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Shakespeare

EOIN PRICE, ELIZABETH SHARRETT, HELEN F. SMITH, PER

SIVEFORS, AND CLARE WHITEHEAD

This chapter has three sections: 1. Editions and Textual Matters; 2. Theatre
History; 3. Criticism. Section 1 is by Eoin Price; section 2 is by Elizabeth
Sharrett; section 3(a) is by Helen F. Smith; section 3(b) is by Per Sivefors;
section 3(c) is by Clare Whitehead.

1. Editions and Textual Matters

The year 2013 was a significant one for The Spanish Tragedy: it appeared as a
single edition in the Arden Early Modern Drama series and as part of the
RSC’s William Shakespeare and Others: Collaborative Plays. Another edition
was added to that list in 2014: Michael Neill’s Norton Critical Edition. The
Norton format, designed with the student reader in mind, combines the
expected ingredients—text, annotations, and introduction—with useful
supplementary material—secondary sources; extracts from influential critical
essays—so the edition comfortably differentiates itself from either of last
year’s offerings. Neill, one of the most accomplished and experienced editors
of early modern plays, has produced a typically fine edition that offers an
excellent introduction to this important play.
The Norton advertising blurb promises an ‘authoritative text’ but, of course,

the matter is rather more complicated than that, as Neill’s ‘Textual Note’
attests. Neill’s base text is the British Library’s 1592 quarto-form octavo and
this has been collated with the same library’s 1602 version, in which, famously,
a number of new scenes were introduced. Neill treats the 1602 text with
scepticism: he says the revisions have been ‘inexpertly grafted on to the play’
and claims ‘it is highly unlikely’ that they were ever performed on the stage
(p. xxxix). Even so, Neill prefers to include the additions—signalled by a
change of typeface—as they appeared in the 1602 version, rather than
relegating them to an appendix. This approach was also used by the Arden and
RSC Collaborative Plays editions, and Neill explains the benefits: it aids the
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reader to appreciate the ‘dramatic function’ of the scenes and offers ‘a
reminder of the fluid nature of early modern playscripts’ (p. xl). The text itself
is smartly but unobtrusively annotated, and collation lines—perhaps of less
immediate interest to the student reader—are listed at the end of the edition
rather than alongside the text. While the glosses are, necessarily, much less
detailed than in the Arden edition, they are nonetheless helpful on a range of
matters, from Renaissance staging practice to the translation of Latin
speeches. Neill’s richly historicized and generously illustrated introduction is
also commendable: it covers a lot of ground in a small amount of space,
although it is perhaps unfortunate that it makes no mention of the play’s more
recent theatrical afterlife.
The great value of the Norton format is the inclusion of the secondary

sources, and these have been well chosen. The section marked ‘Contexts’ is
split into three smaller sections: ‘Sources and Biography’, ‘Revenge’, and
‘Contemporary Reception’. The first of these contains an English translation
of Virgil’s Aeneid VI, lines 268–901, translated by A.S. Kline. The passage
provides an important context for Don Andrea’s lengthy opening speech. It
also features a passage from Jaques Yver’s A Courtly Controversy of Cupid’s
Cautels, translated by Sir Henry Wotton and published in 1578. This passage
offers useful context for the Soliman and Perseda play-within-the-play. Next,
Neill provides a section from the anonymously authored libel Leicester’s
Commonwealth [1584] which attacked Queen Elizabeth’s unpopular favourite,
Robert Dudley, the earl of Leicester. The details from this passage chime well
with Lorenzo’s machinations in Kyd’s play. Finally, Neill provides an extract
from Thomas Nashe’s preface to Robert Greene’s Menaphon, in which Kyd—
‘the kid in Aesop’—is satirized. This is certainly a useful context, although it
might equally have appeared in the ‘Contemporary Reception’ section.
The section on ‘Revenge’ provides an extended passage from the Anglican

homily ‘An Exhortation Concerning Good Order and Obedience’, as well as
shorter extracts from Michel de Montaigne’s essays ‘Of Cruelty’ and
‘Cowardice, the Mother of Cruelty’, and Francis Bacon’s famous discussion
of ‘wild justice’ in ‘Of Revenge’. Taken together, the extracts attest to
conflicting attitudes to revenge. They complement Neill’s introduction and,
especially, his discussion of the Darnley Memorial revenge painting (p. xxx).
The final context—contemporary reception—is illustrated by a single example:
the anonymous Spanish Tragedy ballad, printed in 1620. This is a wonderful
accompaniment to the main text, which gestures towards the wider cultural
landscape, and serves as one example of the kind of afterlife The Spanish
Tragedy enjoyed, but I would have welcomed further examples. The Spanish
Tragedy may well be the play most commonly quoted, misquoted, and
referenced by other Renaissance dramatists. Indeed, much later, lines from the
play were also used near the end of T.S. Eliot’s The Waste Land. It is
impossible to do justice to the range of ways in which the play was received in
its own time, but a slightly bulkier ‘Reception’ section might have driven home
the cultural cachet the play held in the Renaissance. The edition closes with
selected passages from a number of seminal essays, from G.K. Hunter’s
‘Ironies of Justice in The Spanish Tragedy’ (RenD 8[1965] 61–74) to Lorna
Hutson’s The Invention of Suspicion (OUP [2007]). Each essay is given its own
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thematic subheading—‘Stagecraft’, ‘The Language of the Play’,
‘Metadramatic Readings’, ‘Justice and Revenge’, ‘Violence and Death’,
‘Politics and Subversion’, ‘The Play of Opposites’, and ‘Iconography’. These
essay extracts are augmented by a helpful, up-to-date bibliography which
includes last year’s Arden edition among its list of useful editions.
The spate of recent Spanish Tragedy editions raises questions about whether

the play is due another major theatrical production. The Globe and RSC have
shown some commitment to performing non-Shakespearian Renaissance
plays: this has involved some revivals of famous and relatively frequently
performed plays—Marlowe’s Doctor Faustus (RSC, 2016); Ford’s ’Tis Pity
She’s a Whore (Globe, 2014)—alongside less frequently performed plays—
Dekker’s The Shoemaker’s Holiday (RSC, 2015); Marston’s The Malcontent
(Globe, 2014); Ford’s The Broken Heart (Globe, 2015)—and some plays that
have not had professional productions for centuries, such as Ford’s Love’s
Sacrifice (RSC, 2015). As yet, however, there has been no big revival of The
Spanish Tragedy: the play has not received anything like the attention afforded
to Marlowe’s contemporaneous Doctor Faustus. The Spanish Tragedy was last
performed at the RSC in 1997 and at the National in 1984; it may be that it is
now due a major twenty-first-century production. The plethora of recent
editions certainly provides compelling evidence of the play’s continued appeal.
After last year’s edition of The Spanish Tragedy, Arden Early Modern

Drama has this year turned attention towards a less widely known play:
Richard Brome’s A Jovial Crew, edited by Tiffany Stern. Arden has alternated
between editing well-known texts—Webster’s The Duchess of Malfi [2009];
Ford’s ’Tis Pity She’s a Whore [2011]—and rarely edited texts such as
Massinger’s The Renegado [2010] and Fletcher’s The Island Princess [2012].
Although A Jovial Crew was last edited in 2010 by Eleanor Lowe, Helen
Ostovich, and Richard Cave, as part of the Richard Brome Online project,
Stern’s edition is the first scholarly text in print for over forty years. The earlier
online edition has a wider scope—it provides modern spelling, old spelling,
and dual-text editions as well as useful videos of stage readings of selected
scenes—but this new print edition offers a valuable introduction and contains
useful appendices, a glossary of cant terms, and Brome’s biography. It also
represents a significant improvement on previous print editions by taking into
account the important recent scholarship by Matthew Steggle, Julie Sanders,
and others. Indeed, Anne Haaker’s Regents Renaissance Drama series edition
[1968] is now out of print.
In an illuminating introduction, Stern makes a strong case for the

importance of the play both to ‘the history of theatre’ and ‘the history of
England’ (p. 2) without reducing the play to the status of historical document.
One of the advantages of the Arden series—in contrast to the Revels series, for
example—is that, following the Arden Shakespeare format, introductions
begin with critical discussion and end with textual, bibliographical, and
editorial matters. It would be a disservice to the study of bibliography to
suggest it is less interesting or important than critical, interpretative,
contextual, or performative matters, but detailed discussion of textual cruces
can be intimidating and bewildering to student readers, especially when they
are confronted with an unfamiliar play. It is a good decision to begin, as this
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edition does, with a lively analysis of the play’s title and mood: it is an
appealing way of offering this relatively little-known play to a wider
readership.
The textual matters are, in any case, not especially problematic. The text is

‘clean’, and Stern suggests that ‘Brome himself had prepared the text for
printing’ (p. 51). Indeed, Stern goes further, claiming that he also designed the
title page, which links A Jovial Crew with other Brome plays. The title-page
motto, taken from Martial, is also used on the title pages of The Northern Lass
and The Sparagus Garden, as well as The Court Beggar and The Novella. The
latter two were printed after Brome’s death, but Stern suggests they may have
been used on his behalf or, intriguingly, they may have been included in the
manuscript which went to press. The motto’s emphasis on laughter suggests
that Brome ‘may have wanted to be known for ‘‘laughing’’ literature’ in the
way that Jonson was known for ‘ ‘‘humorous’’ writing’ (p. 52). However, the
lack of variance between printed texts makes the decision to print the title page
and paratextual material under the heading ‘Quarto Paratext’ a little
confusing. Although the play had a rich afterlife in ballad form and was
printed as a ‘ballad opera’ (p. 65) in 1731, the four earliest versions of the play
(including the two collated for this edition) were quartos. The play itself,
despite deriving from a quarto text, is simply labelled ‘A Jovial Crew, or The
Merry Beggars’, so it is strange that the paratexts are labelled in this way when
the main text is not. The effect is to estrange the paratext from the play, as if
they were not parts of the same material object. The reasons for this separation
are not fully clear, to this reader at least. Stern writes interestingly about the
topicality of the paratexts, which reflect ‘Brome’s new, 1650s view’ (p. 47) on a
play he had written a decade earlier: are the paratexts marked as ‘Quarto’ to
emphasize the difference between work composed in the 1650s and work
composed when the play was written, in the 1640s? If so, this is not made clear
and is undercut by Stern’s intriguing suggestion that it is possible that ‘the new
material of 1652 is not confined simply to the paratext’ (p. 49). A quick perusal
of other Arden Early Modern Drama series editions suggests this might be a
house style, but I am not sure, in this instance, that the distinction between
paratext and playtext is particularly helpful. But this is a small quibble indeed:
this is a fine edition of a fascinating play and a worthy addition to an
important series.
The year’s other major new edition is electronic and appears as part of the

