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are far less evident in Renaissance aesthetics than is a delight iy, Pati
Indeed many writers.of the time expréssed the faith that the univey, 1te b
had in its 'basic construction the beauty, concord, and harmonioyg orde ¢
a poem or a piece of music. “The world is made by Symmetry ang ror
tion,” wrote Thomas'Campion, who:was both a poet and a COmpose, “a()r
is in that respect- cOmpared to'Music, and Music to Poetry.” The € desig
an .exquisite work of art is deeply hnked ln thlS v1ew to the deslgn of }?f

COSmos.

Such an emphas1s on consplcuous p
art as stiff as the starched ruffs that
their necks, but the period’s fascmatlon w1th‘ order was' conjoined with ,
profound interest in persuasively conveylng the ‘movements of the minq an
heart. Syntax in the sixteenth century was looser, more flexible thqy, our
own and punctuation less systematic. If the effect is sometimes confygj,
it also enabled writers to follow the twists and. turns of thought or perceptiy,
Consider, for example, Roger Ascham’s account in his book on archery of

a day in Wh1ch he saw: the wind blowmg the new fallen snoW

attern mlght seem to encourage ,
]adles ‘and gentlemen wore aroy

L

ne brlght and clear, ‘the wind was Wl’llstlln
o'the time of the year. The snow in the high.
h horse feet so as the w1nd blew it took

. the loose SNOwW withit, and made it S0, slide upon the snow in the fielg
whlch was hard ‘and crusted by reason of the frost overnlght that
_thereby I might see very well, the whole nature of the wind.as it blew
that day. And I, ‘had a great delight and- pleasure to mark it, which
» ‘maketh me now far better to remember it. Sometime the wind would be
. not : past two yards broad and so it would carry the snow as far as I could
see., Another time, the snow would blow over half the field at once.
Sometlme the snow would tumble softly, by and by it would fly wonder
ful fast. And this I percelved also, that the wmd goeth by streams and
not whole together . And that which was the most marvel of all, at
_one tlme two drifts of snow flew, the one of the West into the East, the
“other, out of the ‘North into the East: And I saw two winds by reason of
the snow the one cross over, the other, as it had been two hlghways
The ‘more uncertam and. deceivable the w1nd is, . the more heed musta
- wise Archer give to know the guiles of it :

That mornlng the sun ' shone
aloft, and sharp.according t
“way lay loose and trodden. wit

What is dehghtful here is not only the author’s moment of sharpened per
ception but his conﬁdence that this moment—a glimpse of baffling co™
plexity | and uncertamty—can be ‘captured in' the restless succession ¢
sentences dnd then neatly summed’ up in the pithy conclusion. (This effect
paralléls that of the couplet that sums up the complexities of a Shakespea"
ean sonnet,) A similar confidence emanates from Sir Walter Ralegh's de¢P”
melancholy, deeply ironic apostrophe to Death at the close of The History{
the World, wrltten when he was a'prisoner in the Tower of London:

0] eloquent just, and mlghty Death! Whom narie coul da dvrse thOU hast
‘persuaded; what none hath dared, thouhast - ‘done; ‘and whom all t

world hath flattered, thou only bt cast out of the world and despi*t”
thou hast drawn together all the far-stretched greatness, all the pride:

cruelty, and ambition of man, and ar
Crre covered it al two D
row words: Hic jacet! [Here lies] all over with these

Va
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Death'is triumphant here, but so.is Ralegh’s eloquent, just, and mighty lan-
nage. % e
The sense .of,,wonder : that animates both of these exuberant prose
passages——as 1f t.he world were being seen clearly and distinctly for the first
time—characterizes much of the period’s poetry as well. The mood need not
always be solemn. One can sense laughter; for example, rippling just below
the surface of Marlowe’s admiring'description of the beautiful maiden 'Hero’s
Buskins of shells all silvered used she,
And branched with blushing coral to the knee, .
Where sparrows perched, of hollow pearl and gold;
Such as the world would wonder to behold; =~
Those with sweet water oft her handmaid fills; ‘
 Which, as she \&ent, would chirrup through the bills. .

