ke

gt

e ]

3 AN

o
..l.m.“— _,1..!-
...ho.”.,

e e

Wy

ahe-

Ly

j» S,

b 1%

k3

iy W

¥
)

2]
i

o




R —

THE MERMAID SERIES

CHRISTOPHER MARLOWE

EDITED'BY HAVELOCK ELLIS
WITH AN INTRODUCTION

BY

J. A. SYMONDS

LONDON
T.FISHER UNWIN
NEW YORK
CHARLES SCRIBNER’S SONS



‘*“ What things have we seen
Done at the Mermaid ! heard words that have been
So nimble, and so full of subtle flame,
As if that every one from whence they came
Had meant to put his whole wit in a jest,
And had resolved to. live a fbol thé;rest
Of his dull life.”

ﬂfasz‘er mes Beaﬂmam‘ to Ben Jonson.

¢¢ Souls of Poéfé“ﬁead and gone,
What Elysium have ye known,
Happy field or mossy cavern,

Choicer than the Me'mmd Tavern?”
Keals
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Introduction and Notes, by G. A. AITKEN.
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The Select Plays of Sir John Vanbrugh. Edited, with
an Introduction and Notes, by A. E. H. SWAIN,
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ON THEDlRA\;A ‘oF FLI?ABEI‘H AND JAMES CONSIDERED AS THE
“MAIN' PRODUCT OF THE RENAISSANCE IN ENGLAND, e
Voo s -,-%\\ Q /much:has been written about
S ‘ﬁ thelorigins' of o the Drama 'in
P =4V, Englandy that.it will; suffice to
T g touch bt briefly on this topic,

«e¥s The English, ' like other  Euro-
pean © nations, 'composed ' ‘and
ENGE2) ractéd! s Miracle | Plays: upon: the
G| events of ‘sdered-history and the Imain
. doettines of the Churcho Embracing the
Gy A whele o dramat! tof nhumanity, from i/the
AR Gredtion of the Worlditorthe Last Judg-
AR hent, 'thesé Miraclesy of which we possess
%‘bh 1 severalv wéllipresérved s specimens; might
&7) rather’ be regarded’ as immense  epics

Pobee N

5 1Y sveroLord, the story of the Woman takenh
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in Adultery, and the Repentance of Magdalen,
detached themselves from the main scheme, and
became the subjects of free dramatic handling.
*In this way the English people were familiarized
at an early period with tragedy and comedy in the
rough, while preparation was made for the
| emergence of the secular Drama as a specific form
of art. Before this happened, however, a second
stage had to be accomplished. Between the Miracle
Play and the Drama intervened the Morality and
the Interlude.  The former was a peculiar species
of representation, in . which abstract conceptions
and the personages of allegory were introduced
in action under the forms of men and women.
The tone of such pieces remained purely didactic,
and their machinery was clumsy ; yet their authors
found it impossible to deal dramatically with Youth
and Pleasure, Sin, Grace, and Repentance, the Devil
and Death, without developing dialogue, marking
character, and painting the incidents of real life.
Thus the Morality led to the Interlude, which
completed the disengagement of the drama from
religious aims, -and. brought various types of
human nature on the stage. The most remark-
able specimen of this kind now extant may be
mentioned. It is the elder Heywood’s 7/%ree P's,
in which a Pardoner. a Pedlar. and a Palmer, three
characteristic figures among contemporary vagrants
and' impostors, are vividly delineated. = From the
Interlude to Farce and Comedy there was but a
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short step to take ; and in England the earliest
plays, properly so-called, were of a humorous des-
cription: - At the same time, tragedy began to form
itself out of serious pieces detached in detail from
the M‘racle Plays. Godly Queen Esther, King
Darius, The Conversion of St. Paul, and so forth,
smoothed the way for secular dramas upon subjects
chosen from history and legend.