Digital Renaissance Editions project (http://digitalrenaissance.uvic.ca/). It is,
in fact, not one edition, but several. Joost Daalder, with the help of Brett D.
Hirsch, has produced editions of The Honest Whore, Part 1 (by Dekker and
Middleton) and The Honest Whore, Part 2 (by Dekker alone). Daalder
provides modernized texts of both plays, but he also offers original-spelling
editions of Q1 and Q2 1 Honest Whore—both were printed in 1604, but they
vary significantly, as explained in the Textual Introduction to the two parts—
and of Q1 [1630] 2 Honest Whore. Furthermore, facsimiles of all of these texts
are provided, with the permission of the Folger Shakespeare Library (for Q1 1
Honest Whore) and the National Library of Scotland (for Q2 1 Honest Whore
and Q1 2 Honest Whore). The plays have been edited before, but never so fully.
The last time either play was edited was in 2007, when Paul Mulholland edited
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the first part for the Thomas Middleton: The Collected Works under the title
The Patient Man and the Honest Whore. The two plays were edited together by
Nick de Somogyi in his 1998 Globe Quartos edition, but Daalder’s edition far
exceeds that, and, indeed, all other editions of the plays. If anything, there is
too much information here. Online editions allow for more space and are able
to do things beyond the scope of print (as the Richard Brome Online project
shows) but there are times when brevity might be best. One of the appeals of
the Arden Early Modern Drama series is its relative slightness; correspond-
ingly, one of the drawbacks of the Arden Shakespeare 3 series is the size of the
editions: at times, they feel bloated. The level of detail provided by Daalder is
impressive, but it would be a shame if the sheer size of the introductory
material put off prospective readers, especially since, as an open-access
resource, Digital Renaissance Editions can pitch themselves towards a wider,
non-academic audience. In all, though, this is a really impressive and
important project which has made available two significant plays. It is
customary for me to hope that each edition I review inspires future theatrical
performance, but it should be emphasized that the Honest Whore plays are
especially ripe for revival. It is a shame that their most recent professional
performance (at the Globe, in 1998) conflated the two texts in a way which
seems greatly to have obscured the quality of the two plays. Daalder’s edition
allows a wider audience to experience and enjoy these plays. It, and the wider
Digital Renaissance Editions project, are to be applauded.
The year was also notable for a high number of revised editions issued by

New Mermaids: this included two single editions and two collections. Stephen
Guy-Bray was tasked with writing a new introduction to the 1997 edition of
Edward II edited by Martin Wiggins and Robert Lindsay. This admirable
introduction challenges received views of the play. Guy-Bray argues that ‘the
almost unanimous consensus among contemporary critics that Edward is a
weak king is simply bizarre’ (p. xxiii), but dominant prejudices of the day have
come to be accepted without challenge. Guy-Bray will not stand for this, and
his deft and illuminating essay keeps the reader critically alert. The revised
introduction places a much greater emphasis on the representation of sexuality
in the play than the Wiggins introduction, and it is also able to refer to more
recent criticism. It is therefore an excellent guide to the play. New Mermaids
also reissued Brian Gibbons’s edition of The Duchess of Malfi. This is now the
fifth edition of that famous play, published thirteen years after the fourth
edition. It remains a good student edition of the play, but now has the
advantage of including some of the most recent major productions. The
Duchess of Malfi has proven to be particularly popular in the last few years,
and a number of significant productions are addressed in this revised edition.
Laurie Sampson’s outstanding 2010 production at the Royal and Derngate
Theatre in Northampton is accurately described as ‘intelligent, [and] highly
imaginative’ (p. xx), the immersive Malfi, produced in 2010 by the English
National Opera and Punchdrunk, is also given a paragraph, as is the Old Vic’s
2012 production. The edition came too late to make mention of the Malfi that
opened the Globe’s Sam Wanamaker Playhouse in 2014. These new
production details are appreciated: if anything, there might have been more
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of them, although the interested reader can always seek out new information,
if they choose.
New Mermaids also included the text of the older, fourth, edition of

Gibbons’s Malfi as part of a new anthology of four plays collected under the
title Women on the Early Modern Stage. The other play texts included are
Heywood’s A Woman Killed with Kindness, edited by Frances E. Dolan in
2012, John Fletcher’s The Tamer Tamed, edited by Lucy Munro in 2010, and
Rowley, Dekker, and Ford’s The Witch of Edmonton, edited by Arthur F.
Kinney in 1998. Each of the single editions of these plays contains an essay by
the editor, but for the purposes of this anthology those introductions have
been replaced by a single, newly commissioned introduction by Emma Smith.
Smith’s sharp and lively piece begins with a concise discussion of early modern
women and leads into a series of short, two-page introductions on each of the
plays in the volume. A final paragraph addresses the issue of the plays today.
The introduction does a fine job of providing key information, and the
anthology brings together, in a more affordable edition, a number of
important plays. It may therefore be of interest to students and teachers
looking to expand their knowledge of early modern drama. Similarly, New
Mermaids commissioned Robert N. Watson to write a similar introduction to
a new anthology of four Ben Jonson plays. This anthology contains the texts
of Watson’s own Volpone, edited in 2003, Roger Holdsworth’s Epicœne or The
Silent Woman, edited in 1979, Elizabeth Cook’s The Alchemist, edited in 2010,
and G.R. Hibbard’s Bartholomew Fair, edited in 2007. It is unusual, perhaps,
to see an edition from 1979 alongside three much more recently edited texts,
but the edition serves its purpose. Watson’s introduction offers a useful
biographical sketch and introduction to Jonsonian comedy, before delving
into short introductions to each of the plays. It will be interesting to gauge the
success of this anthology enterprise, but there ought to be a place in the market
for such collected editions if they allow easier access to a greater variety of
plays. Pairing more well-known texts such as Volpone alongside less widely
read/staged plays like Epicœne may indeed be a good way of broadening the
horizons of students and general readers.
The single editions and anthologies produced this year by Norton, Arden,

Digital Renaissance Editions, and NewMermaids are complemented by a major
study of the editing of performance texts. Jacqueline Jenkins and Julie Sanders
are the editors of Editing, Performance, Texts: New Practices in Medieval and
Early Modern English Drama, a collection of essays addressing manuscripts,
archives, and the process of editing through performance. One of the volume’s
strengths is its resistance to the restrictions of standard periodization: it is
refreshing to see medievalists and early modernists sharing insights into textual
editing. Accordingly, the volume resists the tendency in so much early modern
scholarship to privilege Shakespeare. J. Gavin Paul’s excellent chapter on
reading and performance in the archives takes Shakespeare as its subject, but
even those chapters which feature Shakespeare prominently, such as Christie
Carson’s discussion of the relationship between page and stage, analyse non-
Shakespearian Renaissance drama too. Carson discusses the Records of Early
English Drama, the Queen’s Men and Their Plays project, and the Early
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Modern London Theatre Database alongside The Cambridge King Lear
CD-ROM.
Essays on a range of different kinds of Renaissance plays—for example,

Lynette Hunter and Peter Litchenfels detail the intriguing case of The
Humorous Magistrate; Richard Cave, Eleanor Lowe, and Brian Woolland
recount the challenges of editing Richard Brome online; James Purkiss
discusses manuscript drama; Mary C. Erler addresses the under-studied case
of London commercial drama pre-1574—sit happily alongside chapters on
medieval plays. For example, Claire Sponsler analyses the Beauchamp Pageant
within the wider context of medieval drama; Boyda Johnstone considers the
illustrated Abbey of the Holy Ghost; and Murray McGillivray addresses the
Towneley manuscript. The essays, taken together, do indeed offer evidence of
the new practices promised by the title but I wonder if more might have been
made of what is surely the next step for textual editing: digital editions.
Electronic texts are discussed, of course, but only two of the essays do so
thoroughly. The two essays which deal with the subject (those of Carson, and
of Cave, Lowe, and Woolland) appear at the end of the book, and this might
appropriately gesture towards the future: digital editions surely offer the best
way of disseminating medieval and Renaissance texts to a wider audience
(even if that wider audience is composed of students and academics). Cave,
Lowe, and Wolland give important insights into the process of editing through
performance and, in turn, the challenges, and the values, of editing online.