Seashells were ‘beloved by Renaissance collectors because their intricate
designs, functionally inexplicable, seemed the works of an ingenious, infi-
nitely playful craftsman. Typically, theshells did not simply stand by them-
selves in cabinets but were gilded or :silvered and then turned into-other
objects: cups, miniature ships, or, in Marlowe’s fantasy, boots further deco-
rated with coral and mechanical sparrows made of conspicuously precious
materials and: designed, as he' puts it deliciously, to “chirrup.” The poet
knows perfectly well that the boots would be implausible footwear in-the
real world, but he invites us into an imaginary world of passion, a world in
which the heroine’s costume includes a skirt “whereon was manya stain, /
Made with: the blood 6f wretched lovers slain” and a veil of “artificial flow-
ers and leaves, / Whose workmanship both man and-beast deceives.” The
veil reflects an’ admiration for an art of successful imitation—after all,
bees are said to look in vain for-honey amidst the artificial flowers—but it
is cunning illusion rather than:realism-that excites: Marlowe’s- wonder.
Renaissance. poetry is interested not in representational accuracy but in
the magical power of exquisite workmanship to draw. its' readers into fabri-
cated worlds. e e TEPG AT S0 T Lt e g

In his Defense -of Poesy, the most important work of literary criticism' in
sixteenth-century England, Sidney claims that this magical power is also
a moral power. All other arts, hé argues, are subjected to fallen, imperfect
nature, but the poet alone'is free:to range “within the zodiac'of his own
wit” and create a second nature, superior to the one we are condemned
to inhabit: “Her world is brazen, the poets only deliver a golden.” The poet’s
golden world in this account is not an escapist fantasy; it is.a model to be
emulated in actual life, an ideal to be brought into reality as completely as
possible. It'is difficult to say, of course, how seriously this project of realiza-
tion was taken—though the circumstances of Sidney’s own death suggest
that he may have been attempting to enact on the battlefield an ideal image
of Protestant chivalry. A didactic role for poetry is, in. any case, urged not
by Sidney alone but by most Elizabethan poets. Human sinfulness has cor-
rupted life, robbing it of the sweet wholesomeness that it had once possessed
in Eden, but poetry can mark the way back to a more virtuous and fulfilled
existence, And not only mark the way: poetry, Sidney and others argue, has
a unique persuasive force that shatters inertia and impels readers toward

the good they glimpse in its ravishing lines.
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This force, attributed to the energy and viv1dne§ShOf flg(tllrgtlve language
made poetry a fitting instrument not only for such hig l'-;nt'm ed enterprige, ;
moral exhortation, prayer, and praise, and for such ;JP 1 mhg nar;altlves- as
legends of religious and national heroes, but also l01r sn.;c-n grxe]: al actiong
cursing, lamenting, flattering, and seducing. The almost 1 e ‘;“'Stlb_le Tang,
of motives was given some order by literary CQHV’CDUO“S‘ at functioneq ,
shared cultural codes, enabling poets to elicit particular responses from re, i
ers and to relate their words to other times, other languag(?s, a‘}d other ¢y
tures. Among the most prominent of the clusters of c‘(‘)n}feélﬁl,?,ns in the Perigg
were those that defined the major literary modes (or “kinds, | arsrﬁldney termg
them): pastoral, heroic, lyric, satiric, el(;giaC, tragic, an(.fl comic. 1hey helpeq f
shape subject matter, attitude, tone, and values, _and In some ;aseS—SOnnet)
verse epistle, epigram, funeral elegy, and masque to name av\(;w—they als
governed formal structure, meter, style, length, and occasllorll{.. , ebc?n glimpge
some of the ways in which these literary codes Wor'k.f!d b)_’ 0OKINg, riefly a.t two
that are, for modern readers, among the least familiar: pastf)ral al:ld heroic,

The conventions of the pastoral mode present 2 \jvorld 1“nhab1ted by shep-
herds and shepherdesses who are concerned not just to tend their flocks
but to fall in love and to engage in friendly singing contests. The mode cele.
brated leisure, humility, and contentment, exalting tl?e 31.mp1e country life
over the city and its business, the military camp and its Ylolt?nce, the court
and its burdens of rule. Pastoral motifs could be deployed in different genres,
Pastoral songs commonly expressed the joys of the shepherd’s 1ife or his dis-
appointment in love. Pastoral dialogues between shepherds might conceal
serious, satiric comment on abuses in the great world under the guise of
homely, local concerns. There were pastoral funeral elegies, pastoral dramas,
pastoral romances (prose fiction), and even pastoral episodes within epics.
The most famous pastoral poem of the period is Marlowe’s “The Passionate
Shepherd to His Love,” an erotic invitation whose promise of gold buckles,
coral clasps, and amber studs serves to remind us that, however much it sings
of naive innocence, the mode is ineradicably sophisticated and urban.

