ot his career. i1he influence extends to the exciu-

gsion of all comiec rélief from both nichard i1i and nichardiiy,
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though as we have seen sucn exclusion was not in Shakespesare's
usual manner and was moreover a decidedly new note in the |
history play. It is felt as well in the absence of a dom-

inant note of patriotism from wmichard iii, though this was {f

conmon to all the other dramatists except warlowe, and .
would seem almost demsanded by a play whose theme was derived .yw
from national history. And finelly it is Marlowe's aecer-
dancy that is responsible ifor tune moulding of his first two
nistories in the form of pure tragedy, & form which was not
employed in the chronicle plays before harlowe and wgs later

abandoned by Shakespeare, himself, when he nad passed beyond

Marlowe'a influence.
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XII. Blank Verse.

One important contribution made by Marlowe to the
English stage, was the employment of blank verse in the
popular drama. | o

The first person to use blank verse in Ehgland was
Surrey: the first person to use it in the drama was Sackville,
but it is to Marlowe that we owe its use in the popular dramae,
and it is in his verse that we see for the first time that
it is not a florm to restrain the genius of a poet within
formael 1lines, but that with its infinite possibilities for
inflectiqn and va;iety, it may be made & fit vehicle for the
entire range of human emotion. It is impossible to think of
Shakespearean drama robbed of the melody which is given to
it by a verse which can be modulated to express the most
whimsical fancy or swell to the grandeur of the deepest
passion. Yet that so wide a range lay within the scope of
this metrical form was not dreamt of till Marlowe had
shown its flexibility, and Shakespeare with the musical
instrument ready to hid& hand had but to breathe into it the
fancies of his genius. When the achievements of Marlowe
with blank verse are compared with the achievements of his
predecessors, the greatness of the debt to him seems over-

whelming. Let us first consider the introduction of blank .
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verse into England, then examine a few typical passages from
- the early plays which made use of it, and finally by com-
paring Maerlowe's use of the metre, ®Bee how much Shakespeare
owed to him.

The first use of blank verse in English was in the

translation of the second and fourth books of the Aenéid by

- Surrey in 1567. It has been thought that he may have wished

to £find a metre which would give the effect of the Latin mea-
sure and decided upon iambic pentametre, using stress to

take the place of Latin quentities. If this was his reason
then his skill in discerning that the shorter line and the
shorter measure would be more effective in English than a
literal transPosi%ion of stressed and unstressed accents

for the long and short syllables of the Latin metre is much
to be commended, since it is a well known fact that dactyllie
hexametre in English is a very turgid metre. It is not
necessary to examine the form of Surrey's verse in detsail;

if the translation is not great poetry, it deserves praise

as the first use of the metre in English.

| The first use of blank verse in the drama was in
Gorvodue which was given for the first time in 1562. The
rley contains many long speeches which make it read very
heavily. Even where tnese speeches disappear for a few

shorter passages of conversafion, it is noticeable that
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those conversing make use of entire lines - that is the
poetical line is not broken up by the various speakers, but
each makes use of a passage metrically complete in itself.
For instance the following:‘ 4

Clot¥g. I thinke the world will now at length beware,

And feare to put on armes agaynst their princel

Mand. If not, those trayterous hartes that dare rebell,

Teththem beholde the wide and hugie fieldes

With bloud and bodies spread of rebelles slayne,

The lotfty trees clothed with the corpses dead

That strangled with the corde do hang thereon!

Aros. A Just reward! such as all times before

Heaue ever lotted to these wretched folkes,

Gwen. But what meanes he thut commeth here so fast? 1
These lines are too formal to give any reality to the conv-
ersation. Notice the dull monotony of the lines, the
accents observed with painful regularity, which give the
impression that the thought has been enslaved by the metre.
Such & condition is fatal for the poet who should not be
shackled by his metre but use the Tomrm that fits his sub-~
ject with greatest ease. To achieve freedom it is unot
necessary to abstain from all rule, but the medium whould
be sensitive, not restraining the emotion but fluctuating
in response. If we had never had anything but the dull
regularity of Gorboduc to pound out its measures across
our literature, it would have been impossible as & vehicle
for the drame which above 81l other forms regquires & med-

ium that will be sensitive to all ﬁhe subtle varistions

0f character which it is its purpose to depict, .

1. ___g___(}orbo 1, V,Ali, 58‘_ L
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Uthher plays beside uorboduc used blank verse before
wkarlowe. 4in examination ot the blank verse in wascoigne's

vocasta (1566} and Thomas Hughes' uisfortunes of Arthur (1587)

will show that ih these plays it is equally formal. In
Jocasta there are many examples of sticomytnic dislogue. ior
example:

Efe. ihome thou art come to spoyle and to deface.

Po. O Gods, give eare unto my honest cause.

ste. with forreine power his countrie to invade

£0. O holy temples of the heavenly wods. 1
And this goes on at great length. Wwhile this breaks up the
play into shorter speeches, it must be remembered that uas-~
coigne is not responsible since the play is an adaptation of
one by Euripides; moreover this formality is as deadening as
the longer speeches of uworbodus. very occasionally, teco, a
line is broken by placing it in tie mouth of two spesakers,

but the metrical form of the line is rigidly observed, thus:

Sac. Liow in thy sacred name I bowell here
ihis sacrifice. Lyre. And what entrails hath it:

in the wmisfortunes of Arthur an interesting attempt

is made to break down the line unit:

Cador. Put case you win, what grief? ~
arthur. Admit L do, what joy¥y

gador. «hen may you rule.

Arthur. when L may die.

gador. io rule is much.
*Arthur. wsmall, if we covet nought.

vador. Wwho covets not a crowny

Arthur. de that discerns the sword aloft.
U%dor. ‘het hangeth fast.

AY¥thur. put by a hair. =2

l. Act 11, oScene i.
2, Aot I.ii, Scene 1,
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The same formality exists, however. 1t will be noted that

in nearly every case, the second passage spoken by a sﬁeaker
is of sufficment length to make out the decasyllabon line

if united to nhis first, Accordingly ﬁe feel that though there
is o shoftening ot the hammer strokes, tney beat on just the
same; there is nothing vi$al in the measure.

