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PREFACE

The year 1976 is the four hundredth anniversary of the founding
of James Burbage’s Theatre, the first in England; today, London
remains the theatrical capital of Britain — some would say, of the
world.

No physical likeness of Burbage’s Theatre survives, although
external views exist of its near neighbour, the Curtain (see Plate 1),
of the Rose on Bankside which followed, and of the Swan, whose
interior, too, was sketched by Johannes de Witt, a foreign visitor.
Theatres are for people, so that extensive attempts by scholars to
establish the nature of fabric and structure are significant only as
these provided an environment where interaction between play-
wrights, actors and audience eventually produced the work of the
greater poet-dramatists.

There have been many significant changes over the past four
hundred years, but within the last thirty years, the new drama
departments in our universities have transformed theatrical history
by a keener sense of the living art, which in turn has affected the
building of modern theatres; these now provide stages nearer to
the Elizabethan model than anything known since the mid-
seventeenth century. Leading Shakespearean directors have taken
full advantage of the latest scholarship, with the result that all of
Shakespeare’s plays and many of those of his contemporaries are
now being produced. In addition, the history of theatre has been
linked with the general history of art, and with social history; the
results have been seen in many exhibitions of Tudor and Stuart
art, of the work of Inigo Jones, and in the developing projects for
a theatre museum.

The present study is first of all concerned with the sociology of the
theatre, the subject of Part 1. In the evolution of the new drama,
the Theatre of Burbage offered a focus for the manifold pageantry,
ceremonies and activities delineated in Chapter 2. These were
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Preface

given poetic shape in Shakespeare’s English history plays, the most
characteristic product of the Theatre. The masque at court, which
also had traditional roots, evolved more slowly; but structurally,
in terms of stage and auditorium, it proved to be the direct
ancestor of yesterday’s theatre, with its proscenium arch and
curtain that ‘flew up suddenly’ to show the painted scene. The
interaction of various forms of theatre is the subject of Chapter 6,
whilst the changing image of London itself is the subject of
Chapter s.

In Part 11, the effects of this interaction are traced in the works of
the Jacobean Shakespeare. By this time, popular drama had
evolved its own conventions, whereas in Elizabethan times the
shaping force of non-dramatic poetry and of rhetorical forms was
still stronger than the emergent dramatic tradition, as it emerged
in the workshop conditions of the nineties. I have dealt with these
aspects of sixteenth-century drama in Shakespeare and Elizabethan
Poetry and Shakespeare the Craftsman, so that Part 11 of the present
study is confined to the fully-developed art of the Jacobean
Shakespeare in the theatrical context which had evolved, and
which was largely of his own making. The treatment of his
Jacobean plays is limited to the social context indicated in Part 1;
whilst necessarily omitting many important aspects, it shows
Shakespeare first reacting against but finally absorbing and trans-
muting elements of the Jonsonian court masque. ‘Shakespeare as
collaborator’ treats of one early and one late play.

To round off the story, in Part m a final chapter on post-
Shakespearean developments brings out what might be called his
posthumous relations with Jonson and the young Milton, in the
form which predominated in Caroline times, the court masque.

Without attempting the hopeless task of presenting all the
evidence, I have tried to give enough selective detail to illustrate
and support my general thesis. I hope that the result may be
justified as work in progress, in a field where development is
constantly bringing about changes of emphasis (a recent example
is the growth of information about inn-yard stages).

The field of social relations in dramatic art is perhaps the least
explored, and whilst I attempted in The Rise of the Common
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Player to treat of the actors and their audience, I hope here to
suggest lines of development in the more complex and difficult
area of social relations as reflected in dramatic art. Chapters 1 and
2, however, are directly developed from that work.