" With its rustic characters, simple concerns, and modest scope, the pastoral
mode was regarded as situated at the opposite extreme from heroic, with its
values of honor, martial courage, loyalty, leadership, and endurance, and its
glorification of a nation or people. The chief genre here was the epic, typically
a long, ambitious poem in the high style, based on-a heroic story from the
nation’s distant past and imitating Homer and Virgil in structure and motifs.
Renaissance poets throughout Europe undertook to honor their nations an
their vernacular languages by writing this most prestigious kind of poetry- In
sixteenth-century England the major success in heroic poetry is Spens'er’S
Faerie Queene. ‘Yet the success of The Faerie Queene owes much to the fact
:?rigtl};ivli)t()lfE;Zeao%izf:\n;l:gb;ﬁéil:vVi]hiﬁ:h the conventions of classical e,P‘:
i philosophi’cal med?t :t legory, pastoral, satire, mytholog¢

ion, and many others in a strang®
wonlerful b.lend' Ve spectacular mixing of genres in Spenser’s poem i only
an extreme instance of a general Elizabethan indifference to the generic pury

admired by writers, principally on th ¢
. e Continent totles
Poetics. Where such neoclassicists attemp » who adhered to AriS

. A ted to observe rigid stylisti ndar
: stylistic bou
15 E.nghsh. poets te nded to approach the different < in the spiri f Sic
ney's inclusivism: “if severed they be g00d, th genres in the spirit o 7,
, » the conjunction cannot be hurti™*




THE ELIZABETHAN THEATER

If Sidney welcomed the experimental intertwining of genres in both poetry
and prose—-and his own Arcadia, a prose romance incorporating both pas-
toral and heroic elements, confirms that he did—there was one place where
he found it absurd: the theater. He condemned the conjunction of high and
Jow characters in “mongrel” tragicomedies that mingled “kings and clowns.”
Moreover, in the spirit of neoclassical advocacy of the “dramatic unities,”
Sidney disliked the ease with which the action on the bare stage (“where
you shall have Asia of the one side, and Afric of the other”) violated the
laws of time and space. “Now you shall have three ladies walk to gather
flowers,” he writes in The Defense of Poesy, “and then we must believe the
stage to be a garden. By and by we hear news of shipwreck in the same
place: and then we are to blame if we accept it not for a rock.” The irony
is that this mocking account, written probably in 1579, anticipates by a few
years the stupendous achievements of Marlowe and Shakespeare, whose
plays joyously break every rule that Sidney thought it essential to observe.

A permanent, freestanding public theater in England dates only from
Shakespeare’s own lifetime. A London playhouse, the Red Lion, is first men-
tioned in 1567, and James Burbage's playhouse, The Theater, was built in
1576. But it is quite misleading to identify English drama exclusively with
the new, specially constructed playhouses, for in fact there was a rich and
vital theatrical tradition in England stretching back for centuries. Towns-
people in late medieval England mounted elaborate cycles of plays (some-
times called “mystery plays”) depicting the great biblical stories, from the
creation of the world to Christ’s Passion and its miraculous aftermath. Many
of these plays have been lost, but those that survive, as the selection in this
anthology demonstrates, include magnificent and complex works of art. At
once civic and religious festivals, the cycles continued to be performed into
the reign of Elizabeth, but their close links to popular Catholic piety led
Protestant authorities in the later sixteenth century to suppress them.

Early English theater was not restricted to these annual festivals. Per-
formers acted.in town halls and the halls of guilds and aristocratic man-
sions, on scaffolds erected in town squares and marketplaces, on pageant
wagons in the streets, and in innyards. By the fifteenth century, and prob-
ably earlier, there were organized companies of players traveling under
noble patronage. Such companies earned a precarious living providing
amusement, while enhancing the prestige of the patron whose livery they
wore and whose protection they enjoyed. (Otherwise, by statutes enjoining
productive labor, actors without another, ordinary trade could have been
classified as vagabonds and whipped or branded.) This practice explains why
the professional acting companies of Shakespeare’s time, including Shake-
speare’s own, attached themselves to a nobleman and were technically his
servants (the Lord Chamberlain’s Men, the Lord Admiral’s Men, etc.), even
though virtually all their time was devoted to entertaining the public, from
whom most of their income derived.