The process of dramatic evolution which I have
briefly sketched, had reached this point before the
new learning of the Italian Renaissance penetrated
English society. The people were accustomed to
scenic representations, and had traced the outlines
of what was afterwards to become the Romantic or
Shakespearian drama, At this point the attention
of cultivated people was directed to the Latin and
Italian theatre. Essayists like Sir Philip Sidney,
poetslike Lord Buckhurst and Thomas Norton,tried
by their precepts and their practice to. introduce
the classical style of dramatic composition into
England. They severely criticized the rhymed plays
in which the populace delighted, the involved tales
roughly versified for: declamation by actors in the
yards of inns, and the incongruous blending of rude
farce ,with pathetic or passionate incident. It
seemed, for ja time as though these “courtly
makers ” might divert the English Drama from  its
spontaneously chosen path into the precise and
formal channels of pedantic imitation. The aris-
tocracy and learned coteries delighted in tragedies
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like " Gorboduc, > or The "Misfortunes ' of W Arthur,
which followed ‘the model of Seneca; and competed
‘with famous Italian masterpieces. | But neither| the
nobility nor the universities were destined to control
‘the theatre in England. * That had already become
a possession of the people ; and the people remained
true''to the ‘traditions' of their native thoughoun-
cultivated type of art.’' What men like' Sidney,
Sackville, Norton 'and Hughes, effected; was in' the
main a'certain heightening of ‘the sense of dramatic
‘dignity. ' They forced playwrights to regard princi-
ples’ of composition, propriety of diction; and haf-
‘mony of 'parts, to someé ‘extent ‘at “least; in' the
‘construction ‘of 'both'' ‘tragedies 'and “comedies.
Furthermore, they indicated blank' vetse, or'the
'unrhymed decasyllable iambic, as the prdper metre
for the stage.' sl
Meanwhile otir' drama continued 'to'advance upon
the romantic as opposed to the classical type of att ;
and since " the phrasé 'romantic’ is* one of  great
importance, T must pause to explain’in what sense
I'use it “Thrée personages in ‘one! of the'earlier
comedies preserved to us'are introduced discussing
the' English' theatre. - One' of thése observes that
‘though' plays-are represented every! day in Loén-
don, they are'“ neithér right '¢comédies’ nor Fight
tragedies,” but “'representations’of historiesivithout
anty “decorum.” ‘The 'phrase, “although" contemip-
tuous,’ was ‘accurate ; for the 'Romartic 'Drama
observed mo rules and “‘cared for~ no' scholastic

e ame o it
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precedents., It only aimed at presentingi a tale Or
history in scenes ; and the most accurate definition
ojﬁgthe plays which it pl‘oduqed s that, they were
stories, told ; in, dialogue by actors on.the stage.
Nothing that had the shape and interest. of a story
came amiss to the romantic playwright and his
manner did not greatly differ in the treatment of
pure farce pathetic - episode, or. chronicle of , past
events. Thus there Sprang' up several species of
dramatic composition in, England, marked by a
common artistie handlmg These may be briefly
enumerated as chronicle plays on English history,
biographical plays on the lives of English worthies,
tragedies borrowed from Roman hlstory and Italian
novels, tragedies based on domestic crimes, of recent
occurrence, ‘comediés imitated from" Latin' and
modern European hterature broad reallstm farces
fanciful pieces partaking of the nature of the Masque
or Ballet, pastorals of the Arcadian type, and
classical mythologies. «The -one point, asI have
already remarked, which the playwright kept
steadily in view, was to' ststain ' 'the linterest: of - his
audience;and to'excite their curiosity by’ a’ suceds-
sion ‘of ‘entertaining incidents. »He did:not mind
mixing tragedy with comedy or kings with peasants,
and sét at naught' the so-called unities of ¢lassical
tradition. /His' paramotinit ‘6bject was'¢6 'fedl “atid
thake ' his'l atdience féel” the © ‘reality ‘6f life
exceedmgly, ‘and to evoke: living mehafid woren
from the' miscellaneous ' mass’' '6f fables which: lay
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open - to him in classical; medieval, and 'modern
literature. © Some spirited lines of' the 'younger
Heywood may here be 'quoted, as aptly ‘describing
the vast tracts over which the dramatists in their
first 'ai'd()ur- rang‘ed insearch of sUbjects i ool

¢ To give content to this most curious age, |, - T4
" The gods themselves we have brought down to the sta.ge, |
"' And figured them in planets ; made even Hell ' '
Deliver up the Furies, by no,spell, |
(Saving the Muse’s rapture); further, we
'Have trafficked by their help ; no history
' We have'left unrifled; our pens have beendipped
As well in opening each hid manuscript,
As tracts more vulgar, whether read or sung
" In our domestic or more foreign ‘tongue ;
... 1. Of fairy elves, nymphs of the sea and land,
“The lawns and groves, no number can be scanned
Which we have not given feet to, nay, ’tis known
~ That when our chronigles have barrén grown
Of story, we haye all invention stretched,
'Dived low as to the centre, and then reached
Unto the primum mobile above, .
(Nor ’scaped -things intermediate) for. your love ;
Thesé have been acted often, all have passed
'Cénsure, of which some live, and some are cast.’’