2. Theatre History

June Schlueter explores the provenance of two pieces of theatrical evidence
that significantly inform our understanding of the Renaissance theatre—the
Swan and Peacham sketches—through an examination of their materiality in
her article, ‘Drawing in a Theatre: Peacham, De Witt, and the Table-Book’
(TN 68:ii[2014] 69–86). In her discussion of their origins, Schlueter analyses the
drawing habits of the artists associated with the images, on the basis of the
surviving miscellany of their writings and drawings. In doing so, she makes a
compelling argument that a ‘table-book’, or ‘writing-table’, may have been the
means by which Henry Peacham and Johannes de Witt made their initial
drawings. The pages of these pocket-sized objects, which could be carried
easily and discreetly, were covered in wax, allowing their users to make
impressions upon each leaf with a metal-point stylus. The image could then be
transferred onto paper, either by hand or by rubbing, meaning that if such a
tool was used in the making of the Swan sketch, for instance, the document we
have today by Aernout van Buchell is at the very least a copy of a copy. The
wax impression could then be cleared away from the page with a fingertip,
rendering impossible any chance of recovering a lost ‘original’ of the two
sketches.
Table-books were popularly and commonly used, as demonstrated by

Schlueter’s search for the objects on the Early English Books Online database,
resulting in nearly 500 hits. John Downame’s 1604 The Christian Warfare, for
instance, makes reference to using table-books to write sermons, and Edward
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Topsell’s The Historie of the Foure-Footed Beasts [1607] describes cleaning the
pages with either a sponge or a cloth. John Aubrey records that Sir Philip
Sidney used one to ‘write down his notions’ while writing Arcadia. Perhaps
most familiar to Renaissance drama scholars is Hamlet’s mention of them
when he remarks, ‘My Tables, my Tables; meet it is I set it downe’ (I.v.108).
Schlueter proposes that, if De Witt and Peacham used these books to create
their sketches, their portability may have allowed the artists to do so within the
theatre, and not necessarily from memory, as has been suggested by some
scholars. Her article is extremely useful for the ways in which it re-examines
these familiar pieces of evidence by drawing upon the documents’ material
features. Additionally, it reconsiders how audience members such as De Witt
and Peacham may have experienced the drama depicted in their images. While
Schlueter concedes that ultimately it is impossible to tell whether the artists did
use table-books or whether they drew them from within their respective
theatres, she calls attention to the value of revisiting such familiar documents
of the field to question whether our current narratives need amending, in the
hope that such re-examination will provide a greater understanding of the
workings of the early modern theatre.
Siobhan Keenan contributes to the field of repertory studies in her

monograph Acting Companies and Their Plays in Shakespeare’s London,
which unpacks the variety of elements that went into the making of plays in
the English Renaissance theatre, and is particularly concerned with the impact
companies had on this creative process. The study considers how various
factors, such as needs, practices, resources, and pressures on acting companies
and playwrights informed both the performance and publication of drama
from this period, as well as the writing practices of playwrights. Through a
series of cases studies in each chapter that draw on an impressive range of
theatrical evidence, Keenan challenges the assumption that playwrights were
the sole force behind the creation of plays. She demonstrates that it was in fact
a collaborative endeavour in which playwrights, acting companies, and
individual actors, audiences, patrons, and material conditions all played a role
in shaping dramatic texts. While the success of companies, she argues, was
directly tied to their ability to secure a permanent venue, there remained a need
for plays to be portable and transferable across venues such as playhouses,
halls, private homes, and, most desirably, at court.
Gabriel Egan provides insights into what the ‘official’ closure of the theatres

in 1642 at the start of the English Civil War meant for Caroline society, and in
particular what it meant for those involved in the theatre industry, in his
article ‘The Closure of the Theatres’ (YES 44[2014] 103–19). Drawing on the
work of multiple theatre historians, Egan begins by charting the process of
revision which the traditional narrative of how the theatres closed has
undergone over the past thirty years; that it was not simply that the monarch
loved drama and that the Puritans hated it. Indeed, as Egan demonstrates, not
all Puritans were anti-theatricalists, and not all actors, who were effectively
servants of the royal household, supported the king. Furthermore, though the
theatres were officially closed, there is evidence to suggest that royalists
continued to enjoy dramatic performances during the war. Thus, Egan
recognizes that just as there is no common consensus on whether it was
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primarily economic or religious factors which led to the outbreak of the Civil
War, theatre historians are unable to agree on why Parliamentarians
‘officially’ put an end to performances in commercial venues. A series of
short case studies explore the experiences of those involved in the industry,
such as Eyllaerdt Swanston, who, though a well-known actor of the King’s
men, was unique amongst his colleagues for his Parliamentarian sympathies.
As Egan asserts, it is not his intention to reject the wider historical narratives
that seek to define these major events, but, rather, to better understand the
various parts by which they were made.
Responding to the emerging critical interest in the history of emotions in the

early modern period, Allison P. Hobgood seeks to recover the audience’s
embodied experience of playgoing in her carefully researched monograph
Passionate Playgoing in Early Modern England. While many scholars have
shied away from what they have perceived to be an irrecoverable and
subjective endeavour, Hobgood maintains that a lack of direct evidence of
audiences’ reaction to plays should not dissuade scholars from investigating
this significant yet overlooked aspect of Renaissance theatre history. The book
cautiously, though convincingly, negotiates the difficult task of recovering this
experience through an interdisciplinary methodological approach, which
unites performance studies with cultural criticism and theatre history.
It draws on an array of evidence, including humoral theory, philosophical
and medical treatises, pro- as well as anti-theatrical literature, and drama
which, Hobgood asserts, when analysed together, ‘contain a productive
narrative’ (p. 9) about what early modern theatre-goers may have felt and
experienced when attending plays. For instance, in her study of Thomas
Heywood’s A Woman Killed With Kindness, she suggests that the dramatist
utilized the potential fear and shame of his audience to help create emotional
impact, inviting them to check the extent of their own indulgence in emotional
excess. Thus, though dramatists drew emotional responses from their
audiences, Hobgood effectively demonstrates that playwright and playgoer
alike worked to mutually shape drama.
The contributions to Andrew Gurr and Farah Karim-Cooper’s edited

collection, Moving Shakespeare Indoors: Performance and Repertoire in the
Jacobean Playhouse, bring together examination of the theatre history of the
English Renaissance, as well as the appropriation of that history through
contemporary practice-based performance research at the Globe’s recon-
structed Jacobean indoor theatre—the Sam Wanamaker Playhouse. The book
primarily concerns the King’s Men’s move into the Second Blackfriars in 1608,
which made them the first adult professional company to secure a permanent
commercial indoor playing venue. The rich variety of contributions consider
what prompted this shift, and what impact it had on both the plays written for
the new space and the experience of theatre-goers. In their introduction, Gurr
and Karim-Cooper explain that the design for the reproduction theatre was
based on the Worcester College drawings by John Webb, once thought to be
the Cockpit, which they note served as a ‘spatial map’ when designing the
building which ‘Shakespeare might recognize’ (p. 1).
The book is divided into three parts, the first of which focuses on the hard

evidence that was used to construct the Wanamaker, including discussions of
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the practical evidence by architectural expert Jon Greenfield and timber
craftsman Peter McCurdy, and the documentary evidence related to Burbage’s
purchase contract of the Blackfriars site by Oliver Jones. Part II considers the
material features of these indoor playing spaces, beginning with a chapter by
Tiffany Stern on the Blackfriars as a place of nostalgia in Jacobean London,
which recalled its past as monastery, the parliament and legatine court, and
eventually a theatre. She asks if a yearning for being elsewhere, namely at
court, was a characteristic feature that shaped the experience of attending the
Blackfriars. Later in the section Sarah Dustagheer considers the acoustic and
visual experience at indoor playhouses, proposing that music was a dominant
aspect of the dramaturgy of these spaces, and includes an appendix of plays
performed at the six longest-running indoor professional playhouses of the
period 1575–1642. Paul Menzer then discusses the impact the Blackfriars had
on both the open-air amphitheatres of Renaissance London and the nearly
2,000-year-old theatrical tradition of outdoor theatre.
The third part explores the possible influence indoor theatres had on

shaping repertory, and includes a chapter by Eleanor Collins in which she
explores the figure of the heroic woman in the genres of tragicomedy and
romance, genres that were developed and revived on the stage of the Caroline
indoor theatres. Finally, Bart van Es puts pressure on the notion that
Shakespeare’s style changed with the shift of venue, suggesting that, rather,
there was a merging of his indoor and outdoor repertories that helped
contribute to a style unique to the Blackfriars. The study’s essays make a
valuable contribution to the field of Renaissance drama for the ways in which
they draw on a variety of methodological approaches to recover both a better
understanding of the dramaturgical practices of early modern plays performed
indoors and the experience of early theatre-goers. By primarily confining the
study to the King’s Men and the Blackfriars, however, the book overall risks
suggesting that its findings about indoor performance are specific to this one
company and space. Rather than limit the study in this way, it would have
been better served by expanding it to include consideration of other indoor
plays, playhouses, and companies.
The fourth instalment of Martin Wiggins’s ten-volume catalogue, British

Drama 1533–1642, surveys the final years of Elizabeth I’s reign, covering the
period 1598–1602. Included amongst the 310 entries, the volume sees the
opening of the Globe theatre, with Alarum for London (entry 1191) as the first
play in the catalogue associated with the new space, and it follows the
Admiral’s Men’s move from the Rose to the Fortune. More significantly,
volume 4 reassigns James Mabbe’s The Spanish Bawd (entry 1149) from 1631
to 1598, and John Marston’s Histriomastix (entry 1314) from its traditional
date of 1598–9 to 1602. In the case of the latter, Wiggins notes that it has long
been assumed that Marston meant the character Chrisoganus (an unsuccessful
playwright) to be a flattering representation of Jonson, but that it was instead
received as an insult. However, though it was Jonson himself who in 1619
relayed to William Drummond that such an episode had occurred, he did not
specify the play and, as E.K. Chambers identifies, it is rather more likely that
the character and title in question was Lampatho Doria in What You Will.
Thus, Wiggins suggests, if Histriomastix is later than What You Will it ‘makes
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better sense as an attempted apology rather than the original insult’ (p. 357),
and provides fascinating insight into the relationship between the two
playwrights, who eventually collaborated on Eastward Ho! (entry 1473).
Other major highlights of the volume include the identification of the play
recorded in Henslowe’s diary as Albere Galles and that recorded in Frederic
Gerschow’s diary as The Capture of Stuhlweissenburg (entry 1342), on the duke
of Stettin-Pomerania’s visit to England in 1602, as one and the same play: Alba
Regalis by Thomas Heywood and Wentworth Smith. The volume also features
the earliest known play at St Omers, A Brief Dialogue on the Feast of St
Thomas of Canterbury, Patron of the English (entry 1221) of 1599, which
survives in manuscript and ‘may have been sent to Sir Robert Cecil by an
English spy’ (p. 181). Finally, entry 1112, Comedy of the King of England’s Son
and the King of Scotland’s Daughter, is a play that, intriguingly, is both extant
and lost! The lost English original survives in the form of a German
translation of the play printed in 1620. Like the rest of his catalogue, Wiggins’s
fourth volume serves as a remarkable resource, and continues to increase
the breadth and depth of our knowledge of the history of the English
Renaissance theatre.
Pascale Aebischer makes valuable contributions to the field of film studies