Before the construction of the public theaters, the playing companies
often performed short plays called “interludes” that were, in effect, staged
dialogues on religious, moral, and political themes. Henry Medwall’s Ful-
gens and Lucrece (ca. 1490-1501), for example, pits a wealthy but dissolute
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§ Clemeat
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The “Long View” of London, 1647, by Wenceslaus Hollar. In this detail from Hollar’s
engraving of London, one can glimpse, on the south bank of the Thames, the Globe
Theater and an arena for bearbaiting. The labels were aéci‘déntz'llly'tfanquééd'in the
original: the' Globe is the round structure on the left. el ¥
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nobleman against a virtuous public servant of humble origins, while John
Heywood’s The- Play of the Weather {(ca. 1525-33) stages a debate among
social rivals, including a gentleman, a merchant, .a forest ranger, and two
millers. The structure of such plays reflects the training in argumentation
that students received in Tudor schools:and, in particular; the sustained
practice in examining both sides of a difficult ‘question. Some of Shake-
speare’s amazing ability to look at critical issues from multiple perspectives
may be traced back to this practice and the dramatic interludes it helpedto
inspire.. 4 ' , i L1009 » o e S
_Another major form of theater that.flourished in England in the fifteenth
century.and continued on into the sixteenth was the morality play, a dram#
tization of the:spiritual struggle of the Christian soul. These dramas derive
their power from the poignancy and terror of an individual’s encounter Wit
death. Often this somber power.was supplemented: by the extraordina’f
comic vitality of the-evil character, or Vice. . LA

If such plays sound more 'than abit like sermons, it is because they were: The
Church was a profoundly different institution from the theater, but its profs
sionals shared some of Fhe same rhetorical skills. It would be g’rossly mislead
ing to regardkchurc}lll go}llng and playgoing as comparable entertainments, »’
el ot Beseomcins e i i

; . professional players. The playe”

for their part, were genera!ly too discreet to present themselves in a sim ar
light, yet they almost certainly-understood their craft ‘as relating to sermo™
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with an uneasy blend of emulation and rivalry. When, in 1610, the theater
manager Philip Rosseter was reported to have declared that plays were as

ood as sermons, he' was summpned before the bishop of London to recant;
but Rosseter had said no more than what many players must have privately
thought. .~ | ' o g e g .

By the lat'er sixteenth century, many churchmen, particularly those with
puritan leanings, were steadfastly opposed to the theater, but some early Prot-
estant Reformers, such as John Bale, tried their hand at writing plays. Thomas
Norton, who with fi‘fe.llqw lavyygtr, Thomas Sackville; wrote the first English
tragedy in blank verse, Gorboduc, or Ferrex and Porrex (1561), was also a trans-
Jator of the great Refqrmer John Calvin. There is no evidence that Norton felt
4 tension b,?“ﬁ’_&ﬂh,is Eeligiﬁ’us\coni{iéfiohs avr')('l}h‘i‘s' 'theatriéa] 'ir'ltere)st'é,r‘nor
was his play a private exercise. The five-act tragedy, a grim vision of Brit-
ain descending into, civil war, was 'pe_rformed at the Inner ,Temple_ (one of
London’s law'schools) and subsequently acted before the queen. .