The Arraignment of Paris (1584.) by Peele is composed

in & mixturs of rhyme znd blank verse. Act V, Seene i, breaks
into blank verse at line 1Z34: |
Dian. it is enough, and goddesses attende:
There wons witnin these pleasaunt snady woods,
Wwhere neither storme nor Suns distemperature
Haue power to hurte by cruell heate or colde,
Vnder the clym&te of the milder heaven,
Where seldome lights Ioves angrie thunderbolt
#or fawour of that soueraygne earthiy peere.
Vie can summarise the value of all these contributions
to the form briefly as follows:
1. ihere is absolute regularity of accent.
2. The line is a distinct unit; there is no tendency to
run on to the next line.
3. ihe speeches vary in length but are always rigidly
formal consisting of; a. very long speeches,
b. shorter speeches, each of which pre-
serves intact the line unit.
4, Sticomythic dialogue of the whole or part line.
With the exception of Pecle's, these plays were not

intended for the popular stage but were written in the Sen-




ecan tradition for the Inns of Court. 7The themes as we have fiJ
noted were Senecan; the metre was very probably intended to
be the English equivalent of Latin hexametre. In Peele's
play there is uncertainty in the use of blank verse. Iost
of the play is composed of rhyming lines, as follows:

IJun. Pallas, the storme is past and gone, and Phoebus
cleares the skies,

and loe, beholde a ball of golde, a faire and worthie
prize.

Ven. ihis posie wils tie apple to the fayrest giuen be,

Then is it mine: for venus hight the fayrest of the
three.

It is in tais measure, the rimed fourteener, that the popular
rlays were written before marlows.
And yet in 1587, Marlowe, & young man of twenty-

|

tihree, produced lamburlaine which he difinitely chose to

write in blank verse announcing in the prologue his reasons
for doing so:

From jiggiog veins of rhyming mother wits,

And such conceits as clownage keeps in pay,

wWe'll lezad you to the stately tent of war,

where you shall hear the oscythian iamburlaine:
ihreatening the world with high astounding terms,
And scourging kxingdoms with his conguering sword.

"One would have exyected a beginner to show deference to the
users of the prevailing form by employing their metre in
his early work, or at least to have shown some uncertainty

in making a decision. Wot only is this uncertainty absent,

14
’ ¥

but Marlowe is so convinced of the value of the change, that

he announces it boldly with a reference to the “rhyming

[
he ]
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mother wits" who havse not yet led the discernment to abandon
fhyme. Had he been less successful in using the new measure,
the introduection might indeed have seecmed ostentatioms, but
at once we find his style vital, pulsating, ready to follow
tie genius of its master through varying moods. there is

no longer a monotonous beat, but an infinite variety, and
the measure proves itself capable of such a range of feeling
as the boastful speeches of tihe conquering iamburlaine, and
the exquisite love lyric in praise of senocrate. 1o obtain
this effeet, larlowe did not scorn to use metrical devices
familiar to those wio had employed the metre before him, but
ne added many new features of his own, usxamples both of

new devices intrgduced by him and of his use of those zlready

familiar, follow. A number are deliberataly chosen from

" Pamburlal ne to show wity: what ease marlowe handled the mea-

sure even at the commencement of his career.

1
L, Varled, vaesura:

#or there my palace royal ; shall be placed,
whose shining turrets f shall dismay the heavens
And cast the fame of llion's tower ; to hell.

: 2 Tamburlaine, Iv, iv, 11l2.

IL. Light (feminine) ending of line:

Beauteous rubies, sparkling diamonds. Jew, I, i, 27.
(sote that the line seems to be trochaie
tetrametre. )

1. ihese references are taken from psullen's edition. A4ll
other quotations from iarlowe were taken from iucker-sBrooke's
edition since it was the latest text. uere, however, where &s
direct comparison with shakespeare is involved, it was thought
better to use & modernised version to parallel with the Oxford
shakespeare. '
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My bosom inmatei but L must dissemble. vew, iv,i, 5l.

I11l. hexametre:

1 must be pleased perforce, wretched Lenocrate.
1 iamburlaine, I, ii, 258,

smperors and kings

Are but obeyed in their several proviaces.
l.itamburlaine, L, i, b56.

IV. Line with omitted syllable at commencement:

I, and body too but what of thatt? iraus-us, v, 130. L

V. Line with additional syllable at commencement:

iell me, are there many heavens above the moonY
| raustus, VI, 85

Bags of fiery opals, saphires, amethysts. Jew, I, i, 25, )

VI. Use of ecuivalents fbr metrical foot:

But fearrful echoes thunder in mine ears,
Paustus, thou art dcmned! Then swords snd ¥mives.. gt
Faustus, VI, 20 Ly

Abjure this magic, turn to God azain:

70 God? - he loves thee not -
Paustus, Vv, 10.

VII. Varied stress in a regular line:

Infinite riches in a little room., Jdew, I, i, 36. ,f

See where Christ's blood streams in the firmament.
Faustus, XVI, 78,

VIII. Irrezular accentuation:

And by the love of Fylades and Orestes.
(the iamb is replaced by -n anavaest.)

IX. Incomplete line: v

Ah, hslf the hour is past! "twill g1l be vpast anon:

0 God!
If thou wilt not have mercy on ry soul.. Fsustus. XVI, 96

L3
bd
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X. Line broZen up for convers&tion:

Jew, I,1i, between Barabas and Abigail...248.

Edward II. II, v, 84.

v, ii, 74.

XI. Stichomythia:

FPaustus, III, 65. (This was not much used bv Marlowe.)
XII. Run on line:

Aind from the bounds of Afric to the banks

0f Ganges shall his mighty arm extend.
1 Pamburlasine, V, ii, 523.

And sooner let the fiery elsment

Dissolve and mare your kinszdom in the sky,

Than this mere eurth should shroud yowr majesty.
2 Tamburlasine, IX, iv, b7.

It is our country's csuse,
Thuat here severely we will execute
Uvon thy person: hang him at a bough.
Edward II, II, v, 23.
(Jote th» ereuter ease of transition from line to
line than was evident in Tembdurlsine.)

XIII. .lliterating sound:

Barbarons and bloody Tamburlaine,
Thus to deprive me of my crown :nd life!
Treacherous and false Theridamas,
Even at the morning of my happy state.
1 Tamburlaine, II, vii, 1

These metaphysics of magicians, _

4nd necromantic bhooks are heavenly.