At first sight it may seem incongruous that in a volume which
opens with the Shoreditch Theatre, four chapters should be
devoted to Shakespeare’s final plays. My justification would be
that in these plays, we see reflected in the mirror of dramatic
poetry, what Shakespeare had absorbed as pure theatre in his
youth. The reflection alone can show truly what, at that time,
could not be put into words at all. Of course the plays contain
much more; the accumulated experience of a life spent in the
theatre. Yet, I would consider it took even Shakespeare the length
of his working life to learn to project what he had found. In poetry,
and in poetry alone, that moment was fully caught and trans-
mitted, as no records could transmit it, and as no lesser poet could
have done. This is the Theatre’s living monument. Similarly, we
cannot tell what the interior of Burbage’s Theatre would look
like. But the Globe Theatre was built from its timbers, and we do
have more details of ‘that virtuous fabric’.

Cambridge
October 1975 M. C. BRADBROOK



ACKNOWLEDGEMENTS

I am indebted to the following for permission to use material
which has appeared elsewhere: to Professor Joseph G. Price and
the Pennsylvania State University Press for permission to use for
Chapter 2 material published in the volume entitled The Triple
Bond (1975); to the editor of the Review of National Literatures 11, 2,
and St John’s University New York for material used in Chapter
3; to the editor of Studies in the Literary Imagination v1, 1, and the
Georgia State University Press for material used in Chapter 4;
to Mme Jones-Davies and the Librairie Marcel Didier for material
used in Chapter 9; to the editor of English Literary Renaissance 1, 3,
and the University of Massachusetts for material used in Chapter
12 and to the editors of Shakespeare 1971 and the Toronto Press for
material used in Chapter 13; to Professor Reavley Gair for per-
mission to reproduce his reconstruction of the second theatre at
St Paul’s; and to Routledge and Kegan Paul for permission to
reproduce the map on pp. xii-xiii from their 1963 publication of
Glynne Wickham’s Early English Stages, Volume 11.

I wish also to acknowledge the invaluable assistance and co-
operation of Mrs P. C. Rignold at all stages in the preparation of

this work, and the invaluable contribution made by the staff of
Cambridge University Press.

xi



Map showing budings wsed o5 erestres. T AT RE MAL

performances between 1520 and 1642,

The
ed Bull
Playhause

. City Wall
=:=.= Boundary of area

within jurisdiction
of Guildhall

Halls and other
The buildings used as
Swan Theatres

= Other buildings

k) : ﬁ West
& “Spthfrel

<
ToGrays Inn ]
H OLBORN
Lincoins |

/n |
Fields 1§,

l
\'r Cockpit™
nix) ©°
mDrurylancl

o

Westmmsw
/f Temp &,
) Whitefriars

70 the Palaces R/ / V? é‘ .
at Westminster, o

Richmond &
Hampton Court

82/;44./-0,
e

Bull Ring® L. Bearg
fdaris Ggrden O e Thie 0F 1569 "g Garé g
Manor House
" Swan Hope @Tﬁc
T
G(oﬁteq

cCoUuUNTY o F S URREY



§ ﬂ%d/ Shorediteh
U N T Y o F §
D D L E § E x S
Windmills el
. FINSBURY
>, FIELDS

St Katherine
Christ Church

Q"
'
Lo
%a
» ]
3 e
Zzzzza \ Fiek
Northumberfand| P
0 lace House ———
|
t
£Last
Smithfield

Tower
of
London

Q

//

SOUTHWARK

/A
/



0651

(8unr-1e3q pue sneay
{udpIes) Ieag 19A0 I[Mq) 9591
paystjowap ¥¥91
(aseap yo Andxs) zho1
* (smeayf, ayJ, jo
sI2qUIn) WOy J[Ing) £191 Jung
PAYSIOWSp Z99I "papyuewsip 6v91

1291 JuIng

1791 ut Suipuelg
L6S 1 3533¢ sAefd 103 paso[D
So91 1935e shefd Jo p10231 ON|

L6ST
Lz91 123Je JO pIeay J0N

8651

*239 ‘SMOYS 10} YI[E2MTOUTIIO])
a3 3noySnop asn uf ‘0991
Ul GOIIEI0353Y Y 3¢ Surpuerg