. Gorboduc was closely modeled on the works of the Roman playwright Sen-
eca, and Senecan influence—inchiding violent plots, resounding rhetorical
speeches; and ghosts thirsting for blood—remained pervasive in.the Elizabe-
than theater, giving rise -to the subgenre of revenge tragedy, in which a
wronged protagonist plots and executes revenge, destroying himself (or her-
self) in the process. An early, highly influential example is Thomas Kyd’s
Spanish Tragedy (1592), and, despite its unprecedented psychological com-
plexity, Shakespeare’s Hamlet clearly participates in this kind. A related but
distinct kind is the villain tragedy, in which the protagonist is blatantly evil:
in his Poetics, Aristotle had advised against attempting to use a wicked per-
son as the hero of a tragedy, but Shakespeare’s Richard 1II and Macbeth
amply justify the general English indifference to classical rules. Some Eliza-
bethan tragedies, such as the,fine Arden of Feversham (whose author is
unknown), are concerned not with the fall of great men but with domestic
violence; others, such as Christopher Marlowe’s Tamburlaine, are con-
cerned with “overreachers,” larger-than-life heroes who challenge the limits
of human possibility. Certain tragedies in the period, such as Richard I1I,
intersect with another Elizabethan genre; the history play, in which drama-
tists staged the great events, most often conspiracies, rebellions, and wars,
of the nation..Not all of the events commemorated in history plays were
tragic, but they tend to circle back again and again to the act that epito-
mized what for this period was the'ultimate challenge to’authority: the kill-
ing of a king. When the English cut off the head of their king in-1649, they
were performing a deed which they had been rehearsing, literally, for most
of a century. ber 1 SCOE SIPRE IR SITFRSRVR TH o

- English schoolboys would read and occasionally perform comedies by the
great Roman playwrights Plautus and Terence. Shortly before mid-century a
schoolmaster, Nicholas Udall, used these as a model for a comedy in English,
Ralph Roister Doister. At about the same time, another comedy, Gammar Gur-
ton’s Needle, which put vivid, native English material into classical form, was
amusing the students at Cambridge. From the classical models English play-
wrights derived some elements of :structure and content: plots based: on
intrigue, division into acts and scenes, and type characters such as the rascally
servant and the miles gloriosus (cowardly braggart soldier). The latter type
appears in Ralph Roister Doister and is a remote ancestor of Shakespeare’s Sir

John Falstaff in the two parts of Henry IV and The Merry Wives of Windsor.- -
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. Early plays such as Gorboduc and Ralph Roister Doister are rarely ,
e

formed or read today, and with good reason. In terms of both dpy, **
structure and style, they are comparatively crude. Take, for example f}:lc
clumsy expression of passionate love by the title character in CambySeS,’K. .
of Persia, a popular play written around 1560 by a Cambridge gradualt@

Thomas Preston: &

For Cupid he, that eyeless boy, my heart hath so enflamed

With beauty, you me to content the like cannot be r}amed;

For since I entered in this place and on you fixed mine eyes,

Most burning fits about my heart in ample wise did rise.

The heat of them such force doth yield, my corpse they scorch, alag|
And burns the same with wasting heat as Titan doth the grass.
And sith this heat is kindled so and fresh in heart of me,

There is no way but of the same the quencher you must be.

Around 1590, an extraordinary change overcame the English drama, trap.
forming it almost overnight into a vehicle for unparalleled poetic and dr,.
matic expression. Many factors contributed to this transformation, by
probably the chief was the eruption onto the scene of Christopher Marlowe,
Compare Preston’s couplets, written in a meter called “fourteeners,” with
the lines in Marlowe’s Doctor Faustus (ca. 1592-93) with which Faustus

greets the conjured figure of Helen of Troy:

Wias this the face that launched a thousand ships,

And burnt the topless towers of Ilium? )

Sweet Helen, make me immortal with a kiss:

Her lips sucks forth my soul, see where it flies!

Come Helen, come, give me my soul again.

Here will I dwell, for heaven be in these lips, -

And all is dross that is not Helena! (Scene 12, lines 81-87)

Marlowe has created and mastered a theatrical language—a superb unrhymed
jambic pentameter, or blank verse—far more expressive than anything that
anyone accustomed to the likes of Preston could have imagined.

Play-acting, whether of tragedies, comedies, or any.of the other Elizabethan
genres, took its place alongside other forms of public expression and enter
tainment as well. Perhaps the most important, from the perspective of the
theater, were music and dance, since these were directly and repeatedl
incorporated into plays. Moreover, virtually all plays in the period, includ-
ing Shakespeare’s, apparently ended with a dance. Brushing off the theat
rical gore and changing their expressions from woe to pleasure; the acto”
in plays like Doctor Faustus and King Lear would presumabl ha’ve receive
the audience’s applause and then bid for a second round by erforming?
stately pavane or a lively jig. ‘ YE