Lines, circles, scenes, letters, nnd characters:
: Pavnstus, I, 47.

XIV. Use of Rhyme.

Marlowe's play, Dido, contains a preat nmany instances
of rhyming lines, but it must be remembered that kiarlowe
ddd not work on this play alone so that toc much sheuld
not be based on this. Rhymed lines begin to appear in .
The Jew. Occasionally sn effect is produced by *the in-
gertion of a rhyming couplet: '
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Viar., Alarum! to the fight!
St. George for England, and ths bharons' right.
Ldward II, 1II,ili,53.

X¥. Use of Prose:

In the majority of cases where nrose appears in Lear-
lowe's pleys it vould seem to be the work of another
hand... intervolated comic scenes, for example. He
did seem, however, to apureciate the effect of prose
to indicate esreat emotional crises. One instance of
this occurs in 1 Tamburlaine. V, ii, Zsbina's speech
on the discovery of the dead body of her husband.

Again in Paustus there is = fine vp=ssage in prese
which would seem to be Marlowe's since it expresses the
same emotion as the solilocuy which follows in verss,
It is at the very end of the play, 11.13566 ~ 1418 in
Tucker Brooke's edition.

XVI. Poor lines:

It is to be expected that such exverimenting with =
new metrical form occasionally resulted disastrously.
A faulty text may account for some of these but we find
it impossible to scan such a line as this:

vould it not grieve a king to be so abused.
1 Tamburlaine, II, ii, 5.

It is surprising, though, with what readiness larlowe
learnt to control his metre.

These emambnles give some idea of the mariety that

Marlowe mamaged to give to his metre. The variety that
Shakespeare achieved is familiar to us all,vbut some instances
of uses similar to examples given from lierrlowe, follow
chosen from the vlavs in which Marlowe's influence was the
most mariked:

I. Varied Caesura:

If not,/I'11 use the advantace of my rncwer,

And lay the summer's dqst/uith showers of blood >
Rainéd from the wounds: of slaughter'd Englishmen:
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The which/how far off from the mind of Bolinebroké

It is,/such crimson tempest should bedrench

The fresh ereen lav/of fair Xing Richard's land...
Richard II, III, 1ii, 42.

II. Light ending:

This was extremely popular with Shakespeare from the
first sand numerous examples can he siven.

This blessed plot, this earth, this realm, this Ene-
land. Richard II, II, i, 50,

\III. Hexametre:

And he himself not present? 0! forfend it, God.
Richard II,IV,i, 129,

I that am rudely stamp'd, and want love's majesty.
Rlchard II1, I, i, 16.

IV. Line with omitted syllable at commencement:

Speak with me, pity me, open the door.
Richard II, V, iii, 77.

V. Line with additional syllable at commencement:

Villein, thine awn hand yields thy death's instrument.
Richard II, V, v, 107.

VI. Use of ecuivalents for metrical foot:

I live with bread like you, feel want,
Taste grief, need friends: subjected thus,
How can you say to me I am a king?
Richard II, 1II,iii, 17b.

VII. Varied stress in & regular line:

As is the sepulchre in stubborn Jewry
Of the world's ransom, blessed Mary's 8Son.
Richard II. II, 1, 5B,

VIII. Irresular esccentuation:

But for our trusty brother-in-law and the abbot.
Richard II, Vv, iii, 137.
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IX. Incomplete line:

Thronzh brazen trumpet send the hreath of parley

Into his ruin'd ears, =nd thus deliver:

Henry Bolingbroke

On both his ¥nees doth kiss Xinz Richard's hand.
Richard II. III, iii, 23.

Glou. asmone this princely heap. if any here,

By false intelligence, or wrone surmise,

Hold me a foe; .

If I unwittinegly, or in my rare,

Have aught committed thut is hardly borne...
' Richard III, II. i, 53.

X. Line broken un for conversation:

Richard II, V, ii, conversstion of Auvmerle. York, and
the Duchess.

Richard III, V, iii, conversation of Richsrd, Norfolk,
and Surrey on Bosworth field.

XI. Stichomythia:

Shakesneare used this occasionally in his earlier rlavs,
but it disavnpears 28 he 2dwances. Both Richard IT =nd
Richard III contain exampnles:

Richard II, II. i, between Gaunt and Richard.

Richard III, I. ii, between jinne mnd Gloucester (an
inastaence of helf-line stichomythia.)

XIX1. Bun on line:

It is noticeable thut even thovech Ma+lrwe schieves
lines that run from one t~ the other, his work cenerallw
does use the line as a unit, and a run-on line only
extends the pause & little furtuer. Shakespeare's
advance in the use of his metre is marked by the easier
flow in the transition of thought from line to liue.
Jusserand gives the figures for run-on lines as 1 if 18
in Love's Labours Lost; and 1 in 3 in The Tempest.
Without necessarily accepting these figures, we can
nevertheless state geuerally that the advance does seem
to go hand in hand with tahe use of the metre. s

Jusserand, p. 346,
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XIII. Alliteration:

There are passages in Shakespgare's early pleys where
alliteration is carried to such excess that there is
doubt in the minds of the critics as to whether it is
done in deliberate mockery. It is noticeable that
Marlowe i& not lead away in this menner, dut uses
alliterating sound to add rhythm to the metre. Iumerous
uses of this sort can also be found in Shakespeare.

A heavy sentence, my most soverseign liege,

And all unlook'd for from your highness' mouth:

A dearer merit, not so deep a maim

As to be cast forth in the common air,

Have I deserged at your highness' hands.
Richerd II, I, iii, 154.

XIV. Use of Rhyme:

It has been noticed that Marlowe did insett & few
rhyming passages in his later plays though none at all
appeared in his rirst. <The reverse is the case with
Shakespeare. 1he early plays seem to show & much bigger
proportion ‘of rhyme than the luter. Jusserand gives
1028 raymed lines in Love's Labours Loat; 579 blank
verse. In The Tempest‘ﬁi gives 2 rhymed lices: in
The Winter's Tale, none. Shekespeare used rhyme
effectively &ll through his pleys to suggest com-
pletion, as at th close of an incident in & sceue or
to mark the end of the scene itself. MlMany examples
can be given from Richard II. It is less common in
fichard 111 though it is frequently used to end a scens.