A group of cultivated men, chiefly members of
the Universities, began soon after 1580 to.give
something like the form of high art to our romantic
drama.  These were Richard  Edwards, (George
‘Whetstone,. John | Lyly, Robert Greene, 1 George
‘Peele, Thomas Lodge, and Thomas Nash.:: It is
not my -business .to characterize their; works,in
detail, since they will probably, be: made the subjects
_.Qf_\ special .treatment_ in  this series. Thelr chief
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importance, however, may be indicated., This con-
- sists in their having contributed to the formation of
Marlowe’s dramatic style/ . It. was he who irrevo-
cably decided the destini¢s of the romantic drama ;
and the 'whole subsequent evolution of that species,
including ‘Shakespeare’s work,'can be regarded ras
the expansion, rectification and artistic enhoblement
of the type fixed by Marlowe’s epochmaking
tragedies, . In very little more than fifty years from
the publication of Zamburlaine; our drama had run
its course of unparalleled energy and splendour.
Expanding like a many-petalled flower of marvel-
lous complexity and varied colours, it developed to
the utmost every form of 'which the romantic species
is | capable, and ' left to| Europe  a -mass  of work
invariably wvivid, though extremely unequal; over
whichof course the genius of  Shakespeare rules
supreme. - He stands alone; and has no - second;
but without the multifarious excellences of Jonson,
Webster, . ‘Heywood, 'Beaumont, Fletcher, Ford
Massinger; and a score whom: it would be tedious
to ‘enumerate, the student would have to regard
Shakespeare as an inexplicable prodigy, instead of
as the central sun of a luminous sidereal system. -
In the short space of this prefatory.essay; I can-
not attempt to sketch the history of the drama;or
to criticize  the various schools of style which were
formed in the course of its passage from maturity
to decadence. . /It must be enough  for me to indi-
cate in what way the genius of the English nation



Xiv GENERAL INTRODUCTION.

expressed itself through this form of artiat ‘the
époch when the Reformiation hadbeen accomplished,
the attacks of Spain repulsed; and the new learrung
of the Renaissance assimilated. | '
-‘England, alone of European nations; recelved the
1-nﬂuer-1ces of both -Renaissance and:Reformation
simultaneously. | These two: great movements of
the modermintellect; which closed the Middle Ages;
and'opened a new period of mental culture for the
Western “fiations, have ‘to be ‘regarded’ as'distinct
because their'issues were -different, and they were
severally accomplished by Latin and Teutonic races.
Vet both ‘Renaissance 'and ' Reformation had ‘a
common starting-point in humanism'; both needed
the revival of learning for 'their ‘motive: force ; both
effected 2 -liberdtion of the spirit from authority,
superstition and /decadentideals! In'the'one case
thisliberation ‘'of the'modern spirit expressed itself
thtough 'new>‘conceptions 'of 'social ' culture, ‘new
theoties of the state, new systems of education; new
arts, new</sciences, 'and hew 'philosophies. © It ‘was
the ~emancipation of ‘the reason; and we call ‘it
Renaissance. ' In‘the other case it'assumed a more
religiotis’ and political aspect, issuing in' the revival
of pure Christianity, revolt against ‘the Papacyas a
dominant force) and - assertion' of national 'inde-
pendence.” Tt/was the emarncipation!‘of “the con-
sciences and''we ‘call it Reformation. ' No 'sooner
had these two movements  been''defined; than they
entered lon a phase of mutual hostility ;‘not indeed
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because they (‘were tessentially: antagonistic; ' or
becatise they could not show a common! origin, but.
because! they expressed the tendencies) of -bma'd_lyi
differing’ racesj!‘and had in view divergent ideals,,
The Italians to!whom we owe: the Renaissance;
weére careless! about: eccle-siastii:al. reform; and.
sceptical’ as toirthe -restoration of! Christianity,
from its primitive sources.  The' Germans; who;
started o the ' ‘Reformation, cwere 'S0 preoccupied,
with'*‘things ' 'of ldeeper:-moment; that i they
saerificed the dalturée of the:Renaissance; Then
Reformation generated Counter-Reformation. . The
Catholic rezi‘ctiori 'I'ed"by Rome and  championed.
by - Spain; 'set/ i ! Europe: was)-involved . in. a
series” of religious ‘wars, which impeded the  tran-,
quil ‘évolution of ‘the intellect on either line. /So
much‘hdd to be prefaced inorder to explam the,
meéntal ‘position‘of England.! f