Plays, music, and dancing were by no means the only shows in town. There
were jousts, tournaments, royal entries, religious processions, page2nt® in
honor of newly installed civic officials or ambassadors arrivin ’ffori abrodad
wedding'rr.lasques, court masques, and costumed entertalingments know!
as Disguisings o Mummings; juggling acts, fortune-tell hibitions ?
swordsmanship, mountebanks, folk healers, stor tell ers, exh . be”
baiting, bullbaiting, cockfighting, and Othe’r bl Yde ers, magic s (.)w ; e

Maying, the Feast of Fools, Carni ood sports; folk festivals
as Maying, » Carnival, and Whitsun Ales. For several ¢
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Elizabethan Londoners were delighted by a trained animal—Banks'’s Horse—
that could, it was thought, do arithmetic and answer questions. And there was
a]ways.the grim but compelling spectacle of public shaming, mutilation, and
exeCUthl’l. : ’
Most English towns had stocks and whipping posts. Drunks, fraudulent
merchants, adulterers, and quarrelers could be placed in carts ’or mounted
packward on asses and paraded through the streets for crowds to jeer and
throw refuse at. Women accused of being scolds could be publicly muzzled
by an iron device called a brank or tied to a “cucking stool” and dunked in
the river. Convicted criminals could have ‘their ea;,s cut off, their noses
Jlit, their foreheads branded. Public beheadings and hangingis were com-
mon. In the worst cases, felons were sentenced to be “hanged By the neck,
and being alive cut down, and your privy members to be cut off, and your
Lowels to be.taken out of your belly and there burned, you being alive.” In
the dismemberment with which Marlowe’s Doctor Faustus ends, the audi-
ence was witnessing the theatrical equivalent of the execution of criminals
and traitors -that they could have also watched in the flesh, as it were,
nearby. . j# ‘ — ,
Doctor Faustus was performed by the Lord: Admiral's Men at the Rose
Theater, one of four major public playhouses that by the mid-1590s were
feverishly competing for crowds of spectators. These playhouses (including

corded in Scotland, the scold’s bridle was a device to

humiliate and torture women who were regarded as “riotous” or “troublesome” in speech.
The metal gag was designed to inflict maximum pain if the victim attempted to speak. In
England, unruly women were also humiliated by being dragged through the streets in

chairs known as “cucking stools,” to be dunked.

Scold’s bridle, or brank. First re
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Shakespeare’s famous Globe Theater, which opened in 1599) each aceq,
dated some two thousand spectators and generally followed the same desi °‘
they were oval in shape, with an unroofed yard in.the center where stoog .
groundlings (apprentices, servants, and others of the 'lower classes) ang , )
rising tiers around the yard for men and women all)le to pay a higher pr,, fe ¢
places to sit and a roof over their heads. Alarge platform stage jutted oy £
the yard, surrounded on three sides by spectators (see'the conjectura] dray,, °
of an Elizabethan playhouse in the appendices’ t0-‘.th15 VOIUI.HC)- These ﬂna,f
' charges——it was‘an innovation of thig

cially risky ventures relied on admission o
period to have money advanced in the expectation of pleasu?e rather thay
offered to servants afterward as a reward—and coupted on habitua] PlaYgoing
fueled bya steady supply of new plays: The public p!ayhouses were all locage
outside the limits of the city of London-and, accordingly, beyqnd’the jurisdic.
tion of the city authorities, who were generally hostile to firamatlp spectacleg,
Eventually, indoor theaters; artificially lighted and patromZed by a more selegy
audience, were also built inside the city, secur¢d under conditions that.wqy)
allow them some protection from those who wished to shut them down:

Why should what we now regard as one of the undisputed glories of th,
age have aroused so'much hostility> One answer, curiously enough, is traf.
fic: plays drew large audiences, and nearby residents objected to the crowds
the noise, and the -crush of carriages. Other, more serious.concerns were
public health and crime. It was thought that many diseases, including the
dreaded bubonic plague, were spread by noxious odors, and the packed
playhouses were obvious breeding grounds for infection.. (Patrons often
tried to protect themselves by sniffing nosegays or stuffing cloves in their
nostrils.) The large crowds drew pickpockets, cutpurses, and other scoun-
drels. On one memorable afternoon a pickpocket was caught in the actand |
tied for the duration of the play to one of the posts that held up the canopy
above the stage. The theater was, moreover, a well-known haunt of prosti-
tutes, and, it was alleged,.a place where innocent maids were seduced and |
respectable matrons corrupted. It was darkly rumored that “chambers and |
secret places” adjoined the theater galleries, and, in any case, taverns, dis-
reputable inns, and brothels were close at hand. ; ; 1