and Renaissance theatre history in her monograph Screening Early Modern
Drama Beyond Shakespeare, in which she explores modern screen adaptations
of Jacobean drama, including plays such as The Changeling and The Duchess
of Malfi. The book includes discussion of projects by established and
distinguished directors, such as Derek Jarman’s Edward II and Alex Cox’s
Revengers Tragedy. It also explores works by individuals who are part of the
growing grassroots movement online, and who, like Aebischer, are dedicated
to extending the canon of screen adaptations beyond Shakespeare through
short films and trailers. Collectively these works stand in opposition to the
aesthetics, production methods, politics, and funding of ‘heritage Shakespeare
films’ (p. 6), and Aebischer suggests serve to critique the cultural dominance of
that industry, which has more or less adopted Hollywood’s standards of
filmmaking. The study includes an annotated filmography that lists all feature
films and online shorts of early modern drama on screen from 1926 to 2012,
providing an invaluable resource for future research in this emerging area of
Renaissance theatre history. With the exciting increase in the production of
non-canonical plays in performance, as evidenced not only by screen
adaptations but also by productions from well-funded and independent
theatre companies alike, studies such as Aebischer’s are vital for understand-
ing, appreciating, and promoting this growing body of work.
Finally, Julie Saunders has created a vital tool for both teachers and

scholars of Renaissance drama in her contribution to the Cambridge
Introductions to Literature series, The Cambridge Introduction to Early
Modern Drama, 1576–1642. The book begins by establishing that both the
theatres and the companies that emerged in the later decades of the sixteenth
century were built upon and grew out of pre-existing theatrical traditions from
medieval England, creating continuities that were constantly referenced on
stage. These continuities, she explains, crucially formed part of ‘the larger
nexus of intertexuality that in part . . . defined early modern theatre’ (p. 2).
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The book’s seven chapters are divided by genre, covering tragedy, revenge
drama, histories, city comedy, satire, and tragicomedy. Saunders weaves an
extensive portfolio of case studies that utilize different critical approaches to
explore various companies (adult and boy), dramatic tropes, theatrical venues
(including indoor and outdoor), props, costumes, and dumbshows. At the
back of the book she provides a chronology of dramatic works that separates
the plays by year and title. A third column is devoted to ‘Events and Other
Publications’ and usefully contextualizes for the reader the dramatic work in
question in relation to the wider world of early modern history and theatre.
This thorough overview makes a valuable contribution to the field of theatre
history for the extensive yet accessible ways in which it introduces new readers
to the subject.

3. Criticism

(a) General

In 2014 a number of important contributions furthered our knowledge of
Renaissance and early modern drama in areas ranging from the performance
of economic thought to examinations of clowning and the soul–body dynamic.
To start, Performing Economic Thought: English Drama and Mercantile
Writing, 1600–1642 by Bradley D. Ryner is an impressive interdisciplinary
work that takes scholarship in a new direction. In his introduction, Ryner
points out that English economic thinkers of the late sixteenth and early
seventeenth centuries ‘published treatises that laid the groundwork for the
genre of writing known today as economics’. Thus, over the seven chapters of
his book, the scholar examines how the economic thought of this period was
physically represented in dramatic performances, as well as how the actual
ideas of economics were conveyed to the audience. In this endeavour, Ryner
consults the physical and material aspects of performance and considers how
staged action allowed economic thought to be ‘performed differently in the
playhouse than in the printed treatise’, in order to argue that ‘representation
techniques available to playwrights could facilitate a more nuanced explor-
ation of economic systems than those available to mercantile writers’ (p. 1).
The author also makes the interesting observation that ‘the stage offered a
space for conceptualizing different economic models while fully acknowl-
edging—even emphasizing—that these models were fictional constructions’ (p.
5).
The first chapter, which is on the use and function of economic tables in

drama, focuses on Walter Mountfort’s play The Launching of the Mary or The
Seaman’s Honest Wife. Here, Ryner turns his attention to the paraphrasing
of Thomas Mun’s treatise A Discourse of Trade within scenes in which
‘members of the East India Company defend the company against customary
accusations of squandering English wealth’ (p. 16). It is in this respect that the
author outlines the unique insight the play is able to provide into
the relationship between the stage and mercantile treatises: in order to
engage the audience and make his play theatrically effective, the dramatist
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changes the price of commodities in his staged debate about efficient trade
investments. In chapter 2, the author discusses Philip Massinger’s The
Emperor of the East of 1631, and suggests that ‘the physical presence of props
in the Renaissance playhouse encouraged a different way of thinking about
economic circulation than did mercantile treatises’ (pp. 50–1). In particular,
the author considers an apple that is continually renarrated in the play,
causing it to be interpreted variously by different characters and ‘according to
a number of competing models of royal finance’ (p. 51). In the third chapter of
his monograph, Ryner examines Thomas Middleton and William Rowley’s
The Changeling of 1622. Here, the scholar is concerned with the different types
of characters in dramatic performances, and he explains how ‘the tension
between conceptualizing the individual as controlling economic transactions
and conceptualizing the individual as controlled by impersonal economic
forces could be productively thought through on the stage at the level of
dramatic character’ (p. 78). Chapter 4 examines Shakespeare’s The Merchant
of Venice and Cymbeline, and the author considers how the geographical
locations presented in drama play a role in its ‘commercial metaphors’
(p. 107). In the following chapter, Ryner considers how the staged public
gossiping in Jonson’s The Staple of News provides a ‘critical interrogation of
the techniques of economic representation’ (p. 168). This text is studied
alongside Thomas Milles’s treatise The Customer’s Apology. In his penultimate
chapter, Ryner reflects on genre and economic thought in Richard Brome’s A
Jovial Crew and discusses the characters’ awareness of investment and profit.
In this chapter, Ryner argues persuasively that ‘The convergence of
tragicomedy and humours comedy allows Brome to shift between micro-
and macro-level explanations of the economic system he stages’ (p. 171). The
final chapter addresses the performativity of economic models in Thomas
Heywood’s If You Know Not Me, You Know Nobody, Part II, and Philip
Massinger’s The Picture. Overall, Performing Economic Thought is an
enjoyable, thorough, and intelligent account of the physical and theatrical
realization and manifestation of economic thought which provides greater
insight into a neglected area of scholarly enquiry.
Ariane M. Bazilet’s Blood and Home in Early Modern Drama: Domestic

Identity on the Renaissance Stage is another significant monograph that
explores the fascinating role of blood in domestic environments in early
modern drama, since ‘blood provided a common vocabulary for analogous
power structures of kinship, status, and national identity’ in Renaissance
England (p. 21). In this important work, Bazilet argues that, ‘in response to
changing attitudes towards the material home and composition of the family,
early modern English drama addressed contemporary debates about domes-
ticity through the language of blood’ (p. 20). Over the four chapters of her
monograph, Bazilet focuses on different aspects of domestic identity—
marriage, adultery, parenthood, and healing. The first chapter concentrates
on consummation and the ‘Bleeding Bride’ in the plays of Shakespeare. Here,
the scholar discusses how these plays ‘negotiate the significance and
implications of the figure of the bleeding bride’ (p. 56), in order to present
the argument that the image of the bleeding bride ‘forged a connection
between blood and home built on patriarchal and misogynistic fantasies of
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sexual and domestic authority’ (p. 59). As she turns to the subject of adultery
in her second chapter, Bazilet explores cuckoldry and murder in Arden of
Faversham and A Warning for Fair Women through a close reading of the
texts. The author pays particular attention to the bleeding, cuckolded
husband, ‘whose inability to control the sexual desires and behaviors of his
wife . . . makes him uniquely susceptible to and deserving of a bloody, violent
death’, argues Bazilet (p. 114). Chapter 3 looks at the bleeding child in Kyd’s
Spanish Tragedy, and Shakespeare’s Henry VI and Titus Andronicus, as well as
in early modern literature and culture. Considering the gendered performance
of paternal grief, the scholar examines how ‘the exchange of a child’s blood for
the father’s tears represents a masculine assertion of control over the child’s
vulnerability’ (p. 181). The gender of the child also reflects on the presentation
of paternal grief, for whereas male children were seen as ‘more valuable and
cherished vessels of patriarchal blood’ female children were ‘more fragile and
susceptible to corruption’ (p. 182). In the final chapter of her book, Bazilet
turns to the ideas of the bleeding patient, honour, and bloodline in The
Duchess of Malfi, The Maid’s Tragedy, and El médico de su honra. In this
chapter, the author conducts a fascinating investigation into the ways in which
‘the misogynistic fear that bloodline is reproduced through fallible female
bodies is mitigated by fantasies of ‘‘curing’’ a tainted bloodline by wounding
or murdering women who transgress expectations of sexual honor’ (p. 240).
In conclusion, Bazilet’s Blood and Home in Early Modern Drama is an
engaging and insightful analysis of ‘the intersections of blood and home as
expressions of domestic identity’ (p. 48).
Heather Hirschfield’s The End of Satisfaction: Drama and Repentance in

