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Gradually a ritual was established, which grew

closing hymn.
more elaborate and impressive as the centuries went by
san to be represented in the

Seenes from the Master’s life beg

churches, especially at Christmas time, when the story of
Christ’s birth was made more effective, to the eyes of @
people who could not read, by a babe in a manger surrounded:

by magi and shepherds, with a choir of angels chanting thess

followed ; then the Old Testament was called upon, until a’
complete cycle of plays from the Creation to the Final Judg-
ment was established, and we have the Mysteries and Miracle
plays of the Middle Ages. Out of these came directly the

drama of the Elizabethan Age.

PERIODS IN THE DEVELOPMENT OF THE DRAMA

1. The Religious Period. In Europe, as in Greece, thes
drama had a distinctly religious origin.2 The first charactés
were drawn from the New Testament, and the object of the!
first plays was to make the church service more impressive;
¢ moral lessons by showing the rewa
good and the punishment of the evil doer. In the latterd
of the Roman Empire the Church found the stage pOSSESSEE
by frightful plays, which debased the morals of 2 people
already fallen too low. Reform seemed impossible; the
rupt drama was driven from the stage, and plays of evel
kind were forbidden. But mankind loves a spectacle, and

or to emphasiz

1 The most dramatic part of the early ritual centered about Christ’s death and

rection, on Good Fridays and Easter days. An exquisite account of this mostim|
service is preserved in St. Ethelwold’s Latin manual of church services, written
gb3. The Latin and English versions are found in Chambers's Medizval Stage, V!
For a brief, interesting description, see Gayley, Plays of Our Forefathers, pp- 4 fl.

2 How much we are indebted to the Norman love of pageantry for the develo
of the drama in England is an ananswered question. During the Middle Ages
customary, in welcoming a monarch or in celebrating a royal wedding, to TEP
allegorical and mythological scenes, like the combat of St.George and the dragosy
instance, on a stage constructed for the purpose. These pageants were popular all
Europe and developed during the Renaissance into the dramatic form known
Masque. Though the drama was of religious origin, we must not overlook these s
pageants as an important factor in the development of dramatic art.

Gloria in Excelsis.! Other impressive scenes from the Gospel it ofMessiah. In Engl

They were
- churches ;

Wwhen f ilari
A un and hilarity began to predominate ev

~dltogether on church grounds.
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pla;ﬁr:ﬂtehe t;n;[)us Mysteries and Miracles
an :

e . ystlery Plays. In France the name miracle

- ,s;‘. y play representing the lives of the sai e

iystere represented scenes from the life of Cf}lnts,

; 0 rist

or stories from th Tes
e Old Testament associated with the coming
o

and this distincti
B i o 1 thlS' clls.tmctmn was almost unknown :
le was used indiscriminately for all ol ;

ing their origin i -
thg naniz (;11:512: tti:)c 11‘3‘11?16 or in the lives of the saints : and
- unt‘il ](m,“, aft; Il‘stt;jn'g.lm?h.a certain class of p]ay:s: was
The earliest M?ra(vle of z ’flllglt)lls drama had p
. (;I) -\\fh1€l1 we 'ha\-e any record in Eng-
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¢ year 1110 It is not known who

ays hav-

assed away.
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b Was prepared by Geoffre L
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S teacher of Dunstable. y of St. Albans, a French school-

= English is not known
0 lays for ie ;
;‘fhy .th.e chief actors to speak in Latin r
S 8how their importance, while ‘ b
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b minor and comi
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same play were given in English R
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. centuries after this rst recorded !)IZ].\' the Mi
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es increased ily i
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given first very simply i } gt
5 Yy mply and impressively in the
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d which at first had servedas
his time the Miracles had
le, and they continued
enth century, they

which it had itself introduced, an
purely religious purpose.! But by t
taken strong hold upon the English peop
to be immensely pui)ul:ﬁ until, in the sixte

were replaced by the Elizabethan drama.
The early Miracle plays of England were divided into two:
the first, given at Christmas, included all plays cons
Cycles of nected with the birth of Christ ; the second, @
Easter, included the plays relating to his death

Plays
and triumph. By the beginning of the fourteenth century all

these plays were, in various localities, united in single cycless
beginning with the Creation and ending with the Final Judgs
ment. The complete cycle was presented every spring, be-
ginning on Corpus Christi day ; and as the presentation of &
many plays meant a continuous outdoor festival of a week or
more, this day was looked forward to as the happiest of thz

classes :

whole year.

Probably every important town in England had its OWES
cycle of plays for its own guilds to perform, but hearly all
have been lost. At the present day only four cycles exl
e most fragmentary condition), and these, tho
they furnish an interesting commentary on the  times, add
very little to our literature. The four cycles are the Ches
ter and York plays, so called from the towns in which they
the Towneley or Wakefield plays, named for £

(except in th

were given;
Towneley family,
script ; and the Coventry play
havé been associated with the Grey Friars
Covenftry.
the Coventry 4

[

2, and the York 48. It is impossible to

either the date or the authorship of any of these playsi
-k certainly that they were in great favor from
The York plays @&

the twelfth to the sixteenth centuries.