XV, Use of Prose:

Later in his career, Shakespeare obtained some very
subtle efieats by the arrangement of prose and verse in
contrast. The sleep-walking sceue in Macbeth may be
paralleled with the scene guoted from Tamburlaine as
an instance of prose used to snow agitation of mind.
There is no prose in Richard 1I. We feel that this is
probably due to liarlows's influence since he did not
customarily alternate prose and verse, as we have seen.
There are & few uses in rRichard L[1], but they 4o not
seem to be particularly efiective. ‘he murderers use
prose upon tneir first appesrance, I, iv, bucu they use
verse later on. The citizens speak prose in II, 1iii, o

I. Ibid, loe,cit.
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It is hard to tell whetiner Marlows's influence had any-
thing to do with iie use of prose in the scene rcferred
to from Macbeth. It seems safer to conclude that Mar-
lowe‘'s influence is to be found in the very slight

use made of it in the early tragedies.

AVI. Poor Lines:

Shakespeare, too, was experimenting with a new medium
and occasionally came to disaster. Iwo lines can be
quoted from Hichard II.

We do debase ourselft, cousin, 4o we not? III, 1iii, 127.
I will be seatisflied, lel me see 1t, I say. v, ii, 71.

In both dramatists, therefore, we have seen definite
efforts to achieve variety, to maixe the rhyme & sympatietio
medium for many emotions. Some of the effect was secuwed
by a deliberate copying o1 wihat hed been familiar in the
classiesal drama, as for instance, the use oi siichomythia;
some of the attempts at metrical variation resulted in giving
an appearance of artiiiciality, as for i.stauce, the use of
‘alliteration; but all were aimins in tne right direction. 1t
cannot or course e claimed that in tne instances cited atove
Shakespeare was deliberately copying harlowe's example. <the
examples were given to ®how, first, tan.t marlows achieved
great variety in tie use of his metre; and secondly, tnut
Shake speare achieved a simili.r variety.

Marlowe settled tiue questiou of tue 8Fyle o1 tue
drama by tine excellence o1 his blank verse. usefore nim, a8
we huVe Seen, there was some uncertsinty, after nim there

was none, for he used blank verse so well as to apoiisn
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argument. When Shakespeare began to write, therefore, there
was no question of the advisibility of this or that style.
Marlowe had established the form by his own pre-eminent
success, and Shakespeare, in common with all the immediate
followers of kiarlowe, used blank verse as the inevitable form
for tragedy.

Pecle's blank verse, &s we know, was often very
graceful, but it lacked the grandeur wnich later appeared in
Marlowe. It is this quality in Marlowe's verse which made
it the fitting medium for the drama of the heroic personality.
The grandeur, the sonorous and stately march of his verse,
was carried over into Shakespeare. It is a quality that we
recognise at onée and that we associate, uncousciously per-
haps, with the poetry of‘tne Blizabethans. 1i1et, as we
have seen, tihis guality was not common to those who em-
ployed blank verse before kiarlowe but appesred for the first
time in his work. Shaxespeare, therefore, is indebted to
Marlowe for the grandeur of his style.

Shakespeare, we may conclude by summarising, has &
threefoid debt to wmarlowe for the qualities of uls style.
1t was narlowe who first settled that blank verse should be
tne medium for tne drama, he led in showing the inrinite
variety of wnich the form was capable, and he first gave it
the dignity and grandeur wihich we recognise again in Shak-

a Bpe are.
o 0o




115.

XIII. Bombast.

- The grandeur which Marlowe gave to blank verse made
it a fit vehicle to express the overwhelming ambitions of his
protagonists, but in striving for grandeur, Marlowe easily
fell into bombast. It would appear that at first he felt
something of this sort to be necessary to displace tie rnyme
ne had abandoned. He promised “high astounding terms® as

- & substitute in the prologue to his first play and the ten-
dency to rant is thereby traceable to this intention. It is

a marked festure of his early plays; Tamburlaine is full of

it. Ben Johson speaks of "flying from all humanity with

the Tamerlanes énd Tamer-Chams of the laterage which had noth-
ing in them but the scenical strutting and furious vocifer-
ation to warrant them to the ignorant gapers.“l One of

the famous scenes which partaxes of this tendency is the

one in which iamburlaine addresses the captive monarchs who

are drawing his chariot:

Holls, ye pampered Iades of Asia:
wWhat, can ye draw but twenty miles a day?

2

The spsurdity of this struck even the age wiich had been
swept off its feet by Karlowe's magnificent surge oif peetry,
and Shakespeare parodies it in Henry IV, Pért Il, oy making
Pistol sppak of,

1. dimber, p. 41. _
2. 2 Tamburlaine, IV, iii, 5980.
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packhorses
And hollow pamper'd jades of Asia
Which cannot go but thirty miles a day. 1
This is a famous example, but the play is full of
them. T[he tendency to bombast increases whenever Tambur-
laine is on the stage but neither his followers nor his

enemies are free from it.

mycetes tries to speak in the same blustering tone
&8 his great enemy, but we do not feel that he is altogether
successful in keeping to it:

I long to see thee backe returne from thencs,
that I may view these milk-white steeds of hine
All loden with the heads of killed men.

And from their knees euen to their hoofes bvelow,
Besmer'd with blood, that makes a dainty show,

Somehow the wora 'dainty' makes the entire speech seem forced
and unaatural, Mycetes wishes to give an impression of the
same lust for battlie that is in Tamburlaine, but Tamburlaine's
Speeches are consisteantly vigourous, while Mycetes seems to
suggest a coward trying to put on a blustering front to hide
his fesar. Tamburlaine could never heve spoken the words
uttered by liycetes after his defeat:

Accurst be he that first inuented war,

i‘'hey knew not, ah,,they knew not simple men,

iiow those were hit by pelting vannon shot,

stand staggering like a quiuering Aspen leafe,
rearing the force of soreas boistrous blasts.