the Age of Shakespeare is an accomplished monograph that addresses how the
contemporaries of Shakespeare dramatized the idea of ‘satisfaction’ in the
context of theology and the impact of doctrinal change during the Reformation
period. Her first of five chapters provides an introduction to what she terms the
‘English Reformation of Repentance’ and the progression of ideas of ‘satisfac-
tion’ in theology and throughout history. Hirschfield’s second chapter is
concerned with Doctor Faustus and the satisfactions of hell, and poses the
question whether it is a contemporary form of the medieval harrowing of hell
play. This is an important question in terms of what the play can be seen to
represent about the idea of ‘satisfaction’, since, as Hirschfield observes, the
debate ‘over it whether it was necessary for Christ to go down to hell or to suffer
in his soul . . . rehearses the problem of human satisfaction and redemption . . .
as a problem for Christ’ (p. 40). In her following chapter, Hirschfield focuses on
the satisfactions of revenge and suggests that Elizabethan revenge tragedy
absorbed ‘Protestantism’s reknitting of the connection between vengeance and
repentance, [and] its sanctioning of penitential self-punishment alongside its
refusal of penitential satisfaction’ (p. 66). In this endeavour, Hirschfield
discusses plays such as Kyd’s Spanish Tragedy, Shakespeare’s Hamlet, and
Middleton’s Revenger’s Tragedy most of all. In chapter 4, the author examines
William Wager’s Enough Is as Good as a Feast in addition to Shakespeare’s
Merchant of Venice, in order to explore how the mid-Tudor interlude ‘literally
dramatizes the problem of enough, playing with its elusive, abyssal status as well
as with the semantic complication between its economic and penitential values’
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(p. 96). Turning to The Merchant of Venice she then considers Shylock and the
role of the Jewish moneylender in the ‘world of Christian repentance’ (p. 96).
In the fifth and final chapter, the author looks at the satisfactions of marriage in
Othello and Love’s Pilgrimage. Here, Hirschfield uses the playtexts to show that
‘The vicissitudes of satisfaction structure early modern accounts of marriage as
a sexual, emotional, and communal bond’ (p. 121). Hirschfield’s The End of
Satisfaction provides an effective and enjoyable examination of the complex and
various realizations and manifestations of the idea of satisfaction on the
Elizabethan and Jacobean stage.
In Character and the Individual Personality in English Renaissance Drama:

Tragedy, History, Tragicomedy by John E. Curran, the scholar looks at the
ways in which plays were sometimes constructed around individual characters
and even as ‘analyses of character’ (p. xi). In the first of his five chapters,
Curran addresses different types of stock character. In this endeavour, among
discussions of a large number of plays (including the history plays of
Shakespeare), Curran considers The Honest Man’s Fortune from 1613, which,
as the author points out, makes reference to a stock character in its title.
Whilst the scholar argues that the play ‘seems to ground itself on our
recognition of a common category of person, who will remain true to the
defining principle of honesty’ (p. 15), he also, crucially, recognizes that this
very character, the honest man, ‘emerges as an individual’ (p. 15) and explains
how that is the case. Inconsistency is the focus of chapter 2, in which Curran
discusses Marlowe’s Doctor Faustus. In particular, regarding the ‘transgressing
magician’ the author observes ‘how this character has a singular personality,
one which . . . causes tragedy by channeling knowledge and experience no one
else has in ways that no one else would’ (p. 88). The following chapter makes a
further examination of the ways in which dramatists made use of the ‘nexus
between the moral and the psychiatric to fashion individualistic characters’
(p. 140). The fourth chapter explores characters in Renaissance drama that
were based on historical identities, such as the Good Duke Humphrey, Cicero,
and Perkin Warbeck, and considers how the dimensions and personalities of
such characters were shaped, and the implications this entailed. Magnanimity
is the subject of the final chapter, in which Curran turns his focus to
Shakespeare’s Mark Antony in the endeavour to argue that what the character
exemplifies is unclear ‘because is it Antony, not his meaning, that we’re
supposed to notice’ (p. 293). In conclusion, this is an enjoyable and insightful
analysis of character and the individual personality throughout English
Renaissance drama, which makes an important contribution to the field.
In 2014, Ashgate’s Studies in Performance and Early Modern Drama series

published a number of excellent and original new titles with fascinating
approaches, angles, and insights into early modern theatre and dramatic
performance. Among them, Staging Women and the Soul–Body Dynamic in
Early Modern England by Sarah E. Johnson is an intelligent and fluid analysis
of the web of associations and assumptions around what she refers to as ‘the
conceptual alignment of women with the body and men with the soul’ (p. 12)
on the early modern stage. In chapter 1, ‘Puppeteer and Puppet’, the scholar
looks at the character Ursula from Jonson’s Bartholomew Fair as an
exemplification of what she describes as ‘female boundlessness and uncontrol’
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(p. 13). In this chapter, Johnson argues that in The Revenger’s Tragedy, as in
Bartholomew Fair, the puppetry ‘presents a misogynistic view of women and
yet, in some ways, works to overturn this view’ (p. 27). In her second chapter,
the scholar argues that in The Tamer Tamed Maria’s rhetoric ‘prompts a
reconsideration of gender roles within marriage both through its reliance on a
sharp divide between soul and body and through its erasure of that divide in
other moments’ (p. 72). Her third chapter explores a number of plays with
ghosts, such as The Lady’s Tragedy. Johnson argues that this play
‘foregrounds the soul–body dynamic through the Lady by literally bifurcating
her into a soul and a body’ (p. 105). More broadly, in this chapter she provides
an interesting exploration of female ghostliness ‘as both defusing and
symbolizing female authority’ (p. 131). Lastly, the final chapter, which is
entitled ‘Observer and Spectacle’, is interested in the bodily representation of
the female soul—particularly since, as Johnson observes, the soul was an entity
that was ‘most often masculinized through its contradistinction from a
feminized body’ (p. 133). Overall, Staging Women and the Soul–Body Dynamic
in Early Modern England is a valuable piece of research that provides a
detailed and complex understanding of its subject.
Also published by Ashgate, Staging England in the Elizabethan History Play:

Performing National Identity, by Ralf Hertel, is a monograph in ten chapters,
with two chapters dedicated to each of its five parts. These parts cover
territory, history, religion, class, and gender. Hertel uses current political
theory in addition to methods established by recent performance studies in a
unique approach to the political drama of the late Elizabethan period, which
covers new ground on the role of the public theatre in the ‘negotiation’ of
English national identity around the turn of the seventeenth century. In terms
of the overall structure of the book, the first chapter of each part concentrates
on historical background, followed by a chapter that pays close attention to a
particular play. In the first chapter of the first part, ‘Plotting England’, Hertel
explores the transformation of territory into homeland, in recognition of the
relevance of territory to manifestations of national identity. He also considers
how ideas of territory were staged. In the following section, the scholar puts
this background to use in an examination of Shakespeare’s 1 Henry IV. The
role of the map, in this play and in King Lear, is discussed in this chapter.
Moving on to Part II, Hertel’s background chapter covers the idea of the
national past and how this was staged, posing the question, ‘How influential
are notions of the past in shaping national identity?’ (p. 77). The play discussed
in the chapter that follows is Richard III, which is examined alongside
Polydore Vergil’s Anglica Historia. Religion is the focus of Part III, which
begins with an exploration of ideas of belief (in the context of national
identity), and considers how belief was staged. The play Hertel goes on to
consider is King John, and the scholar begins this discussion by posing the
question of whether this is a religious play, and examining a scene of anti-
Catholic Protestant rhetoric. Moving on to Part IV, which addresses class,
after an exploration of class and national identity on the stage, Hertel then
discusses 2 Henry VI. In the final section, which is on gender, the scholar
covers gender and national identity, considering whether nationalism is a ‘male
phenomenon’ (p. 193), and whether the history play is a masculine genre.

16 RENAISSANCE DRAMA: EXCLUDING SHAKESPEARE

 at K
eio U

niversity (PU
L

C
 C

onsortium
) on M

arch 18, 2016
http://yw

es.oxfordjournals.org/
D

ow
nloaded from

 

http://ywes.oxfordjournals.org/


In the chapter that follows, Hertel discusses gender in Marlowe’s Edward II as
a play that ‘prominently raises the issue of homoerotic love’ (p. 213). In this
chapter, Hertel asks, ‘What does it mean if Gaveston rather than Queen
Isabella has access to Edward’s body private?’ This prompts the further
question, ‘Does access to the body private imply access to the body politic?’
(p. 219). Overall, in this important work Hertel considers the early modern
stage as a contested space, within which ‘conflicting political positions are
played off against each other’, and he also considers the impact this had on the
‘spectators’ collective identity’ (p. 1). It is an impressive and thorough
contribution to our knowledge of how national identity was constructed and
the role theatre had to play in shaping this construction.
In the same series, in Sensory Experience and the Metropolis on the Jacobean

Stage (1603–1625) Hristomir A. Stanev investigates the five senses upon the
Jacobean stage. This includes acts of performance ‘in which the body senses
and becomes sensed’ (p. 3) in addition to the ‘idea of the sensory metropolis on
stage’ (p. 3). In his original approach, Stanev argues that, ‘Far from dismissing
Jonson’s dramatization of the senses as an isolated obsession with civic
physiology, we should add the names of Shakespeare, Middleton, Dekker,
Webster and Fletcher to the list of those early seventeenth-century playwrights
who specifically linked the sense to the impact of metropolitan culture’ (p. 3).
In the first of his seven chapters, Stanev introduces the idea of the sensory
metropolis and outlines the structure of the book. Chapter 2 is a study of
emerging forms of sensory recognition ‘in descriptions and imaginative
reconstructions of metropolitan and theatrical environments’ (p. 27). In this
endeavour, the scholar turns his attention to plays such as Shakespeare’s The
Tempest in addition to Dekker’s The Shoemaker’s Holiday and Haughton’s
Englishmen for My Money, which are discussed alongside contemporary
publications such as A Counterblast to Tobacco and The Honesty of This Age.
In his third chapter, Stanev pays particular attention to Bartholomew Fair and
The Honest Whore and observes how the two plays ‘use the brothel to stage a
peculiar contest between urban and suburban that mirrors the late Elizabethan
and Jacobean tendency to depict competitive urbanism in distinctly gustatory
terms’ (pp. 56–7). The Puritan and Westward Ho are the focus of chapter 4, in
which Stanev explores the ‘peculiar relationship between early modern ideas of
smell and the dramatic rendition of urban space through its material
constituents’ (p. 83). In his fifth chapter, the scholar returns to The Honest
Whore, which he consults alongside The Pilgrim with a focus, as the chapter
title suggests, on ‘Visible Madness and the Invisible Discernment of Charity’.
After a discussion of Bedlam, Stanev makes the point that ‘Dekker and
Middleton ultimately construe seeing as an unstable sensory mode that alludes
to certain inconsistencies in the visual and moral fabric of metropolitan
experience’ (p. 124). In chapter 6, which is entitled ‘Invasive City Noise,
Alienating Talk, and Troubles of Hearing in Bartholomew Fair and Epicene’,
Stanev argues that the plays examine ‘the increasingly alienating character of
hearing and the diminished value of communication in Jonson’s contemporary
urban milieu’ (p. 135) to a greater extent than has previously been considered,
before making a further exploration of this claim. The final chapter, which
concerns Coriolanus as well as Timon of Athens, provides an interesting
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examination of ‘the early modern distrust of touch as a contagious form of
contact’ (p. 161). In conclusion, Sensory Experience and the Metropolis on the
Jacobean Stage provides a crucial contribution to an underdeveloped area of
research.
Next, Staging Vice: A Study of Dramatic Traditions in Medieval and