1 See Jusserand, A Literary History of the English People, 1, iii, vi. For our&
plays and their authors see Gayley, Plays of Our Forefathers.

» generally considered to be the best; but those of Wakefiel

which for a long time owned the mants
s, which on doubtful evidents
(Franciscans) o
The Chester cycle has 25 plays, the Wakefield 308
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' show more ari :
. humor and variety, and better workmanship. The

for!" y ;[ e 1\ DWS a cer td t €S lt o 1
eI CY( lﬂ €Specl 11 Sh( W Ci

[ ifs aim to represent t
g to represent the whole of man's life from birth tc
)]

death. The same thing i

. same thing is noticeable in (

. 3 : able in Cursor M .

which d i A ursor Mund

hich, with the York and Wakefield cycles, belongs to th:
- ’ B >

I fourteenth century.

At firs 'S as
t the actors as well as the authors of the Miracles

were l oLld ¢ < = e . y n
» the briests 111{1 t]]L“ (‘h()%{.ll 1551St 1“1‘! L(ltLl \\hC

the tow i
e town gml(ls. took up the plays and each guild
: came responsible for one or more of the sgries
he actors were care i By
ek ;}:ors were carefully selected and trained By
€ morning S isti .

e l.not;)f Corpus Christi all the players

aces in the movable rs, whi
able theaters, which were

B t q D o o .
sca erec “0“_.}10“ 1€ t()\k-l) n 1€ Squares anc OPL]] p ace
t 1 t[ o t t] 3 t 3 =Y l =3 l es

Each of these theaters i
o ;35(. theaters consisted of a two-story platform
S€L €els. c /€T S V l
e us The lower story was a dressing room for the‘
-~ actors; pper story was the stage
" PP ) ! ge proper, and was reached
: gm wa;pcilom from below. When the play was over the plat
phce Ss -mggcd away, and the next play in the cycle toollz ;ts
lace. So in a single & san b :
o a single square several plays would be presented
'1 ﬂay 9 _ec}uen(c to the same audience. Meanwhile the first
! oved on to another s
I DV square, wher i
e ; e another audience
- Thou /S isti
E isg: the plays were distinctly religious in character
;ijay ;! Nardly one without its humorous element In.the'
. 031‘1, for instance, Noah's shrewish wife makes fun
audience r 1 1 y
ience by wrangling with her husband. In the

& Crucifixion play He i
i play Herod is a prankish kind of tyrant who

ves th
€ stage to rant among the audience; so that to

e
out-h i
iy erod Herod” became a common proverb. In all the

R the devil i ,
& the devil is a favorite character and the butt of every

He 3 snvec
% erimalsl,(?kll‘,a‘ es the stage to play pranks or frighten the
sondering children. On the side of the stage was o ¢

e d ’ i i
b huge dragon’s head with gaping red jaws, belching forth
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out of which poured a tumultuous troop of
rons to punish the

ag them away at last, howling
as the dragon's head was

fire and smoke,
devils with clubs and pitchforks and gridi
wicked characters and to dr

and shrieking, into hell-mouth,
So the fear of hell was ingrained into an ignorang

called.
people for four centuries. Alternating with these horroms
were bits of rough horse-play and domestic scenes of peace
and kindliness, representing the life of the English fields and
homes. With these were songs and carols, like that, of the
Nativity, for instance :

As T outrode this enderes (last) night,

Of three jolly shepherds [ saw a sight,

And about their fold a star shone bright ;

They sang terii terlow,
So merlyly the shepherds their pipes can blow.

Down from heaven, from heaven so high,

Of angels there came a great companye

With mirth, and joy, and great solemnitye ;
They sang ferli feriow,

So merlyly the shepherds their pipes can blow.

ere taken home by the audience and sung fora
aught from the stage and
he whole audience would

Such songs W
season, as a popular tune is now ¢

sung on the streets ; and at times t
very likely join in the chorus.
After these plays were wri

outline of the Bible stories,
ng, like children at Punch and Judy,” upom

audience insisting
seeing the same things year after year. No originality in plo&

or treatment was possible, therefore ; the only variety was in
new songs and jokes, and in the pran
ish as such plays seem to US, they are part of the religious:
development of all uneducated people. Even now the Pers
play of the “ Martyrdom of Ali” is celebrated yearly,
the famous " Passion Play,” a true Miracle, is given evelf

ten years at Oberammergau.

tten according to the generﬂ
no change was tolerated, £

ks of the devil. Chi d-

E inEnghind (fourteenth century)
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. th I} 1 I h
: . € .C(‘O]’ld or m