this shows the clese connection between the tendeucy

to rant, and karlowe's conception of the tragic hero. 4n

l. 2 _genry IV, II, 1iv, 176.
2. 1 Wamburlaine, I, 1, 84. . Ibid, 11, iv, 664.
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examinations of the quotations used to illustrate the char-
acter of the tragic hero in seetion IV will show how much
hombast is used to give the idea of grandeur whi ch was
inseparable from marlowe's idea of the heroic personality.
ihe protagonist in Zdward II differs from hliarlowe's

customary conception of the tragic hero. ie alone is not
& superman, and marlowe's style in this play is accordingly
more subdued fhan is his custom. It is true that mdward Ii
contéins in siortimer the familiar type though here he is
opponent and not protagonist. iwortimer, therefore, often
uses bombast which is otherwise lacking from the general
style of the play.

| bince &t is not definitely decided whether uido
belongs to the earlier or later period of liarlowe's career,
it is hard to decide whether the style represents a recrud-
escence of the bombastic form, or whether it is represen-

Jative of tne same youthful period as iamburlaine. It

must be remembered, t oo, that as washe collaborated in the
work, marlowe need not be regarded as solely responsible

for such lines as the following:

At which the franticke Queene leapt ®n his face,

And in his eyelids hanging by the nayles,

A little while prolong‘d her husbands life:

At last the souldiers puld her by the heeles,

And swong her howling in the emptie ayre,

whieh sent an eccho to the wounded ning:

Whereat he lifted vp his bedred lims, .
And would haue greppeld with achilles sonne,
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worgetting both his want of strength and hands,

which he disdaining whiskt his sword about,

And with the wind thereof tne aing fell downe.., 1
1t 1s hard to aocept these lines as marlowe‘'s., hey reprcsent
the bombastic style carried to utber absurdity, and we are
inclined to believe that wha%espsare s description ot the
same #8cene in tne player‘'s speech in Hamlet was intended as
a parody of this passage in marlowe.

Bombast, then is the outstanding fault into wunich
Marlowe's highsounding blank verse tended to slip, &nd as
we have seen this bombast is closely conuected with the
warlovian conception of the tragic hewo. OUne would expect,
accordingly, to find shakespeare making the ssme blunder in
tne play whose hero is conceived after iarlowe 8 exXanple,

that is in kichard IiLl. It is rather surprisi.g, therstfore,

to find that this is not tne cace. uichard, uimsell, as

has been p.eviously remarked is convincing largely becuuss
of the collogquialism of h&s speesch. J(rue he announces to

us from time to time thut he is about to commit a series of
evil de=ds, but the speechnes in which he announces his
intentions cannot be regarded as bombast because he act.ally
does carry out what he nas announced. wnen .umburlaoine
tells us ne holds tue fates vpouna fast in iron chains, we
are justified in regarding tnis as bombast but wren .dchard
8ays; .

1. pido, i1, 1, 539.
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1l do the wrong, and first begin to brawl.
+vhe secret mischiefs that L set abroach

1 lay unto the grievous charge of others...

sut then i sigh, and, with a piece of scripture,

£ell them that God bids us do good for evil:

and thus I .clothe my naked villany

with odd old ends stol'nm forth of holy writ,

And- seem & saint when most L play the devil. 1
we are struck at once by the wigouroms naturalness of his
apeech. It is this which gives the character greater force-
fulness than Marlowe ever produced by the grandilogquence of
his braggart speeches., It is true that many of the other
characters in the play are unnatural; the queens seem to give
a choric baekground to tine vivid reality of Richard's
actions, but this unreality is not obtained through warlovian
bombast, but, &s we shall see, by passing from the dramatic
mocd to the epic. It is with a feeling of considerable sur-
prise, therefore, that one relinguishes the search. Jrearful
deesds have been promised, but then fearful deeds have been
done, and this is altogether different from bombast.

Are we to assune, tﬂen, that Shakespeare never fell

into this error of gtyle? In his later plays as we have
seen he ridiculed it, and in one play he made most successful

use of it in order to bring out a character contrast. idot-

spur in 1 genry lv is very bombastic in tone, and this

language coming from him seems eminently suited to his fiery
temperament. We are reminded of wuise by the famous speech:
» -

By heaven methinks it were an easy leap

1. Richard Xi., I, iii1, 324.
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i'0o pluck bright honour from the pale-fac‘d moon,

Or dive into the bottom of the deep,

where fathom-line could never touch the ground,

And pluck up drowned honour by the locks;

50 he that doth redeem her thence might wear

without corrival all her dignities. 1
Over his dead body, the prince of wales says:

Fare thee well, great heart!

1ll-weav'd ambition, how much art thou shrunk:

When that this body did contsin a spirit,

4 kingdom for it was too small a bound;

And now two pasces of the vilest earth

Is room enough. 2
Here then it would appear that Shakespeare had made use of
Marlowe's device in order to portray the boundless ambition
which as we know was a marked feature of harlowe's char-
acters. Shakespeare secms to have seen that & natural style
was necessary to give credibility to so unnatursl a monster
as Richard, and also to have appreciated the velue of bombast
to represent boundless ambition .

It is not, however, possible to say that Shakespeare
used bombast only to heighten efrect, and never fell into it
as an error of style. .n wacbeth, for example, an instance
can be quoted where he makes an extremely forceful use of
bombast to emphasise wacbeth's realization or his guilt:

will all great iWeptune's ocean wash this blood
Glean from my hand? wo, this my hand will rather

ihe multitudinous seas iacarnadine,
ksking the green one red. 3

But sgasin in the same play, an instance can be quoted where

1. 1 Henry Iv, I, iii, 201
2. Tbig, V, v, 87.
3. Macbeth, II, ii, 6I.
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his use is not successful, where one feels he has needlessly

tortured the thought:

And pity, like a naked new-born babe,

Striding the blast, or heaven's cherudbin, hors:d

Upon the sightless couriers of the air,

shall blow the horrid deed in every eye,

vhat tears shall drown the wind. 1

It would appear, then, that sShakespeare early realised

this quality in Marlowe's style, and though the surge of
his imagination did occasionally impell him in the same
direation, he never wholly ebandoned himself to the impulse,
and on a few occasions successfully used bombzst to gain

a speecifie effect. we can admit the influence, therefore,

even though we also admit that the use was not identical,

o Qo

1. Ibid, I, vii, 21.
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XIV. Lyrical Passages.

By lyrical passages is not‘meant the introduction
of lyriecs into the drama by putting such verses into the
mouths of the characters. iThis was a common device in the
native drame and was later adopted by Shakespeare who
wove many charming lyrics into his plays. 1In one play,

indeed, The Merry Wives of Windsor, Iii, 1, it is a lyrie

of Marlowe's that is quoted. The first plays written in
blank verse did not introduce lyrics in this fashion, and
Marlowe followed them in this respect, singularly enough
since he uandoubtedly could have produced exquisite lyrics
Judging from thg two we have by his hand. What is meant
by the lyric touch is the occasional turning aside from the
development of plot to give expression to a note of pure
poetry.