Sixteenth-Century England and the Low Countries, by Charlotte Steenbrugge,
is an excellent piece of research which looks at the Dutch influence on English
drama, whilst situating the Vice and sinnekens ‘within their own tradition
better to gauge the similarities and differences between the two dramatic types
and between their dramatic traditions’ (p. 10). As the title suggests,
Steenbrugge’s impressive monograph focuses on dramatic traditions at the
time when the late medieval period transitioned into the early modern, with
specific attention to the Low Countries. The author’s first chapter focuses on
the ‘negative’ or evil characters and abstractions in both English and Dutch
drama. In this chapter, Steenbrugge discusses the Vice and sinnekens as
distinct dramatic traditions, despite their functioning in a number of similar
ways. In the following chapter, the scholar turns to the dramatic functions of
the Vice and sinnekens and the ways in which they are a figure of temptation
for other protagonists, highlighting how the influence of the sinnekens is
‘normally limited to furthering the demise of an already fallen protagonist’
(p. 46). In this regard, Steenbrugge observes that the moral state of the
protagonist from the outset of the play is the main factor in how much
influence the Vice and sinnekens have. In her third chapter, on theatricality,
Steenbrugge assesses the theatricality of the early negative characters in
addition to the later Vice and sinnekens. She also discusses elements of their
characterization, such as ‘emphasis on physicality, emotions, transgressive
language and comedy’ (p. 90). In this chapter, Steenbrugge also explores her
interesting finding that the ‘English Vice seems to be even more theatrical than
his forebears whereas the Dutch sinnekens are often not as lively and vigorous
as the early negative Dutch characters’ (p. 90). Chapter 4 then turns to meta-
theatricality: the scholar explores and discusses her observation that ‘in the
earliest surviving English play texts there is an awareness of the presence of an
audience that is not found to the same extent in Dutch drama’ (p. 159). The
final chapter, which is on historicizing vice, considers how historical events
such as intellectual and religious movements, and the climates they fostered,
impact upon the drama. Overall, Staging Vice provides a stimulating and
valuable insight into English and Dutch dramatic traditions.
Richard Preiss’s Clowning and Authorship in Early Modern Theatre is a study

of stage clowning in the early modern period, which attempts to ‘recover
clowning from beyond the margins of printed plays’ (p. 7). Preiss outlines that
one of the aims of the book is ‘to see clowning not as a mere ‘‘alternative’’
authorship, but as its progenitor, part of an ongoing, dialectical exchange in
which clowns and authors traded positions, gradually disembodying the one
and solidifying the other’ (p. 17). In his first chapter, Preiss considers
authorship and the axis of reception in discussion of a number of early modern
plays. In this chapter, Preiss presents a history of ‘how theatre became
readable’ (p. 59). The second chapter, which is entitled ‘Send in the Clown’,
discusses the evolution of the Vice from Tudor morality to the Elizabethan
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stage clown, the relationship between country clowns and devils, and also
explores clowns as a fusion of the misrule tradition with Jack-a-Lents from
popular culture. As Preiss explains, ‘Jack-a-Lents were originally effigies at
which children threw stones during Lent, a pastime derived from a Shrovetide
custom called throwing-at-cocks, in which a tethered rooster was pelted to
death’ (p. 67). Preiss’s third chapter is the first of three case-study chapters.
This chapter in particular examines how the Elizabethan stage clown Richard
Tarlton ‘was strategically converted into an author-figure for a book trade in
anonymous popular literature’ and how this literature would retroactively
‘render Tarlton anonymous’ and thus ‘expose theatre, like print, as a domain
of reproduction rather than production’ (p. 110). Chapter 4 focuses on Kemp
and his authorship of Kemps Nine Daies Wonder [1600] in order to consider the
implications his leaving his playing company had for his career and reputation.
In his final chapter, the scholar discusses Robert Armin the clown and author,
who replaced Kemp as one of the Lord Chamberlain’s men. In particular,
Preiss examines Quips Upon Questions [1600] and makes the argument that it
‘pretends to be a theatrical document’ but ‘collapses into schizophrenic
monologue when its constituent voices are represented unintelligibly’ (p. 178).
Overall, Preiss’s Clowning and Authorship in Early Modern Theatre is a
fascinating and persuasive study of the Elizabethan stage clown.
Passionate Playgoing in Early Modern England, by Allison Hobgood, takes a

fascinating look at the emotional experiences and implications of witnessing
performances of early modern drama. As Hobgood herself points out, ‘few
scholars have examined early modern playgoing from the perspective of
playgoers themselves’ (p. 2), making this research a valuable and insightful
contribution to this neglected area of scholarly attention. In her first of five
chapters, the author turns her attention to Shakespeare’s Macbeth in
consideration of what she calls the ‘mysterious legacy of fear’ (p. 34)
surrounding the tragedy. In particular she explores how the play confirms
Renaissance playgoing ‘as a dangerous endeavour that conjured contagiously
sickening passions in spectators by employing their knowledge of, as early
modern medical philosophies defined it, fear as bodily disease’ (p. 35). Thomas
Kyd’s Spanish Tragedy is the focus of chapter 2, which examines the
‘emotional afterlives’ of ghosts in the play. More specifically, in this chapter
Hobgood argues that ‘In their constant presence either on the stage proper or
in the gallery above, Andrea and Revenge are essential meta-narrative markers
of an audience’s emotional participation in the ensuing performance’ (p. 66).
In chapter 3, ‘Hazarding Homeopathy in A Woman Killed with Kindness’, the
scholar explores Heywood’s domestic tragedy ‘as pragmatically staging for
early modern spectators illicit and wayward passions as well as the dire
consequences of indulgent humoral appetites and failed emotional regulation’
(p. 98). Returning to Shakespeare in chapter 4, Hobgood considers Twelfth
Night and how Malvolio’s shame ‘is in fact highly contingent upon an
audience’s emotional collaboration’ (p. 129), and presents the interesting
argument that Twelfth Night ‘grappled most keenly with the humiliating
dilemma of bodily exposure as it was cultivated cruelly in and by spectators’
(p. 129). In the final chapter of the book, which is entitled ‘Jonson and the
Pleasure Problem’, the scholar addresses how Jonson’s plays are ‘acutely
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attuned to the reciprocal exchange of feeling in theatre and, more importantly,
to the possibility of its failure or, at the very least, its risky unpredictability’
(p. 160). In conclusion, Passionate Playgoing in Early Modern England is an
important and engaging examination of the emotional experience of playgoing
in the early modern period.
Moving on to articles published in journals in 2014, Lucy Munro’s ‘Actors,

Plays and Performances in the Indoor Playhouses, 1625–42: Boy Players,
Leading Men and the Caroline Ensemble’ (YES 44[2014] 51–68) effectively
explores the repertories of the Caroline indoor playhouses. Munro begins her
essay with actor Ezekiel Fenn from Beeston’s Boys as he took on his first
performance of an adult, rather than a juvenile, male. More specifically,
through a textual analysis of the actor’s first lines in this role, the scholar raises
the question of how the audience would have perceived the masculinity
projected by Fenn. In posing such a question, Munro turns her attention to the
performances of the indoor playhouses between 1625 and 1642, with a
particular focus on ‘the impact that company structure and actors’ careers had
on the shape and content of the repertory’ (p. 52). Munro uses evidence such
as prologues and epilogues that were tailored around specific actors and their
stages of masculinity in support of her claims. Overall, Munro provides critical
insight into aspects of dramaturgy that may have been distinctive to theatres
such as the Blackfriars, the Cockpit, and the Salisbury Court, as well as their
resident companies.
Paul Whitfield White’s article, ‘The Admiral’s Men, Shakespeare, and the

Lost Arthurian Plays of Elizabethan England’ (Arth 24:iv[2014] 33–47),
discusses five lost plays mentioned by the diarist Philip Henslowe that relate to
King Arthur and the Knights of the Round Table, which, the scholar observes,
have never been discussed together. White begins with a discussion of
‘Arthurianism’ in the Shakespearian drama of this period and the general
importance of King Arthur to Tudor royal propaganda. As he turns his
attention to the plays, he notes that ‘Reconstructing the plots and characters
of plays with missing scripts is a daunting and speculate enterprise’ (p. 35).
However, White makes clever use of evidence in order to get closer to these
lost plays: in speculating that the Admiral’s men’s The History of Chinon was
based on Christopher Middleton’s prose romance, he uses the full title of this
work in consideration of the potential narrative of the play. The scholar also
discusses (where possible) records of performance, including the dates and
number of times the play Vortiger was put on. Overall, this is an enjoyable and
illuminating article about early modern Arthurian drama.
‘Reputation and the Red Bull Theatre, 1625–42’ (YES 44[2014] 29–50), by