~ the Morality play
orality plays. In these the characters were allegorical

personages, — Life, De: epe

Gree((ii, an other virtucsq:ll;cl Ijilglt}n;ia MGO(I)ZII?:: ‘SS, -
;f:;; ;lT:(t;clf:qr;, asﬁ t?l—e (Iram:t‘.[ic counterpart nfL gt[izagni::
P di:,l no; ([‘:OLU}‘ cxemp}ﬁcd by the Romance of the
e w:’cnm‘lr to our first, unknown dramatists to
characters of abstm:t‘nh‘:;::yc{trcl'u'nt“ th‘:)’ s
Morality marks a distinct advancf:li\l:; 1hehhzzrzltll:cgssfl; :h:

at i

gave free scope > imaginati
, pe to the imagination for new plots and incidents

In Spain and Portug
a ortuge :
gal these plays, under the name auts were
’

wonderfully deve
Viceme?“g d%\zc[opcd by the genius of Calderon and Gil
E- ; but in England the Morality was a drear ‘L' d lf
- g ‘ as > in
0 enliri,c:, I1}l:e thnlallegm-lcnl poetry which precezed it )
. .n t 1e audience the devil of the Miracle plays \.’ms
T predece, ‘an( another lively personage called the Vice w;
e ssor of our modern clown and jester. His b :
as to torment the “vi £ o €5y
; . rtues” by mischiey
B ot ! y mischievous pran
I Wi;t)}t:c;altl)}; l[O] make the devil's life a burden by Ee’ltil:]S’
_‘ a Dladder or a wooden sw o
D ; sword at every opportuni
lity generally ended in the triumph of [\'Iirtuc tiy.
: , the

} devil leaping into hell-mouth with Vice on his back

The best known of the Moralities is

s te ]'.‘ . s
bee ke ‘veryman,” whi
0 revived in England and America Yo Waidhlanrl

l € subject (}[ 1€ play 1s tlle
tl € I
! }
1 Ihese three penud:, are not Ell‘-tDIl(‘dH

Size i i
X lyrzerd;lﬁerent views of our earliest pla
oider chronological development from

z Aaccuill‘ate. The author uses them to empha-
p _\?“r;t Ier than to suggest that there was any
les. ﬂ,he I};:tter is a prevalent opinion b‘ut itcsi-eto Mi?mc]llit)' ool
ik ) ms hardly warra r
e Plapt;c:is i;recefle the Moralities by two c)enm:il;:u(iﬂeb?i s
B . = b:st ,]:)rds Pm_ver,‘.' mentioned by Wyclif, was give Y
i b nown Moralities, like * Pride of Life,” Jrg edn g
the transition from thes‘ y nld the term Interlude, which is often neécl L:C' el:ﬂ“?ny o
moral to the artistic period of the drama \\'."15 oc-cas‘}i:; ]Ihc;il i
i as 5y y Vi i an - ‘
Pﬁm{:mus s ;;:i rl;::);:::lls \-.h:ti; h{:mcle and again (5ixteenthace"ntlLllsrif;
certaing but it is impossible.t' i st e
et ; ges seems reasonabl
e nits of any one of the .
gether in one of the later Miracles of the Wakeﬁ:;;l -"1:!;2!: el o
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ath; and the moral is that no}h;;;g cm;
able summons but an honest }: e a:;%
forts of religion. In its dramatic unit_)' it sugg‘estt;etsfape =3
s i hiq no change of time or scene, anc ‘ gmer
et “‘31';1 lbe r-inuing to the end of the performance. .
i frm-nl'l': wiﬂc the " Pride of Life,” "Hyckescnr.nﬁer,h :1 a3
L -\)‘OF“} lz‘ltmu, " In the latter, man is reprusenlf:‘d ls shut up
‘f CaStEIItl(e’Eg]'lszr‘:c:l]e(‘i by ‘thc virtues and besieged by the vices.
in a cas arri

summoning of every man hy. I)e'.
take away the terror of the inevit

f foralities are of
i /8 ; the old Moralitie
ik 3 le plays, most of .
Like the Mirac ) e o
known date and origin. Of the known anthmst b
. : Ske / rrote -
Ftl'l s. two of the best are John Skelton, who \\r" o
1€8 e . T ancer’’:
i ce.”” and probably also The Necromance ; By
i i _1555), “the poet of the Scote
David Lindsay (1490-1555),
mation,”” whose religious busine s
: telling them unpleasan s ;
fortable by telling e truthe 1 TS
C{f)m trv. With these men a new element LnFeé; N
s - e abuses hur d
ot l't"s They satirize or denounce abuses of -
. 1 introduce living personages thinly dxbg,t.useh :
ate, and 1t : : o o
Sltl : jes: so that the stage frst becomes a powe ap-
allegories ; SC : ;
ing events and correcting abuses.
The Interludes. It is impossible to

istinction between the Mora Bl
B k of the latter as dramatic scenes, SOME
nk :

(usually with music and singing) aj

draw any accurate line

eral we may thi
times given by themselves
banquets and entertainments W
and again slipped into a :
scene. Thus on ‘
fter a solemn scene. € ofit gt
E:Jf the old Chester plays we read, * The boye an 11)1;: g
inly this was no ps
i ." Certainly this was
kinges are gone. _ i
th? 'mlchenc between Herod and the three knl;jsbl ;
n'l ’ ‘ ; 1 1 =Y - - a
O}ilb uarrel between Noah and his wife is probably
the q ;
addition to an old play. The Interlu iginatel,
dly. in a sense of humor; and to John Hey A
A ' ] jeste rt o
ti go ?), a favorite retainer and jester at the ?l.ltim.t —
153 t‘r.)e‘credit for raising the Interlude to the dis
du

form known as comedy.