JoheN p10T
a3 jo 19p30 £q L6ST pasoD)
suuy
Lo

8091 193JE JO pIeay 10N
paso1D

09S1°2

191
Y191

6651
SzoI

0091
Y6517
LgST
LLST

OLST

oLS 1

¥651 £q
SLST

6LS1"2
Aﬁ.w &
9LST
LoSt

JASY &1
pauado

1oy s [ned

U s, pqezig ApeT
uoA s, Juryy

wN s 3ury] /s uopsung] p1og
I 5,9A8I3S[Eg

U s,2ae1dsted [s ATusp]
UL (s [eIWpy pIoT

(sFocq fo apsy Buikerd 4q

2IMSO[> pasned) §,3j01quIdg pI0]
WS §,[eIIUIpY pIOT

$I3130 pue § [elwpy pio]

S §,PIOJXO PO

U\ s,98ueng piog

USI] § Sa[Iey ) oulig

UIJN §,2UUY U3INQ) /s, 19153010 A\
U] S, UOPSUNE] pi0]

WO S, uopsuny pio

SUS S3ueng pIo]

UIJA] 5,u3an{) s, 12159015

U] §, 29Uty usand)
U 5,u33nd)

USJA] §,uopsungj pio]
US| s, 28ueng piog
U s,uend)

USPA] s,usand)

USJA] §,5UUy UINY) /s I9IS0I0 A\
USA] 519359019
satupduior Suspry

KAy ugof
SI[IO) sewoy[,
1300359/} UELISEQIS

spesy qooef pue
ukay presmpg ‘amofsusy dirgg

soSeqing oy T,

sajerdosse pue safeqing oy,
ukoy prempy

uka[y prempg

pue amoysuay] drqryg
As3ueT spuery

amopsusy diryg

23eaeg swoxaf

wreyaue| AIUdE|

28eqang soure(

PUO[[OH uoiey Y091 I[INgaYy

sukeg uyof

sumoig 312qoy : Y651 gy
sudexg uyof

dapping

(wmouxyun
Arumia 1ex2) 15, Meg 3§

ySTILVHHL HLVAIEd °

I

adopjayg, or

113qO[9) YT,

12q0[D 4L,
113UN}I0,] YT,

15UN10g YT,

uemg YT,
spisyueq ‘50 YL

asnoy pajool freuss L[qissod;
‘spng uolBuIMaN

TPamA[oH ‘atennd Yy

[PMA[OH ‘oneay T, ayJ,

STYIVHEHIL VNIYV °

[RAUSID ‘[ing P YL

2e8pny ‘o8eaes [og YL,
‘1§ YOmMYd30eIn)

‘uuy sAa3f 55010 2T,

“ng PINYEIS ‘auf [Ing YL

“1S YoINYR0eI) ‘Ut [I°g YL
" Ksudxg ‘wory poy oy,
Tpdegamy M
‘peal s aeoq YL,
SHYLVAHL QUVA-NNI"

N w0

cr91-LSSl

‘STILVIHL NOANOT ONIAVIT FHL

xiv



‘530U9IpNYy 10J Pasn OS[E SeM 3] “MNOD) JO suuf 343 Jo S[fe] ays wox 1rede ‘oatams 03 Sulpjing [edreay Aquo oy st asnoy Sunsnbueg weaqooe( puodag 2y,

‘s30ke]d £q A[uo pasn ‘sax3eys Io[fewms ‘9arsusdxa JIOW puE pajool Juedw Afrensn
wondusap o1 ‘0091 12y “saoueunioprad aed ‘asodind 13y30 owos 10§ parerodiodm ‘sxake[d Juopisa1 151y 3¢ ‘Yorgm ur sSuIp[INg payool IIe S} NEAU x

*STONUNY 98I IYI0 pue

S¥or1 paysijowra(y

¥L91°7 paystjours(
L£91 ‘ur ind sem Zuriad
suaqny 1je sanbsewr 103 pasnsiq

6191 Arenuefjuing

L091 paystjourdy

USpIEL) 135I0(] 58
0991 pauadoay "6¥91 papurwsI(Y

usy) pauadoas—o99t ut Jurpuess
¢L191 I[ING3Y IO Ul paystjoura(y
£19T I33JE Pasnsipg

paysijouwtap $§91

¥gs1
(saxzeayy 1930
Aq 8091 pred aua1 peap, €) 9091

8001°)