There were other charges as well. Plays were performed in the afternoon
and therefore drew people; especially the young, away from their work. :
They were schools of idleness, luring apprentices from their trades, la i
student.s from their studies, housewives from their kitchens, and poten
tiaillly pious souls from the sober meditations to which they might other
wise fievote thelfls.elves. Moralists warned that the theaters were nestso'
§ed1t10n, and religious polemicists, especially Puritans, obsessively foct ‘
ing on the use f’f boy actors to play the female parts, charged that thea" |
rical transvestism gxc1ted illicit sexual desires, both heterosexual 8%
homosexual. , |

But the playing co'mpanies had powerful allies, including Queen Elizabet 1
herself, and continuing popular support. One theater historian has estimat
that between the late 1560s and 1642, when the plavh shut dov?
by the English Civil War, well over fifty million viin)t . OUSCSEVCIC he Londo”
theater, an astonishing figure for a city that had. b, s were paid to t e‘r 1
est population. Plays were performed with x 27 our standards, # v.e y is

ions.to which we ar . out the scene breaks and inte’™
sions.to W IT accustomed; there was no scenery and few prop% ut
costumes were usually costly and elaborate. The players formed what would

h

5
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fled 1€ ertory companies—that is, they filled the roles of each play
8= sof their own group, not employing outsiders. They performed a
plays on consecutive days, and the principal actors were
r of in the rofits of the company. Boys were apprenticed to actors
re apprenticed t_ofmas?er craftsmen in the guilds; they took the
n plays until their voices changed. The plays might be bought
from freelance writers, or, as in Shakespeare’s company, the
de an actor-playwright who could supply it with some
1eans all) of its plays. The script remained the property of the
o2 Pt a popular play-was eagerly sought by the printers, and the com-
compan‘;hi h generally trled‘ to kee'p their plays from appearing in print,
parlles,’ - had trouble guarding their rights. The editors of the earliest col-
0 etim rion of Shakespeare, the First Folio (1623), complained about the

of “divers stolen and surreptitious copies” of his plays,

Jecte Lblication
ed by the frauds and stealths of injurious imposters.”

P fed and deform

SURPRISED BY TIME
ol of the ways We cut up time into units are inevitably distortions. The divid-
ing line between centuries was not, as far as we can tell, a highly significant
one for people in the Renaissance, and many of the most important literary
careers cross into the seventeenth century without a self-conscious moment of
reflection. But virtually everyone must have been aware, by the end of the
1590s, that the long reign of England’s Queen Elizabeth was nearing its end,
and this impending closure occasioned considerable anxiety. Childless, the
last of her line, Elizabeth had steadfastly refused to name a successor. She
continued to make brilliant speeches, to receive the extravagant compliments
of her flatterers, and to exercise her authority—in 1601, she had her favorite,
the headstrong earl of Essex, executed for attempting to raise an insurrection.
But, as her seventieth birthday approached, she was clearly, as Ralegh put
it, “alady surprised by time.” She suffered from bouts of ill health and melan-
choly; her godson . Sir John Harington was dismayed to see her pacing

through the rooms of her palace, striking at the tapestries with a sword. Her

more astute advisers—among them Lord Burghley’s son, Sir Robert Cecil,
llor—secretly entered

who had succeeded his father as her principal counci
into correspondence with' the likeliest claimant to the throne, James VI of

i;otland, Though the English queen had executed his Catholic’ mother,
po:lairty’ lQueen of Scots, the Protestant James had continued to exchange
that? itters \-’Vith Elizabeth. It was at least plausible, as officially claimed,
" n her dying breath, on March 24, 1603, Elizabeth designated James as

. A jittery nation that had feared a possible civil war at her

nglish b iust a very few years, the

look backeog ar}: to express nostalgia for the rule of “Qood Ql.leen Bess” and to
of thejy nat?()ner reign as a magnificent high pointin the history and culture
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THE SIXTEENTH CENTURY

TEXTS

CCONTEXTS ™

ca. 1505-07 Amerigo Vespucci, New
World and Four Voyages

1511 Desiderius Erasmus, Praise 'of Folly

1516 Thomas More, Utopia. Ludovico
Ariosto, Orlando furioso

ca. 1517 John Skelton, “The Tunning of
Elinour Rumming”