Rory Loughnane, is an essay that challenges the idea that the Red Bull theatre
was the least reputable of the Jacobean and Caroline theatres in London—an
opinion which, as Loughnane points out, ‘held sway for much of the twentieth
century’ (p. 30). Loughnane offers a fresh consideration of the Red Bull
theatre, overcoming entrenched scholarly views in an objective examination of
the evidence for activities at the Red Bull, ranging from the accession of
Charles I up until the closure of the theatres. In particular, he focuses on
historical incidents at the Red Bull such as the influence of Nathaniel
Tyndale’s crime of matricide in 1624 on Ford and Webster’s lost play, A Late
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Murther of the Sonn upon the Mother. The play distastefully exploited this local
scandal even down to its marketing, and was licensed ‘only days after the
prosecution and conviction ha[d] occurred’ (p. 33). Whilst this led to a lawsuit
against the dramatists, Loughnane points out that ‘the Red Bull was not the
only theatre that showcased plays exploiting local scandals’ (p. 34). This is a
thought-provoking essay that highlights a theatre that is worthy of greater
study.
Kate Aughterson’s ‘The Courtesan and the Bed: Successful Tricking in

Middleton’s A Mad World, my Masters’ (MLR 109:ii[2014] 333–56) poses the
question, ‘How can a consideration of the play’s use of space, the stage
property of beds, and femininity enable ways of interpreting both the
discourses surrounding theatricality in the play and the courtesan herself?’
(p. 334). In this endeavour, the scholar uses a close analysis of Middleton’s
drama in order to suggest how sexualized, unmarried women are portrayed as
the ‘source of modern degeneracy’, but how, ultimately, binary perceptions of
women as either virgins or whores are the catalyst of Folly-wit’s ‘comic
downfall’ (p. 352). Overall, in Aughterson’s fluent, detailed, and engaging
essay, she effectively demonstrates how the bed in Jacobean comedy is a ‘rich
resource for debating the intersections of gender, identity, and theatricality in
early modern drama’ (p. 356).
In her article on ‘The English Reception of Oldenbarnevelt’s Fall’ (HLQ

77:ii[2014] 157–76), Kimberly J. Hackett examines ‘the ways in which the
execution of Dutch statesman John van Oldenbarnevelt in 1619 was
understood and represented by contemporaries in England’ (p. 157), focusing
on Philip Massinger and John Fletcher’s play The Tragedy of John van Olden
Barnavelt. In particular, Hackett explores how the events and tension in the
Netherlands at this time were represented by the dramatists through classical
analogy, thus highlighting the function of the Tragedy in what she describes as
the ‘polarizing political context of late Jacobean England’ (p. 157). After a
discussion of the historical context of the play in addition to how this was
represented in England, the author examines the political commentary evident
in readings of Fletcher’s play, and also assesses its admonitory function.
Hackett’s intelligent understanding of Olden Barnavelt allows her to show how
the voices of the playwrights can be heard ‘among others commenting on the
same events’ (p. 175), suggesting that the play ‘asked the audience to look
beyond the propaganda’ (p. 176).
Gabriel Egan’s article on ‘The Closure of the Theatres’ (YES 44[2014]

103–19; also reviewed in Section 2) provides an illuminating reconsideration of
the implications of the theatres’ closure for Caroline society, as well as for
individuals within the theatre industry. First, Egan considers previous
coverage of this subject, before he turns to the question of the Civil War
and what it meant at the time. Defining his approach, the scholar outlines that
‘To take a view on just why the theatres were closed in 1642 requires taking a
view on what social function they had served in the preceding decades’
(p. 106), and he also explores the impact of the closures on the plays of a
number of dramatists. In conclusion, Egan raises a number of interesting
questions in this insightful article.
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Also on the Civil War, Christopher Matusiak’s essay ‘Elizabeth Beeston, Sir
Lewis Kirke, and the Cockpit’s Management during the English Civil Wars’
(MRDE 27[2014] 161–91) engages with the targeting of the Cockpit in Drury
Lane with vigorous confrontation, and asks to what extent ‘resistance’ in this
theatre ‘might have distinguished its reputation from those of London’s other
wartime venues’ (p. 162). Starting with Mrs Beeston’s playhouse, the author
asserts that, ‘Had the widow Beeston found commercial theatre distasteful, we
can expect her to have liquidated her assets, but instead she retained the
Cockpit’s lease until its expiration in 1656’ (p. 164). Matusiak looks to
previous unexamined records of Christopher Beeston’s entrepreneurship and
‘defiance of the wine drawing ban’ (p. 166) and the Cockpit’s financial
difficulties, raising questions about the implications of business affairs with
‘people beyond the theatrical pale’ (p. 167). Matusiak also examines Sir Lewis
Kirke’s involvement with Mrs Beeston and her theatre, which leads to Kirke’s
ownership of the Cockpit. Kirke’s royalist sympathies are also a focus of this
essay, which concludes with further questions for study, including whether
ideology was ‘a factor in William Beeston’s negotiations with the Sackvilles
and Sir Kenelm Digby to keep the Salisbury Court theatre open after 1649’
(p. 182).
In the same publication, Frank Ardolino’s essay ‘ ‘‘Author and Actor in

This Tragedy’’: The Influence of Apuleius’s The Golden Ass on Kyd’s The
Spanish Tragedy’ (MRDE 27[2014] 110–31) provides insight into Kyd and his
use of the ‘classical tradition’ that, as Ardolino points out himself, has not
been previously discussed (p. 110). In this stimulating article, Ardolino argues
that ‘Kyd is more indebted to the Apuleian tradition of multiple audience
perspectives, hermeneutic detection motifs, and the revelation of secrets
through initiation into the underworld mysteries of Proserpine/Isis’ than has
been acknowledged thus far (p. 110). This claim not only has important
implications for how we look at Kyd’s work but, in turn, for the influence of
Kyd upon Elizabethan and Jacobean drama. Ardolino’s essay culminates in
his argument that the influence of Apuleius on Kyd’s work provides further
proof that The Spanish Tragedy is ‘a revenge tragedy with a political-religious
subtext’ (p. 127).
Finally, ‘How To Make Love to the Moon: Intimacy and Erotic Distance in

John Lyly’s Endymion’, by Gillian Knoll (SQ 65:ii[2014] 164–79), discusses the
erotic distance—and its potential implications—involved in loving the moon,
and argues that ‘Endymion finds fulfillment in what by the end of the play
develops into a shared erotic relation with Cynthia’ (p. 166). Using a close
textual analysis of Endymion, Knoll’s engaging and fluid article culminates in
her conclusion that ‘Desire for something infinite and immense, for someone
perfect and unattainable, can only ever take the form of imaginative pleasure’,
and that ‘Lyly’s Endymion insists that this pleasure is profoundly erotic’ (p. 179).

(b) Marlowe

The year 2014 saw a slight decrease in the critical output on Marlowe
compared to the preceding year. To some extent, the published material also
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presents a familiar picture: Doctor Faustus remains very much the critical
focus, while the other plays and the poetry receive varying degrees of attention.
However, other, quite interesting, tendencies can also be traced. The author of
last year’s YWES review of Marlowe studies, Chloe Preedy, noted that Edward
II was a ‘surprisingly rare presence in critical discussion’ (YWES 94[2015]
463). The welcome news from such a perspective is that a significant number of
studies were published on this play in 2014, focusing mostly on aspects of
politics and gender. Apart from a series of book chapters and journal articles
on Edward II, a new version of a student edition was released and an issue of
Shakespeare Bulletin (ShakB 32:iii[2014]) was themed ‘Derek Jarman and ‘‘the
Renaissance’’ ’ and featured three articles on Jarman’s 1991 adaptation of
Marlowe’s play. Among important themes in Marlowe criticism, Christian and
Islamic religious contexts continue to be vital areas of research, with
substantial contributions on Tamburlaine and Doctor Faustus. By contrast
Marlowe’s poetry received less attention, with the notable exception of M.L.
Stapleton’s Marlowe’s Ovid: The Elegies in the Marlowe Canon, the only book-
length study to focus on Marlowe exclusively in 2014. Similarly, critical
attention to The Jew of Malta was relatively limited, with one article discussing
the influence on the play of medieval mystery plays, and part of a book
chapter that places The Jew within the context of foreign politics. Dido Queene
of Carthage receives treatment in whole, or parts of, articles, while the Ramus
scene of The Massacre at Paris was subject to wide-ranging contextualization
in one essay.
As usual, Doctor Faustus was well represented this year, and criticism on the

play can be said to continue exploring two well-known critical paths, or
intersections between them: on the one hand the aesthetic and literary
contexts, and on the other hand how religion and theology inform the play.
A distinct example of the first category is Bryan Lowrance’s ‘Marlowe’s Wit:
Power, Language, and the Literary in Tamburlaine and Doctor Faustus’
(MP 111:iv[2014] 711–33), which charts the concept of ‘wit’ and how it informs
Marlowe’s plays. Lowrance’s argument is that Marlowe’s plays reflect the
central meaning of wit (and its closest Latin equivalent, ingenium) as the
capacity of imagination and linguistic skill to transform into actuality. Wit
becomes the process in which Tamburlaine’s rhetoric attempts to materialize
into an earthly crown and Faustus’s intellectual aspiration strives towards
material wealth. At the same time, in Marlowe’s plays this process is a source
of dissatisfaction, even alienation, Lowrance argues, drawing on Freud’s
discussion of the latter concept. Lowrance’s reading locates this alienation in
the historical circumstances of Marlowe’s own life, but also in the emerging
sense of literature as an autonomous discourse in the sixteenth century.
Lowrance’s study thus places wit in the context of both biography and the
Elizabethan system of education, and stresses the extent to which rhetorical
and poetic skill were essential for the humanist vita activa. Persuasively,
Lowrance charts a conflict here between lofty educational ideals and actual
employment situation; as is well known, authors like Marlowe became authors
precisely because they could not get the positions they were educated for. To
Lowrance, Marlowe’s understanding of wit arises out of this conflict. While
Lowrance’s actual readings of Tamburlaine and Doctor Faustus could have
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engaged more with existing criticism on closely related topics such as
eloquence and aspiration, they also show that wit—both as an actual term
and as a practice—is a crucial aspect of the plays. Lowrance justly argues that
wit ‘emerges as fundamentally ambivalent’ (p. 719), but perhaps neglects the
full extent of that ambivalence in the humanist understanding of the term; for
example, Roger Ascham’s distinction between ‘hard’ and ‘quick’ wits in The
Scholemaster [1570] is a case in point which could have shed more light on his
argument. Although it is no news that Renaissance rhetoric informed
Marlowe’s plays, Lowrance’s focus on wit together with its anchoring in the
specific biographical and educational circumstances of Marlowe’s career opens
up an extremely rich array of contexts for the plays themselves.
The other tendency—the focus on the theological context of Doctor