most famous is *“ The Four P’s,” a contest of w

‘- ~gest those of Chaucer,

& {0 complaints about the weather and to reform abuses,
I who announces that a boy’s pl

I that he can always do both.

ss it was to make rulers URSSg

& the true drama.

biers radically from the othe
I8 not to point a moral but to represent human life

lities and Interludes. In gems

here a little fun was wat?ted: :

Miracle play to enliven the audience:
1 A o

he margin of a page of on

des originated, undoubt

3
L LIL

.‘ Pardoner and the Frere,”
i
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o Heywood's Interludes were written between 1520 and 1540. His
" it between a * Pardoner,
The characters here strongly sug-
! Another interesting Interlude is called "The
In this Jupiter and the gods assemble to listen

*a Palmer, a Pedlar and a Poticary.”

Play of the Weather.”

Naturally every-
The climax is reached by a boy
easure consists in two things, catch-
s, and begs for the weather to be such
Jupiter decides that he will do just as he
and everybody goes home satisfied,

* body wants his own kind of weather.
‘g birds dnd throwing snowball
pleases about the weather,

All these early plays were written, for the most part, in a
mingling of prose and wretched doggerel, and add nothing
g0 our literature. Their great work was to train actors, to
keep alive the dramatic spirit, and to prepare the way for
3. The Artistic Period of the Drama. The artistic is the

final stage in the development of the English drama. It dif-
r two in that its chief purpose

as it is.
The artistic drama may have purpose, no less than the Mir-

bacle play, but the motive is always subordinate to the chief

end of representing life itself,

The first true play in English, with a regular plot, divided

Sinto acts and scenes, is probably the comedy, * Ralph Royster

Doyster.” It was written by Nicholas Udall, mas-
ter of Eton, and later of Westminster school, and

SWWas first acted by his schoolboys some time before 1556.
S Ehe story is that of a conceited fop in love with a widow, who
s already engaged to another m
of the Miles G loriosus,

an. The play is an adaptation
a classic comedy by Plautus, and the

English characters are more or less artificial ; but as furnish-
v, 3 .
g a model of a clear plot and natural dialogue, the influence

this first comedy, with its mixture of ¢lassic and English
 lements, can hardly be overestimated.

U fact, Heywood “ cribbed” from Chaucer's Tales in another Interlude called
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The next play, “ Gammer Gurton’s Needle” (¢cir. 1562), 18
a domestic comedy, a true bit of English realism, represents
ing the life of the peasant class.

Gammer Gurton is patching the leather breeches of her man Hodge;
when Gib, the cat, gets into the milk pan. While Gammer chases the
cat the family needle is lost, 2 veritable calamity in those days. Thes
whole household is turned upside down, and the neighbors are dragged
into the affair. Various comical situations are brought about by Diccon;
a thieving vagabond, who tells Gammer that her neighbor, Dame Chatte,
has taken her needle, and who then hurries to tell Dame Chatte that
she is accused by Gammer of stealing a favorite rooster. Naturally
there is a terrible row when the two irate old women meet and misuns
derstand each other. Diccon
the quarrel by telling him that, if he will but creep into Dame Chatte’s
cottage by a hidden way, he will find her using the stolen needle. Then
Diccon secretly warns Dame Chatte that Gammer Gurton’s man Hodge
is coming to steal her chickens; and the old woman hides in the dark
passage and cudgels the curate soundly with the door bar. All the parties
are finally brought before the justice, when Hodge suddenly and pain-
fully finds the lost needle — which is all the while stuck in hjs leather
breeches — and the scene ends uproariously for both audience and actorsy

This first wholly English comedy is full of fun and coarse
humor, and is wonderfully true to the life it represents. If
was long attributed to John Still, afterwards bishop of Bathis
but the authorship is now definitely assigned to William
Stevenson.! Our carliest edition of the play was printed in
1575 but a similar play called “Dyccon of Bedlam " was.
licensed in 1552, twelve years before Shakespeare's birth:

To show the spirit and the metrical form of the play We
give a fragment of the boy’s description of the dullard Hodge
trying to light a fire on the hearth from the cat's eyes,a

another fragment of the old drinking song at the beginning 04

the second act.

At last in a dark corner two sparkes he thought he sees

Which were, indede, nought els but Gyb our cat’s two €yes.

« puffe!” quod Hodge, thinking therby to have fyre without doubt;
With that Gyb shut her two €yes, and so the fyre was out.