1520s-30s Thomas Wyatt's poems
circulating in manuscript

1525 William Tyndale’s English
translation of the New Testament =

1528 Baldassare Castlghone The Coumer

" 1532  Niccold Machlavelh The Prmce
(written 1513) {

1537 John Calvin, The Institution of
Christian Religion , e

1543 Copernicus, On the Revolution of ;
the Spheres

1547 Book ofHomilies )
. 1549 Book of Common Prayer

¢ ot

1557 Tottel’s Songs and Sonnets (printing

poems by Wyatt, Surrey, and others)

1485 Accession of Henry m

Tudor dynasty

ca. 1504 - Leonardo da V1nc1 Paints ¢},

Mona Lisa

1508-12 Mlchaelangelo paints Sigjp

Chapel ceiling - Ly

1509 ‘Death of Henry VII; accessxon of
‘Henry VIII !

1513 James IV of Scotland killed 4¢ -
Battle of Flodden; succeeded by James y

1517 Martin Luther s Nmety-Flve Theses
beginning of the Reformation in Germany

1519 Cortés invades Mexico. Magellen
" begins his voyage around the world

1521 Pope Leo X names Henry VIII
“Defender of the Falth”

‘ 1529 32 More is Lord Chancellor

... 1532-34 Henry VIII divorces Catherme
- - of Aragon to marry Anne Boleyn; Elizabeth |

* born; Henry declares himself head of the
‘Church of England

1535 More beheaded

1537 Establlsllm°nt of Calvin’s theocracy
. at Geneva

1542 - Roman Inquisition. James V of
- Scotland dies; succeeded by infant
daughter, Mary

. 1547 Death of Henry VIII; accession of
Protestant Edward VI

1553 Death of Edward VI; failed attempt
to put Protestant Lady Jane Grey on throné;
accession of Catholic Queen Mary, da"ghter
of Catherme of Aragon

1555 56 Archbishop Cranmer and

former bishops Latimer and Pud]ey burned
" at the stake .- .

15.58 Mary dies; succeeded by Protestant
Elizabeth |
\ /
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TEXTS

CONTEXTS

m Monuments
363 Job? Norton and Thomas

P as
ho™ first English
265 duc, r
;;fkvi“ . bod (acted in 1561)
blank-Ve o Golding translation of

T
1567 s Me stamorPhoses

ovid

1578 John Lyly, Euphues

579 E dmund Spenser, The Shephéafrdes

Calendef

1580 Montaigne, Essais

ca. 1587-90 Marlowe’s Tamburlame
scted. Shakespeare begins career as actor -
and playwright _ . var g

1588 'Thomas Hariot; A Brief and True -
Report of . . . Virginia

1589  Richard Hakluyt, The Principal
Navigations . . . of the English Nation

1590 Sir Philip Sidney, Arcadia
(posthumously published); Spenser, The- -
Faerie Queene," Books 1-3

1591  Sidney, Astrophzl and Stella
published .

ca. 1592 ]ohn Donne’s earliest poems
circulating in manuscript '

1595 Sidney, Th
y, The De ense o Poes
Publlshed f f 4

~6 (with Books 1-3)

159 1 :
8 Be’?JOY}SOn, Every Man in His Humor

\_

1
596 SPEHSer, The Faerie Queene, Books '

1567—-68 Mary, Queen of Scots, forced to
abdicate; succeeded by her son James VI;
Mary imprisongd in England

1570 . Elizabeth I excommunicated by
. Pope Pius V

1572  St. Bartholomew’s Day Massacre of
.. French Protestants

:'1576 " James Burbage's playhouse, The
Theater, built in London

globe

1583 Irish rebellion crushed :

.1584-87 Sir Walter Ralegh’s earllest
attempts to colonize Virginia

1586—-87 Mary, Queen of Scots, tried for
treason and executed :

1588 Faxled invasion of the Spamsh
Armada HEE

1595 Ralegh’s voyage to Guiana

1599 Qlobe Theater opens

1603 Elizabeth I dies; succeeded by
James VI of Scotland (as James I),
. inaugurating the Stuart dynasty
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1577-80" Drake’s c1rcumnav1gatlon ofthe