1291

1851

6791

9191
8091

96§51

oLS1'y

0091

ssnopy Sunonbueg

put [[eH T22Mm33¢ *s3uof

o8y Aq pauSisa(] 'soquuasse

53 1e1 303 3snofy Sunanbueg oy
20e[da1 03 LEQT w1 ITINg Joquul],

0991 PIUORIPUOIY "6791 1T}

Anvag fo anbsopyr yaim pauad

TS S, BISLIUDL] uaond)
UIA] (1) 8 saEYD) UL
S[2ASY 943 JO UIP[IYD
shog 5,u03s99g
USA] §,BNOLIUSE] U9nd)
WS $,{32qez[H ApTT
WA 5 S3[IBYD) 20ULI]
TIA] §,9UTy BN
S[2A3Y 313 JO UAIPIID)
spoAsy
§,03on{) puz Y3 Jo UAIpYD
S[2AY 3Y1 JO WAIPIYD
£$[2A9Y 5,u22nQ) 3 JO WAIP[IYD
g ey 943 jo uaIpIYD

skog s ,pIOJXQ M pauIqUIOd
‘rehoy 12dey) a3 yo uaIpIYD

noy) s,meg

se J[mqay 80912 woy skefd
30y pasp) “[IIA ATusH Aq I[ing
)18 duIES WO
souof oruy £q Ipmg
LES X 021 [eH 8319
Jo p s pefa Sumiofpy
52510 193¢
30 2315 wo ¢13quun ¢ arenbs Suoy e,

(;ureg Supueq

s,moand) Y I, St wmouy)
2nop] Sumbsepy oy I,

umo)-m-1dy0)
asnogj 3unsnbueg
ueaqooe[ puodag
asnoy Sunonbueg
ueaqode[ISI]
asnopj Sunanbueg
TEYISqEZITH ISILY

£

T

I

*18$ 1 [um “pury Arezodwa) € jo - sssnoy Sunenbueq, — sompnus

u3poOM PIZUBIN PEY Y [[EYAYAN IV *$3n0Y Jurpuers, 19410 19y pUE YONSUON ‘GIMUIRID 4N0D uoydurer] 3e [[EH €219 23 PIsn [IQEZI[F U
SHYLVAHL 1VAO¥ ‘d

12qISH ATuSp]
aaeadeyq wrenuim
[[Puumy) preyory

JUBUIAE(] WA
u03s29¢ WIBITA\
uo3saagy 1oydosug)
1239ss0y difigg

SIYI0 pUE WY prempy
‘sueAT AIUSL] ‘soIo) 03 pasea]
28eqmg soure(

AjAT ogof

juelre] pIeipRy

STUUNH WeA\

eIy prespy

30183 preMpH

(231S STELIJOINY A\ TESU UXEQ E)
o) Amgstes

xrusoyd 40 sue Amiqg ‘ndypo)
STELAIY M

(323exg 30dd ) oy 1)
11 sIeLIyyOe[g

(&omng PO Y1) 1sTeg0E[d
SPROIYS 3y UL, 11§, [NE] 3§

L

o



[« WY E VU R S ]

O e

10
II
I2

I3

14

CONTENTS

List of plates page vi
Preface vii
Acknowledgements xi
Theatre map of London, 1520-1642 xii
Table of theatre companies xiv

PART I: THE SOCIOLOGY OF THE THEATRE

The Theatre and its poet 3
The triple bond: actors, audience, playwrights 13
Shakespeare’s Histories and the structure of Tudor society 35
Social change and the evolution of Ben Jonson’s court
masques 50
Jonson and the image of Jacobean London 84
The manifold theatres of Jacobean London and their poets 103
PART II: JACOBEAN SHAKESPEARE
Macbeth: the sublimation of spectacle 125
King Lear and the kingdom of Fools and Beggars 142
Images of love and war: Othello, Coriolanus, Antony and
Cleopatra 159
Entry to romance: Pericles and Cymbeline 184
Open form in The Winter's Tale 206
The Tempest 215
Shakespeare as collaborator 227
PART III: CAROLINE CURTAIN ACT