1 Schelling, Elizabethan Drama, 1, 86.

also drags Doctor Rat, the curate, info 3§

f l‘si . . .
"lél:ﬁc?nt’ since 1t started the drama into t
1 Stited to the genius of English playwri

* PeOple rebel and slay Videna
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A,l"ld by-and-by them opened, ey
With that the sparkes appea,re
And, even as Hodge blew
Gyb, as she felt the bl

125

den as they were before :
: even as they had don of y
the fire, as he did thincke S

s t, Stray ht- Vay g 0 WYyT lke

” 3 "‘\. S g W a) bc dan 'y

Iy llodge f(.” ﬂi S“—'e]lng, as came be‘it IO h-ﬁ t r) ’
- S turne,

The fier was s .
B (;‘:,Eb:urf bewicht, and therfore wold S
& Hodére hs;'}edst;}yers, among the old postes and 61:11
e 'lel him after till broke were both h“p,h.nes,
- swering othes, were never of his 1 ek
s m

That Gyb wold fyre the house if that shee were "

not taken,
Fyrste a Songe :
Backe and syde, go bare, 20 bare;
Booth foote and /J'(ll!!!’z‘,. g0 m.’re':':

5!34/ be l{}l.’ Grod €, ! g0 2 &,
y VELLYE, ax se, !{[3 t/z't& € YROUghe,
4 ¥ £ 0({ al y
;){ 1!(,’!/1( r U /)!- newe or Oldc 4 =5 }

I can not eate but Iytle meate,
My stomacke is not good ; ‘
Butfure I thinke that I can dryncke
With him that weares a hood
Thoughe I go bare, take ye -no L‘are
I'am nothinge a-colde ,
I stuffe my skyn so full :\'ithin
Of ioly good ale and olde.

B{lf'/'t:’
ve and syde, go bare, etc.

: saE)ur first tragedy, “Gorboduc,”
ackville and Thomas N ’

 The Frst

; Y

; was written by Thomas

orton, and was acted i

= SRF - acted in 1562, onl

o )Eags before the birth of Shakespeare. It iz:
arkable not only as our first tragedy, but

it play to be written in blank verse the 1 g

atter being most
he style of verse
ghts.

The story of ©
y of “ Gorboduc " is
duc " is taken from the early annals of Britain and

- recalls the K ar. Gorbod

7 story used by Shakesp i g g

. fitte stor Shakespeare 7 3

\e fitain, divides his kingdom betwcellllll i S u':o! kil1)(

5 :VB e : 1is sons Ferrex and P

l‘flhg n,;'] . r;t:"%ildorrex, the younger, slays his brother whr;ei“;
Quee orite, ena, the queen, slays Porrex in revel;ge- th;:

y

F : and G -
. i ﬂahtinn e(,(;lrboduc, then the nobles kill the
M ghting each other. The line of Brutus being
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extinct with the death of Gorboduc, the country falls into anarchy, vm]i
rebels, nobles, and a Scottish invader all fighting for the right of succes

sion.

The artistic finish of this first tragedy is marred by the
authors’ evident purpose to persuade Elizabeth to marry. If
aims to show the danger to which England is exposed by the:
uncertainty of succession.
follows the classical rule of Seneca. There is very little action
on the stage; bloodshed and battle are announced by @
messenger ; and the chorus, of four old men of Britain, sums
up the situation with a few moral observations at the end off
each of the first four acts.

Classical Influence upon the Drama. The revival of Latin
literature had a decided influence upon the English drama as
it developed from the Miracle plays.

began to let their boys act the plays which they had read a5
literature, precisely as our colleges now present Greek or
_ German plays at the yearly festivals. Seneca was the favem
ite Latin author, and all his tragedies were translated in
English between 1559 and 1581. This was the exact periot
in which the first English playwrights were shaping their oWl
ideas ; but the severe simplicity of the classical drama seemed
at first only to hamper the exuberant English spirit. To
understand this, one has only to compare a tragedy of Seneea
or of Euripides with one of Shakespeare, and see how widely
the two masters differ in methods.
In the classic play the so-called dramatic unities of times
place, and action were strictly observed. Time and place m
Dramatic remain the same ; the play could represent a pe
Unities of only a few hours, and whatever action was
troduced must take place at the spot where the play be
The characters, therefore, must remain unchanged thro
out; there was no possibility of the child becoming a1

or of the man’s growth with changing circumstances. Ay

The curtain falls upon a scene of bloodshed and utter confusions

Otherwise the plan of the plag

In the fifteenth centurys
English teachers, in order to increase the interest in Latin,
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ay was within d -
a P r: doors, all vigorous action was deemed out of
: e . : u

I ge, and battles and Important eve :
ply announced by a messenger e
g . senger.
 drew a sharp line between traged
. rigorously e

The classic drama also

v N y and comedy, all fun being
rom serious representations

% The is
P Whoflj:ihsh drafmzl, on the other hand, str
weep of life in a singl :
AT a single play. The scene ¢
Japldly, the same actors 3[)[)(3211'(3(1 gow scene Lhanged

- court, now o ; at home, nov
;;.Sta_ge’before Itlht)he'bftttl_chcld ; and vigorous action ’ﬁlledvt}?t
: ¢ eyes of the spectators. The child of on (;
e ac

- appeared a -

- rs;gctator s the man of the next, and the imagination of
‘@htea : }vah called upon to bridge the gaps from 10 -
e e aps place

year to year. So the dramatist had fr(Iee scolzz

|
B0 present all life i i
1 ife ina s i
i a ingle place and a single hour. M
_F\ft. T, e world is always laughing ek
o

ove to represent

e romc picr and always crying
nt, tragedy and comedy were presented i ]bi;it
P -d side g

€, as they are in life itself
_’amuse::l th{'_. in life itself. As Hamlet sings, after the pla
€ court but struck the king with deadly fe:u' 'y

Why, let the stricken deer go weep
The hart ungalléd play ; 7 ¥

For some
some must watch, whi

atch, while some must s 2
So runs the world away. .