ihat at heart nerlowe is first and always & poét
is incontrovertible. ue touched the heavy awkward metre of the
drama and left it light and airy, sensitive to the finest
shades of feeling. it was no longer a medium for the mouth-
ing of sententious rhetoric but became instinct with real
life. 1t is this feeling for poetry which makes the 1lyric
mood so often eclipse the dramatic in moments of déep emotion,

 tor instance, in {amburlaine, uenocrate is dead, gnd
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the audience must be mzde to fecl sorrow at her loss. Had
harlowe's mind been solely of the dramatic ocaste, he would
have made the scene pathetic by the circumstances with which
it would have been surrounded; her dying words would be given,
the emotions of her friends would be represented, and in fine
the sudience would be brought to sympsthy with the dying zen-
ocrate through the nature of the action. Her desth would be
an incident in the drama and dramatic means would be used to
make it effective. But Marlowe seems to find the dramastic
mood insufficient and he rises ocut of the drama altogether
in a2 swell of pure poetfy. vhas, it is true, he gains the
sympathy that was dramatically necessary, but he geins it
by other than dramatic methods.
lioreover he makes no attempt to suit the woxrds to the

charaoter of his speaker. [t is not dramatically fitting that
the Scythian concueror should be a poet; in fast it ;s not
famburlaine cpeaking at all, but karlowe sounding an infinity
of changes upon the melody of the nume of Zenocrate:

Now walk the angels on the walles of heauen,

As Centinels to warne th immortall soules,

i0 entertaine deuine senocrate.

Apollo, Cynthia, and the ceaslesse lamps

that gently look'd vpon this loathsome earth,

ohine downwards now no more, but deck tne heuuens

10 entertaine diuine senocrate. '

the ehristall springs whose taste illuminates

kefined eies with an eternall sigh?,

Like tried siluer runs through Faradice

To entertaine diuine ienocrate. .
The Cherubins and holy Seraphins
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That sing and play before the king of kings,

Vse all their voices and their 1nstruments

To entertaine diuine Zenocrate.

And in this sweet and currious harmony,

the God that tunes this musicke to our soules:

idolds out his hand in highest maiesty

‘o entertaine diuine zenocrate, 1°
Une does not feel that it is a conscious turning aside from
the theme to a display of metrical skill - the poet has for
the moment eslipsed the dramatist and famburlsine®s loss of
Zenocrate has inspired him to a lyric passage in praise of
the loveliness of woman.

The same passionate feeling for beauty raises us
above the troubles of raustus to the lyric passage in preise {
 of Helen:

Was this the face that lancht a thousand shippes7

And burnt the toplesse Yowres of Ilium?

Sweete Helen, make me immortall with a kisse: ...

0 thou art fairer then the euening aire,

Clad in -the beauty of a thousand starres. 2
The sombre shades of this play 1ift but once and then only
through the influence of a wraith, an insubstantial phantom
of beauty who is of no value at all to the dramatist, but is
overwhelmingly convincing to the poetic mind, so unceasing
in its search for the 1ideal.

yhe lyrie note is felt again even in so sordid a

setting as The Jew of lalte, and here inspired by nothing

higher than the love of a scoundrel for his paramour:

1. 2 Tamburlaine, (i, iii, 2983. ' »
2. Maustus, 1o28. :
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Curt. I haue no husband, sweet, 1'le marry thee.

Ith. Content, but we will leaue this paltry land,

Aind sail from hence to ureece, to louely zreece,

I'le be thy Iason, thou my golden Fleece; .

bhere painted Garpets o're the meads are hurl'd,

And Bacchus .Yinyards ore-spread the world;

where wWoods and Fdrrests goe in goodly greene,

I'le be Adonis, thou shalt be Loues (ueene.

The hMeads, the Orchards, and the Prlmrose'lanes,

Instead of Sedge and ﬁeed beare Sugar Canes

ithou in those wroues, by DlS aboue,

Shalt liue with me and be my my loue. "1
the lines are exquisite, but dramatically unfitted to the
gspeaker. It is again larlowe who speaks, the play and all
its puppets have gone from his mind for the moment. ihese
lines are esgpecially interesting, moreover, as the nearest
approach to an inserted lyric we have in ldarlowe's works,
They express the same emotion as his well-known lyric ref-
erred to above, and it will be noted that although the
iambic pentameter is still retaire d, the blank verse is
abandoned for rhyme.

he three examples quoted are among the most famous

.in Marlowe, but many other examples might have been chosen,

Bspecially is this true of ilamburlaine. Compare for instance

the romantie picture held out to Zenocrate,(l, L, iif, 278
beginning, "wvisdains Zenocrate to live with me?", Tambur-
lainels speech before setting out to sabylon, (1L, IV, iii,
4076{) and the promises made by Callapine tb his Keeper,

(i, I, iii, 2510.) oSome of the effect of these passages
is obtained by the skiliful use of sonorous names, & trick

1. Jew, Iv, 1805,
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of which kilton later made & similar use. BEven a casual
glance through Larlowe's plays convinces us of the frequent
use of lyrical passages.

And now how far did bhakeSPéare mingle the 1yfic
strain with the dramatic?