Masque and pastoral 245
Notes 258
Index 283



Part 1
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1

THE THEATRE AND ITS POET

In the year 1576, the seventeenth year of the reign of Elizabeth I,
James Burbage, leader of the Earl of Leicester’s Men and by trade a
joiner, opened outside the north-east gate of London the first
modern public theatre in England, perhaps in Europe. It stood in
the parish of St Leonard’s, Shoreditch, not very far north of the
present Liverpool Street Station. Its honorific classical name
Theatre, did not prevent the City Fathers from recognizing it as
built on an established model - ‘the gorgeous playing place erected
in the fields’ resembled those familiar game places to be found all
over England - the circular or polygonal ring, within which
scaffolds were erected. In this case galleries for the spectators sur-
rounded the open ‘ground’, and within there stood also a perman-
ent, or perhaps at first a semi-permanent stage, backed by a
‘tiring house’ (basically, where the actors attired themselves). The
strolling players had found a home, or rather had opened a shop,
although the theatre was not restricted to acting nor was acting
confined to the theatre. Tumblers, performing animals, swords-
men took the boards, whilst the players were ready to appear on
call at a private mansion, a gildhall, or one of the Inns of Court.
Following a favourite custom of strolling players in performing
at country inns, players were regularly found in inn-yards both
within and outside the city walls; Burbage’s brother-in-law, who
shared his enterprise, had converted an inn in Stepney and was to
convert another in Whitechapel. South of the Thames, the old
gamehouses for bull- and bear-baiting were joined in 1587 by a
new playhouse, the Rose, built by Philip Henslowe in the garden
of an inn; nearby, in 1599, the timbers of the old Theatre were
re-erected inside a new ring, to form the Globe Theatre. This
became the joint property of the leading members of Burbages’

3



The sociology of the Theatre

troupe, now known as the Lord Chamberlain’s Men; they had
moved quarters after a dispute with their landlord, but had dis-
mantled and ferried across the river the timbers of their old
Theatre, of which the first Globe was thus the direct descendant.

For some years the Lord Chamberlain’s Men had had as their
leading playwright and a full member of the company, William
Shakespeare —in 1599 aged thirty-five. Shakespeare’s settled work-
ing life began in the Shoreditch Theatre, and the inn associated
with it, the Cross Keys in Gracechurch Street. His name stood
first in the lease of the Globe, made out to “Will(elmo) Shakespeare
et aliorum’. The most important kind of play which he had
evolved, the English chronicle history, belonged to his days at
the Theatre, and remains its living monument; at the end of his
life he returned to material recollected from his earlier acting days
and refashioned it in his final romances. If anyone has a claim to be
regarded as the poet of the Theatre, it is Shakespeare; no other
writer had so prolonged an association with that particular
‘virtuous fabric’.

By the end of the sixteenth century, a whole family of London
theatres, descended from James Burbage’s original venture, had
appeared. There were other centres of playing; the dwellings of
two groups of choristers — St Paul’s and the Children of the Chapel
Royal — the Revels Office, a court institution, established at one
time in the old Blackfriars building and later in the Priory of St
John’s, Clerkenwell, each of which in consequence became a
theatre district. The two men’s companies which emerged as the
leading troupes were by then based south and north of the river -
Burbage’s and Shakespeare’s company at the Globe, Henslowe's
and Edward Alleyn’s (The Lord Admiral’s Men) at the Fortune
near Cripplegate — though Henslowe also controlled the Rose.
Two competitors seems to be the natural pattern. A third com-
pany, Worcester’s, well established at one of the inn-yards outside
the city, began to cater for more popular and spectacular needs;
just as in the eighteenth century, Covent Garden and Drury Lane,
the two licensed houses, were to be supplemented by the flittle
Theatre in the Haymarket’ (as it was known at that time).

By 1600, Shakespeare was the most seasoned playwright re-
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