Naturai ki W I. t l“ 1(1 S ruggeling (0] "las1el I e
| b Uf V ltCIb DSC
; mh v lts, as men ()f lt‘ill Illllb were Ca”(?d, gf:l’lela“yy

S & aw F 1

-h-iOf the new English plays. Sackville
‘ ths:lass, and “ Gorboduc " w
g e Defense of Poesie’

and Norton were
ke as classic in its construction.
 Syeliees idney upholds the classics and
E ambitious scope of the English dram
25€ were e "
R ere the popular playwrights, Lyly, Peel
» Marlowe, and many othe 7 ol el
o ny others, w ho recognized the Eng-
- on and disregarded the dramatic unities in
‘- = - . - 3
: or to present life as it is. In the end the native

Ba prevai i
' Prevailed, aided by the popular taste which had been
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trained by four centuries of Miracles. Our first plays, espes
cially of the romantic type, were extremely crude and often®
led to ridiculously extravagant scenes; and here is where the

classic drama exercised an immense influence for good, by in-

sisting upon beauty of form and definiteness of structuréds

a time when the tendency was to satisfy a taste for stage

spectacles without regard to either.
In the year 1574 2 royal permit to Lord Leicester's actors

allowed them “to give plays anywhere throughout our realm
of England,” and this must be 1‘egarded as the
beginning of the regular drama. Two years later
the first playhouse, known as “The Theater,” was built for
these actors by James Burbage in Finsbury Fields, just north
of London. It was in this theater that Shakespeare proba-
bly found employment when he first came to the city. The
success of this venture was immediate, and the next thity
years saw a SCOTC of theatrical companies, at Jeast seven regs

ular theaters, and a dozen or more inn yards permanenty
1 established in the cif

fitted for the giving of plays, —2
and its immediate suburbs. The growth seems all the more:
remarkable when we remember that the London of those
days would now be considered a small city, having (in 1600}
only about 2 hundred thousand inhabitants.

A Dutch traveler, Johannes de Witt, who v
in 1506, has given us the only contemporary drawing
possess of the interior of one of these theaters. They wer
built of stone and wood, round or octagonal in shape,
without a roof, being simply an inclosed courtyard. At
side was the stage, and before it on the bare ground, OFp
stood that large part of the audience who could afford to
only an admission fee. The players and these grount
were exposed to the weather; those that paid for seats
in galleries sheltered by a narrow porch-roof projecting
wards from the encircling walls ; while the young nobles
gallants, who came to be seen and who could afford the ex

The Theater

isited LOD& on

: _?me.
E Jp;::u despised stage players came .
Having nether a complete number of actors
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 fee, took seats on the stage itself, and smo
ﬁ a:fto:}z;;ndﬁ threw nuts at the groundlin};f.il ar"}(:l:]::lﬁ:
oy thesle{onr]st theate.rs, according to De Witt, was like
e an amphitheater; and the resemblance w
e ghtened by the fact that, when no play was on the boarda;S

the stage might be tak
the ght be taken away and it giv
| and bear baiting. y and the pit given over to bull

In all these th

‘ h eaters, probably, tt i

: ; p. ey, 1e stage consisted o

2 Platform, with a curtain or “ traverse " across the mid(;EI !
bare e

ic;eparating the front from the rear stage. On the

. ba-ttf.:r un'cxpec.t‘cd scenes or characters were “ dis-

. y simply drawing the curtain aside. At first li
Orno scenery was used, a gilded sign being the.only anrlf(t)u:ie

ment of a change of s i
I change of scene: and this very lack of scenery led

to better i i
acting, since the actors must be realistic enouch
1g

. The Stage

~ Shake ’ i
Sliakespeare’s day, however, painted scenery had appeared

i'f‘;s;uaiul:-n;;rzzb];); r}?IaI;)’S, and then in the regular theaters?