An effective use can be cited from each of the two
plays in which hiarlowe's influence is most visible. 1In

gichard II, vohn of waunt's speech (1i,i.) is a purely

lyriecal outburst. .n some ways, of course, the use made of
the lyric is not warlovian. sor instance, the passage is
used to stress patriotic feeling, and as we know, this feeling
was altogether absent from iarlowe. et it is like marlowe
in that it rises’'quite above the necessities of the action

on a.lyric note of deep emotion. Again it is in perfect ac;
cord with the character of .ohn of waunt, whereas we have
noted that karlowe did not pay much attention to the dramatic
coherence of his lyric passages, But then Shakespeare's
genius was dramatic as well as lyric and we would expect him
to take a greater care than narlowe to preserve unity of
character.

in Richard IlL there is again & very fine example

of the introduetioh of & lyric passage in the wailing of the
three queens (Lv, iv.) it would be difficult,” says

Schelling, "to find in the range of the bknglish drama & scene
L]
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reproducing so completely the nature and the function of the
Greck choric ode." 1 The path of Richard hes led upward
till now. In the previous scens, however, there is 2 note of
misfortune to come, and the theme is taken up by the'mourning
queens, so that though success crowns Richard's efforts in
the conversation with Elizabeth which follows, we feel the
note is false, and are drawn vack almost at once to the deeper
note of remorse and fear that is the prelude to the end. Once
again it is worthy of remark that Shakespeare hes not been
carried out of his theme by the power of his poetry, but has
used it to intensify the drematic effect, whereas larlowe
merely substituted one effect for the other. Yet the lyriec
passage itself,'is developed along Wery similar lines to
uzrlowe's. We have already noticed tne use of anaphors in the
repetition of the name of Zenocrate. The same device is
used here with choric effect:

&. Mar, Tell o'er your woes again by viewing mine:

1 hed &n REdward, till a Richard kill'd him;

I had & Harry, till a Richard xill'd him:

Thou hadst an Edward, till & Richard kill'd him;

fhou hadst a Richard,tii] a-Richard kiil'd him.:

Dueh. I had & Richard too, and thou didst kill him;

I had a Rutland too, thou holp'st to kill nim;

Q.Mar. Thou hadst a Clarence, too, and Richard kill'd him.
It will be noticed that this is a type of formal lyric cuite
different from the lyriecal touches in ShakeSpeare's later
plays, and more in accord with kiarlowe's method of inserting

unrelsted lyrics. There is not the unconscious transition

1. Schelling - Chronicle FPlay, p. 94.

’
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from lyric to dramatic that occurs for example in the des-
cription of Uphelia's death {unamlet, iv, vii, 163.) 1the
lyric passage stands distinet, while the story moves on as
it were in another plane. uihere is then something of the
aloofness of touch noticeable in wmarlowe's lyrical passages,
and the formality of construction is again cguite in his
manner. |
+0 conclude. e feel that deep emotion often
caused warlowe to rise outside the limits of the drama to
regions of pure poetry. sShaitespeare did not so readily for-
get himself, and more often made his lyric flights intensify
the drametic effect, but in the .arlovian manner, these
passages show the poet carried away from the dramatic to the

lyric note, and in uichard 1ii especially we feel the

reality of warlowe's influence in the construction and

use of these episodes.

o 0o




129.
XV. Coneclusion.

We heve now concliluded our survey and it only remsins
to summarise the nature and extent of the influence exerted
by Marlowe on Shakespesare.

B It has been sihown that when Marlowe began to write
there was uncertainty both as to the form the drame should
take, and the style in which it should be written. Three
definite influences were moulding the form of the drama: the
classical influence received through the plays of Seneoca;
the modern Italian influence r=ceived through the romantic
drama&; and the thdigenous hiztorical plays inspired by the
growth of a national feeling. he same confusion that existed
in the subject of the drama existed in the form; prose, blank
verse, and tihe rhymed fourteener contending with each other
for supremacy.

In determining whet liarlowe did to bring order out
of chaos, we discarded all the plays to wihich his authorship
could not be derinitely established in order that conclusions
a8 to the style or matter of his plays might be based on as
gure a foundation as possible. 1In the same way, the only
plays of shakespeare in which Marlovian influence was exam=-
ined were plays to wuich Shakespeare's authorship was settled
beyond dispute. In this way similer tendencies in the drama

of Marlowe and Shakespeare could be examined without any fear
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that the similsrity might be due to their collea boration in
the work in question, or to the extraneous esddition of & third
influence which might not be easily estimated. We restricted
the examination of Marlowe's plays then to the two parts of

Tamburlaine, Doetor Fesustus, The Jew oI kalta, rEdward II,

The kassacere at Parls, and in references to Dido aliowed for
B

the possibility of Hashe!s iniluence. The Shakespeare plays

considered, belong to the early period of his development
though an occasional inaication of karlovian inspiration in
his later work wss referred to. lioreover the influsnces
noted were not of the nature of paraliel expressions, but
were definite tendencies shown in the development of style
and dramatic art.

In the romentic tragedy winich became Marlowe's form
of tragic expression, he developed tiie idez of the heroic
personality. iHis plays were dominated by single figures who
were each swayed by overwhelming ambitions. Every one of
Karlowe's plays represented this form in some aspect or

anotuer, and Shalke spears in Hicherd III left one play of the

type undoubtedly inspired by the Merlovian cocneeption of
the tragic hero.

In one of kierlowe's plays, The Jew of halta, the

moral outlook ol the probagonist is affected by Mecuiavellisan

influences; that is, the hero in this play is & self-con-
L]

fessed villain, glorying in the periormance of crime and tne
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ease with which he can deceive those around him. A note of

Machiavelli had probably appeared before The Jew of Malta

in The Spanish Tragedy, but kMarlowe first made the liachia-

vellian character a protagonist so that Machiavellian motives
are not merely incideutsl but dominate the play. In this

Shakespeare followed him in his Richard III. Richard maxes

no pretence of hiding his evil intentions from the audience,
instead he takes them into his confidence that they may
appreolate how he exults at the credulous sigpplicity of
those around him. His character is distinctly based on that
of his prototype. ShakesPeare‘s moral attitude, however,
was too high to allow him to ecarry out this idea to the very
end as Mcrlowe hgd done. In the conclusion of this play,
therefore, other tendencies enter in, but these, too, are
adopted from Marlowe.