- Séme time before (the! Catholic Powers assumed
their attitude of panic-stricken and.belligerent re-|
action, Henty VIIL. committed the nation to, Pro-
testantism ;- and/at thel same time the new learning;
began to 'penétrate'society. o The Englishi people;
cast2off 'obedience 'to: Rome in: doctrine, -and -as-
sumed “Ttalian® humanism, lsimultaneously. . The
Reformation®had been-adopted by the consent; of
King, Liords and Commoms ; and thisichange inithe
stafe—réligi'é'ﬁ- thoughvit was notconfirmed: without;
redction, agitation, and ‘bloodshed; cost the natien

comparatively little disturbance: ' The newlearningy
A *
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derived from the revival of antiquity, had already
permeated Italian and French literature.  Classical
erudition had been adapted to the needs of modern

thought ; the chief Greek and Latin authors had |
been translated into modern languages ; the
 masterpieces of ‘antiquity were interpreted and
made intelligible. = English scholars, trained upon
the new method by private tutors or in the now
regenerated public schools, began at once to trans-
late the poets and historians of antiquity and of
Italy into the wvernacular. French books were
widely read ; the best authors of Spain were assi-
milated ; and Germany supplied her legendary
stores and grotesque satires to the growing culture
of ourrace. Meanwhilethe authorized version of the
Bible, which had recently been given to the public,
proved the dignity and flexibility of the mother-
tongue, and supplied the laity at once with the ori-
ginal sources of sacred erudition. . Before the date of
Marlowe these vast collections had been made, and
we weré in possession of all the materials for build-
ing up a mighty edifice of literary art. Little at
this period had been accomplished in pure poetry.
It is true that Wyat, Surrey and Sidney had accli-.
matized the sonnet; that blank verse had 'been
introduced ; and that Spenser was just giving his
noble epic to the world. - But the people in its youth-
ful vigour under Tudor Sovereigns, conscious of a
great deliverance from Rome, and of a bracing
struggle with reactionary powers in Europe, needed



GENERAL INTRODUCTI ON. xvih

some wider, some more comprehensive sphere for
the display of its native genius ; and this it found
in'the romartic drama, to which, notwithstanding
the efforts of students and polite persons, it adhered
with the pertinacity of instinct. 'This drama, its
own original ‘creation, stood to the Enghsh nation
in the place of ‘all the other arts. It became for us
the embodimeént 'of ‘that Renaissance which had
given sculpture, 'padinting, architecture and = a
gorgeous undér‘growt’h of highly-coloured poetry to
the Ttalians. ' 'England, ‘sharing the 1mpulse com-
municated to thought by southern Renaissance and
northern Réformation, needed no asthetical outlet
but ‘the drama;, and had to expend her forces upon
no distracting struggles of teligion.’

" Just as ‘the "Romantic Drama was a home-
product 'of ‘the ‘English 'people, s0 ‘the method’ of
presenting plays’ in 'London, and’' the material
conditions 'of 'the ''stage, ‘were eminently homely.
It had been’customary during the Middle Ages to
exhibit ‘Mitacles ‘tipon wooden’ platforms or move-
able waggons, which were set up in the market-
places ‘of ‘towns, or on the turfed ‘enclosures of
abbatial bu11d1ngs Moralities and Interludes were
shown' publicly during civic entertainments, or
privately ' at’ thée request of companies assembled
in some noble dwelling’; a portion of the hall
being devoted for the nonce to wandering actors,
The' ' interesting " history-play of 'Sir Thomas
More' gives' a''lively picture of the way in

Mar. 6