" who evidently vj'eréh Emalf.g PRTEs Wele taken by boy actors

P i 1:1101’(: distressing than the crude scenery’

. y literature has many satirical references tg,
ing,* and even the tolerant Shakespeare writes :

/ Some squeaking Cleopatra boy my greatness

I That th 1 -—
‘ ese ga lants were a!ll unmi!igated nuisance, and had freqnently to be
ﬁhctd bF the common people who came to en.)o)' the play, seems certain. Dekker's
Wil's ”0}‘”&001‘ 1H0¢ an i t: J ] : \.\ a G ; Al
Iﬁl b ) ( )} has an mteres 'mg chapter on * Ho z E].] he V‘
i P Gallant should behave

L 2 Ille ﬁl’St actors were ssed wi thiev { I d
thei ; i classed with ieves and vaga.lmnds; but thE}' spe di y aise

2 @ won a repu ation which extended far abroad }:’ S Col n
M profe% on to an art and wo L { t a . usa I

. . . we
ynes MUT}SOI\., writes in his [{merary So 1 remember hat wh 0
Fyne I that en some
. «» Into (xerman) and pla)ed at Franckford

e , nor any good aparell, no|
i wojnderf lGerm:ms, not understanding a worde they sayde !boﬂ: e
Hockec ully to see their gesture and action.” gk T e

b Schelling, Elizabetian Drama.

4 Baker, in hi ¥ 76
i ;I hlS D{T’a’ﬁ}”)ﬂt"f Qf Shak
4 " s, ; 1
; : Fathi speare as a D amatist, pp. 57-62, takes a differ-
'ie w’ a.nd‘ shows how Caflf- ') ma.uy Of the boy actors were trained. It would require
‘ a_'lgOIOI.IS ]u‘se ol ﬂ‘lf..‘ imagination to be satisfied with a hoy’s presental'ont 0;
1 J“hEt, Corde! ia, Rosahnd, or any other of Shakespeare's wonderful wome) l
yomen.
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However that may be, the stage was deemed unfit
women, and actresses were unknown in England until after
the Restoration. 3
Shakespeare’s Predecessors in the Drama. The English®
drama as it developed from the Miracle plays has an inter-
egan with schoolmasters, like Udall, who'
Latin plays for their boys to act, and
It was con-

esting history. It b
translated and adapted
who were naturally governed by classic ideals.
tinued by the choir masters of St. Paul and the Royal and
the Queen’s Chapel, whose companies of choir-boy actoms
were famous in London and rivaled-the players-of the regus

lar theaters.! These choir masters were our first stage mane

They began with masques and interludes and the dras

agers.
matic presentation of cl
but some of them, like Richard
Queen’s Chapel in1561), soon added farces from English couts
try life and dramatized some of Chaucer’s stories. Finally, £

regular playwrights, Kyd, Nash, Lyly, Peele, Greene, and Mag
lowe, brought the English drama to the point where Shakes
speare began to experiment upon it.

Each of these playwrights added
ama, which appeared later in

assic myths modeled after the Italiansis
Edwards (choir master of the

or emphasized SOME

essential element in the dr
work of Shakespeare. Thus John Lyly (1554 ?—1606), who
now known chiefly as having developed the pernicious liter-
ary style called euphuism,? is one of the most influential
the early dramatists. His
their witty dialogue and for

court comedies are remarkable for
being our first plays to i

1 These choir masters had royal permits to take boys of good voice, wherever fo
and train them as singers and actors. The boys were taken from their parents and
often half starved and most brutally treated. The abuse of this unnatural privile
to the final withdrawal of all such permits. 1

2 84 called from Euphues, the hero of Lyly’s two pros
of Wit (1579), and Euphues and his England (1380). The style is affected and
elegant, abounds in odd conceits, and uses hopelessly involved sentences. It is
in nearly all Elizabethan prose writers, and partially accounts for their general ten
fo artificiality. Shakespeare satirizes euphuism in the character of Don Adri
Love’s Labour’s Lost, but is himself tiresomely euphuistic at times, especially in his
or " Lylian” comedies. Lyly, by the way, did not invent the style,

any other to diffuse it.

e works, Enphues, the And

but did more Hes
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itely at unity and artistic finish, Thomas

T - 5 y K ; s/
1 igfjfaym(-f ;fSiiZ‘.ﬁrst gives us the drama, ory dr;tilsff 7231-:’:
] g t,hc n}.];.S:lon, copied by Marlowe and Shakespeare
_ Jt _v_ms e popular of the early Elizabethan plays:
3 &Ve writtcil on;:b(.mt1 -Emd 8gain; and Ben Jonson is ‘said t(;

o version and to have acted the chief t
- nd Robert Greene (15587 e
3 ci.uef part in the early development of :;5 . 1'592) i
._ gives us some excellent scenes of Englisﬁn;z:tltc C(lj'rm::'dy, o
\like Friar Bacon and Friar Bungay. i i

Even a bri i
brief glance at the life and work of these first

playwrights shows o
‘Vplay g tb Shfﬁ\\s three noteworthy things which have
j!“t;ﬁ”f earing on Shakespeare’s career : (1) The '
4 AREg j : se men
ul'Zts l\:;:j: u.lsuaily actors as well as dramatists, The
i v the stage and the audience, and in w Y
pd‘ys they remembered not only the
- the audi 's love for stori i
E weﬁnce? love for stories and brave spectacles. “Will
[ and will it please i & oy :
) ease our audience,"
5 e, were the i
chief concern to our early dramatists’ ( e