It is a curious anomaly that Liarlowe who had written

a play in which the outlook was distinctly non-moral, sinee

The Jew of Malta attempts no conclusions on the morality of

‘the acts of which it is composed, should first have intro-
duced conscience as a factor in the drama. it is this note

of remorse on which Richard III eloses; it is discoverable,

also, curiously enough, in the words of the proiessional

murderers not only in Richard III, but also in John, and it

is traceable to Marlowe's l¥austus. this is the first psychol-




13z,

ogical study of a soul in anguish, and it is not surprising
that Shakespeare emplygyed tne same methods in the conclusion

of his Richard IiI. Marlowe's refusal to estimate the

morality of his Machiavellian protagonist makes that work
impossibly melodramatic and unw#eal in its portrayal of
human nature. Shakespeare’'s acceptance of ultimate moral
values by the introduction of & note of remorse in the con-

clusion of xichard 1il makes the work at once great art, because

it makes it accord with reality and gives it the high moral
tone without which great art is impossible. It is noticeable,
however, that in one piay shake speare thus comnines the
two characterigtics which were original to marlowe's drama,
The lasfing natu;e of the influence, thus admitted, can be
perceived, moreover, by the introduction of similar methods
in the plays of his maturity. <Thus Iago represents the
Machiavellian element in a later play, and uacbeth is a
splendid example of conscience as & factor in the development
of tragedy.

Another type of protagonist to be found in marlowe

for the first time is the weakling. Shakesypeare not only

copied this idea from werlowe, but he developed iichard il

along parsllel lincs to warlowe's mdward Il. gntize scenes
have been developed in & similar manner, minor cheracters

have been introduced to produce a similar effect, und the -
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. sympathy of the audience in both plays was first alienated
from and then secured for the monarch by similar devices.

ihe use of irresolution as a tragic motive was an original
contribution to the drama. Shakespeare made a close study of

Marlowe's methods of handling it in Richard L1 and later

produced Hamlet as his final contribution to the type.

| Marlowe made one more gift to the drama by giving

it wnity. with the exception of mdward Ii, which can be
ignored here, this unity was incidental to his conception of

the tragic hero. »sShakespeare in his iichard III obtained

unity by the same device of the powerful protagonist which
was common to most of Merlowe's work, and the sdontion of
this tendencyvy iﬁ a vplay so definitely under Msrlowe's influ-
ence wonld also appear to have been inspired by lisrlowe.

The force of & unity so ohtainmsd, Shakesveare st once recog-
nised. and it is noticeable that this tyre of nnity volays

a large vart in most of his great tragedies.

Merlowe's definite refusal to =dmit horseplay and
‘buffoonery in tragedy was anofher areat gift to the drama.
It is ture that he had no gift for the writing of comic
scenes, but the pwologue to his first play seems to indicate
that he rejected‘fhem deliberatély as unfit for inclusion
with a tragic theme. After all, if he had wished to include

comedy and realised his own inability to write it, he had the




example of others to sugeest collaberation in order to »ro-
duce the heterogeneous combination of comie =nd tracic that

was vopular at the time. He never seems to have submitted

to this mixture of types, ond we believe that the comic scenes
that did find their way into his playgmwerghngﬁwigglu@ed7With
his cognivance. It is a convincing proof of the extent of
Ma;lqwe's influence that Shakespearg Who gqu}ﬁ prq@uce‘oom-
edy so =2asily, ond who later abandoned Mﬁrlnwe's example i
and introduced comedy into his more serious plays, though :
not indeed on account Qf the same confusion of types, should

have adhered strictly to the tragic form in the two plays

which show most Praces of liarlovian inspiration. There are

no comic passages in either Richard II or Richard III.

Before Marlowe, the history plays veing indigenous
and thereby not subjeet to clacsical influences, were devel-
oped without regard to dramatic rules. Marlowe's genius, as
we have seen, was essentially tragic, and though he wrote
one play on a native historical theme, he showed his orig-
‘inality both by the artistic use he made of his material and
by the elevation of the form from the loosely develoyped
chronicle to tragedy. We have here none of the comic relief
common to the chronicle plays, not even the note of patriot-
ism which appears in all the Elizabethan dramatists except

Marlowe. shakespeare acknowledged the strength of uarlowe's ®
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influence by making similar use of the sources for his

histories, and by developing Richard III and Richard II as

pure tragedies. Ln his later plays, Shakespeare went back
to the loose chronicle manner, but these two were produced
under Marlowe's influence and hence copied him in their
form. Neither play, as already mentioned,contains comiec
pessages though these play & large part in tae histories

wtitten after liarlowe's influence was less felt. lioreover,

even the patriotic note is not stressed in Richard III

though it appears in Hichard [I and plays a prominent part

in the suceceeding pleys. bpoth in the use of sources, then,
and in the development of form, Shakespeare's early histories
undoubtedly show siarlovian influence.

osut besides influencing the form of vhakespeare’s
work, iarlowe also influenced the style. In the first placs,
kiatlowe was the first to use blank ¥erse in the popular
drame. 4S we have sSeen there was much uncertainty at the
time as to the style to be used, but after karlowe's
success, there could be no further question. ue & dded
variety to the stereotyped measure which blank verse had
been, and he gave it & grandeur which mzde it a fitting
vehicle of expression for the poweriul motives by which his
characters were dominated. Shakespeare used blank verse
with the same power and there is no doubt thut karlowve

saught him both what to aspire to in his verse and how to

Lsrmenga
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achieve it. A comparison of tie siyle of the earlier plays

with that of warlowe shows at times similar methods of i
producing effect. It is important to note, nowever, thnat
Shakespesare véry rarely slips into combast though as we

have seen he early learnt to meske artistic use of it as an

element of his style; on the other hand, kzrlowe frequently
abandoned the dramatic tone for lyric passages of great k2

.poetic beauty and this tendency is also visible in Shakes-

poeare.. moreover the lyric pascage in Richard Ii1l resembles

in its formsl construction the lyriesl passages in warlowe's
drama. |

Our examination leads us to conclude, therefore,
that the influence exerted by ..arlowe on Shakespeare was
very considersb.e in the matter, in the form, and in the
style of his early plays, and that traces of his influence
may be 8een even in the work of shakespeare s maturity.
wmarlowe is the only one of his contemporaries to whom
shakespeare ever referred, and this may perhaps be
regarded as an scknowledgement of the influence that we
have tried to define here. Jhroughout the whole of his
career sShakespeare freely accepted from his predecessorg .’
and from his contemporaries sugresticns with regard
to both matter and form. 1t is but natural, therefcre

to find that, in his earliest period, .




before his own manner had been fully formed, he should have
adopted what impressed him most in the powerful work of his

greatest predecessor.
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