|

riting
actor’s part but also

. ! 2) Their trainin
3 inde'l)(,ttzs, thv,p they revised old plays, and finally beg
_ A “.Ftin ent \vr1t?rs. In this their work shows an G}:xact
E ; mb;l;)ait of Ss;akespearc. (3) They often worked
: Y as Shakespeare work i
. ' : St 2 ed with Marlow
tcl;fr, either in revising old plays or in cre i
1.. stad_a common store of material from w
“stories 2 ler i
iy a:] ar;]d characters, hence their frequent repetition of
.é S,Ub. t {;:I often produced two or more plays on the
ject. Much of Shakes '
peare’s work depend
E . | pends, as we
{erial ;f n prev -1()US plays; and even his Hamlet uses the
E an Earlier play of the same name, probably by Kyd
h n wg flxno;vn to the London stage in 1589 so)rfne’
Is before Shakespeare's gr: :
. 2 eat work w; i
d Sl g1 as written.
Eliz:sbe 1Ehmgs are significant, if we are to understand
&dizabethan drama and the man who brought it to

ating new ones.
thh the)" derived

1 See Schelling, I, 211,
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perfection. Shakespeare was not simply a great genius ; he
was also a great worker, and he developed in exactly the same
way as did all his fellow craftsmen. And, contrary to the
prevalent opinion,
like creation, springing full grown from the head of one manj
it is rather an orderly though rapid development, in which
many men bore a part. All our early dramatists are worthy

of study for the part they played in the development of the |
der only one, the most typical of
h that of Shakespeare.

drama; but we can here consi
all, whose best work is often ranked wit

CHRISTOPHER MARLOWE (1564-1593)
tive figures of the Eng

Marlowe is one of the most SUEEES

lish Renaissance, and the greatest 0
cessors. The glory of the Elizabethan drama dates from his

Tamburlaine (1387), wherein the whole restless temper of the

age finds expression :

Nature, that framed us of four elements

Warring within our breasts for regiment,

Doth teach us all to have aspiring minds:

Our souls — whose faculties can comprehend

The wondrous architecture of the world,

And measure every wandering planet’s course,

still climbing after knowledge infinite,

And always moving as the restless spheres —

Will us to wear ourselves and never rest.

Tamburlaine, Pt. 1; 1L vile

Life. Marlowe was born in Canterbury, only a few months befoi
Shakespeare. He was the son of a poor shoemaker, but throught
kindness of a patron was educated at the town grammar school 2
then at Cambridge. When he came to London (¢. 1584), his
was surging with the ideals of the Renaissance, which later fou
expression in Faustus, the scholar longing for unlimited know
and for power to grasp the universe. Unfortunately, Marlow
also the unbridled passions which mark the early, or Pagan
sance, as Taine calls it, and the conceit of a young man just ¢

ing the realms of knowledge. d lived

the Elizabethan drama is not 2 Minerva-
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w-tavern atmosphere of excess
s and wretchedness. In 158
inzz:;ifhree years old, he produced Zamburlaine, whigh ’{)’l'glh?'x{;
- hOIdrecogmt‘lon. Thel_‘eaﬁer, notwithstanding his wretchged
e ds kstea-dlly to a high literary purpose. Though all hi
3“51 eﬁes 5 r;} . }1lnhv1§>lence, no doubt reflecting many of the viole :
which he lived, he develops his * mi i .
5 ; ed, ighty line ” i
:.g;aets s}f:ntz; ;)n fmagmﬁcent bursts of poetry, suc)}z as th: r;fazzplllcj
: ard before. In five years, while Sh ¢
E | befc )y W akespeare w i
;?.aff&e)ngc.eship, Marlowe produced all his greft worl:‘asT;emig
_ T;se sE 'le in a drunken brawl and died wretchedly, as h(-.: had ?1n de
pilogue of Faustus might be written across h]; tombstonex'Ie .

Cut is the branch that mi

: t might have grown full i
And burnéd is Apollo’s laurel bougflgl nat
That sometime grew within this learnéd man

: : "
HIﬁZ:‘_IadrlmT:e s War.ks. In addition to the poem “Hero and
‘Leander,” to which we have referred,! Marlowe is famous

~ for
i ; o(;;frtdramdas, now known as the Marlowesque or one-man
. ype of tragedy, each revolving about one central personality

Tho })s conlsurned by the lust of power. The first of these is
& Lamburiaine, the story of Timur the Tartar. Timur begins
=]

& 45 a shepherd chief, who first rebels and then triumphs over

L the Persian king. Intoxicated by his success, Timur rushes

like a tempest over the whole East. Seated on his chariot

r-;iﬁriwtn bgr c-aptive kings, with a caged emperor before him, he
boasts of his power which overrides all things. Then afﬂi(;ted
bl

4 W' . .
with disease, he raves against the gods and would overthrow

~ them
» ep-as hehhas }?verthrown earthly rulers. Zamburlaine is
epic rather than a drama; but o
! . ne can understand i
L 5 nad its
E success Wlth.a people only half civilized, fond of mili-
:_:_h,y' glory, and the instant adoption of its “mighty line” a
I..i‘mstrument of all dramatic expression. ]
Laustus, the second play, is one of the best of Marlowe’s

; rks The story is that of a scholar who longs for infinite