Faustus—is exemplified by James Ross Macdonald’s ‘Calvinist Theology and
‘‘Country Divinity’’ in Marlowe’s Doctor Faustus’ (MP 111:iv[2014] 821–44).
This article takes on the role of the devils in the play and claims that they
represent diverse or even conflicting religious allegiances. While the A-text of
the play has been considered theologically divergent from the B-text in
committing itself more obviously to a Calvinist cause, Macdonald sees the A-
text as embodying theological contradictions within itself. Particularly, to
Macdonald the play veers between staging a devil enclosed by the all-
embracing nature of Calvinist providence and the more actively malignant
devil represented in Elizabethan popular culture. In setting up this argument,
Macdonald’s article engages with a vast critical field; the research on the
theological and specifically Calvinist implications of Doctor Faustus is of
course extensive and has even seen an upsurge in the last couple of years, with
several publications from 2012 onwards (some of which have been reviewed in
previous issues of YWES). However, Macdonald shows a solid grasp of this
discussion, and the theological contextualization is a particular strength of his
analysis, as could be expected from an article on this topic. Of course, the very
nature of Macdonald’s argument raises the question whether early modern
drama was ever theologically ‘pure’ in its representation of infernal powers.
At the same time, his discussion modifies the critical debate on a number of
significant points, most notably in his productive insistence on the play (rather
than its different textual versions) as a diverse and multidimensional staging of
religious beliefs.
A further discussion of the theological aspects of Doctor Faustus is in David

K. Anderson’s Martyrs and Players in Early Modern England: Religion and
Violence on Stage, which features a chapter (pp. 152–82) that was partly
published in ‘The Theater of the Damned: Religion and the Audience in the
Tragedy of Christopher Marlowe’ (TSLL 54:i[2012] 79–109; previously
reviewed in YWES 93[2014] 464). The revised version adds a wider contextual
sweep in placing Doctor Faustus in a discourse on despair and theology that
draws on material such as Thomas Cranmer’s biography as well the account of
his death in Foxe’s Acts and Monuments. The argument, however, remains
focused on theological tensions and how Marlowe’s hero makes impossible an
unequivocal condemnation of him by the audience.
The intellectual and theological contexts of Doctor Faustus, as well as the

later reception history of Marlowe outside English-speaking countries, are the
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focus of Roy Eriksen’s short article ‘Carducci Reads Marlowe: Dante and
Doctor Faustus (B-Text)’ (CahiersE 85:i[2014] 57–66). His article calls
attention to the Italian Nobel laureate Giousé Carducci, who, Eriksen
suggests, was the first to connect Marlowe with Dante’s Divina Commedia, in
the Elegia XXXII, published in 1882. Such a connection is warranted since
links between Inferno and Doctor Faustus can be found in terms of tone and
atmosphere, but also, Eriksen suggests, in more specific parallels between
Cantos XVII–XIX and the winged dragon—altered from the Faustbook’s
flying horse—that Faustus and Mephistopheles ride upon to Rome. Eriksen
looks into the theological implications of this intertextual relation, specifically
the criticism of the papacy in the Inferno and the humiliation of the Pope in
Faustus. While religion and intertext are clearly at the focus of Eriksen’s
analysis, his article can in effect be said to suggest two areas of interest:
Marlowe’s possible use of Divina Commedia in Doctor Faustus and the way in
which Marlowe was construed in nineteenth-century European culture.
Although Eriksen’s article does not entirely reconcile these two aspects, it
provides very rich material for further discussion and research into both.
Another, equally original, take on the issue of religious orthodoxy and

intertextual relations in Doctor Faustus can be found in Pauline Ruberry-
Blanc’s chapter ‘The Witch of Edmonton: The Witch Next Door or Faustian
Anti-Heroine’ (in Hillman and Ruberry-Blanc, eds., Female Transgression in
Early Modern Britain: Literary and Historical Explorations, pp. 51–70). While
Ruberry-Blanc’s main interest is focused on her reading of Dekker, Ford, and
Rowley’s play, she suggests that Elizabeth Sawyer’s claims to status register
echoes of Faustian aspiration. Beyond the general and obvious parallels
between the plays with respect to witchcraft, Ruberry-Blanc detects more
specific similarities, for example in their treatment of the association between
dogs and devils (such as the character Dog in The Witch), and claims that the
parallels may have been specifically selected because they would have
resonated with audiences that knew Doctor Faustus. She also teases out a
number of intertextual connections between Marlowe’s play, the Faustbook,
and Greene’s Friar Bacon and Friar Bungay. Her account, in other words,
exemplifies a focus on the intersection of religious and literary contexts, which
is—from quite another perspective—reflected in Eriksen’s article as well.
More specific discussions of religious aspects continue to inform criticism on

Tamburlaine, notably in Joel Slotkin’s ‘ ‘‘Seeke out another Godhead’’:
Religious Epistemology and Representations of Islam in Tamburlaine’
(MP 111:iii[2014] 408–36). Slotkin locates his argument in the extensive
debate on religion, especially in Part 2 of Tamburlaine, where the protagonist
of course burns the Qur’an. Previous criticism has tended to see the scene as
evidence of religious orthodoxy or subversive contempt for religion—with a
biographical dimension present in both—and the representation of Islam as
primarily a figuration of the political and economic issues in the period.
Slotkin’s essay attempts to trace Marlowe’s play back to the theological
context, with 2 Tamburlaine dramatizing the search for religious knowledge
amidst the pervasive religious schisms of Marlowe’s time. Specifically two
forms of religious scepticism are traceable in Tamburlaine, according to
Slotkin: the ‘Machiavellian’, which implies that religion is a form of
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manipulation, and the ‘Pyrrhonic’, which instead encourages religious enquiry.
Discussing Tamburlaine’s own religious inconsistency as an example of such
enquiry, Slotkin contends that Marlowe’s play ‘explores the implications of
different forms of belief’ (p. 415). Even Muslim belief is not presented in a
uniformly negative light, since the play, for example, appears to depict the loss
of faith more as a sign of abjection than as an example to follow. Slotkin draws
on a wide array of characters in the play, such as Orcanes in Part 1, to support
his claim that it dramatizes the quest for religious knowledge, but also sees the
protagonist as less one-sided in his intolerance than previous criticism has
acknowledged. As Slotkin contends, both Orcanes and Tamburlaine seem to
express yearning for ‘another Godhead’ and hint at the availability of a more
transcendent deity. While it remains an open question whether religious
tolerance can ever be a significant dimension of Marlowe’s play, Slotkin’s
essay challenges a number of received notions of Islam and Christianity in
Tamburlaine and thus represents a welcome continuation of critical discussions
that are likely to remain high on the agenda for a quite some time.
This year’s most significant study on The Massacre at Paris is John

Guillory’s ‘Marlowe, Ramus, and the Reformation of Philosophy’ (ELH
81:iii[2014] 693–732), which focuses on the brief sequence in Marlowe’s play
where Ramus, the ‘Kings Professor of Logick’ appears. This is clearly a scene
that invites the type of reading Guillory submits, since it stops up the stage
action in favour of a surprisingly detailed academic quarrel. Guillory largely
eschews the implication of religious overtones (a point frequently made by
previous criticism), since the scene itself never refers to theology—‘Ramus’s
Protestant beliefs do not figure in the scene at all’ (p. 696), and Marlowe’s
account focuses entirely on Ramus’s attachment to philosophy. Instead
Guillory, while acknowledging the virulently anti-Catholic tendency of the
play, sets The Massacre in the context of contemporary academic debate in
and outside Cambridge during Marlowe’s time. Gabriel Harvey’s Ramist
connections are obviously well known, but Guillory introduces a series of
debates that have been little discussed in the context of Marlowe’s play, such
as that involving William Gough, an arts student known to have been
‘infatuated’ with Ramist doctrine. In this light, the debate in The Massacre
becomes not so much an expression of religious conflict as ‘the sublimated
violence of the social form of disputation itself’ (p. 703). For Guillory,
moreover, The Massacre enacts a tendency found in all of Marlowe’s plays, a
tendency towards ‘the pose of philosophical detachment’ (p. 710), a ‘negation’
with an acknowledged relation to the ‘will to absolute play’ that Stephen
Greenblatt once detected in Marlowe. It is the Ramist method, more than any
specific religious implication, that sparks off the debate in The Massacre and
the academic context on which the play draws. Guillory’s extensive context-
ualization can make the connection to Marlowe’s play somewhat thin at times,
but as a discussion of the intellectual conditions that shaped early modern
Europe, Marlowe’s Cambridge, and to some extent The Massacre, his article
as a whole is quite thought-provoking and full of insights.
Another form of context is suggested by Catherine Willits’s ‘The Dynamics

and Staging of Community in Medieval ‘‘Entry into Jerusalem’’ Plays:
Dramatic Resources Influencing Marlowe’s Jew of Malta’ (MRDE 27[2014]
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78–110). Willits initially suggests that Tamburlaine and Doctor Faustus, unlike
The Jew of Malta, have received due attention to their medieval dramatic
influences, a claim that perhaps overstates the case somewhat since the
medieval aspects of The Jew of Malta were subject to extensive treatment in
David Bevington’s From ‘Mankind’ to Marlowe as early as 1962. That said, her
study focuses on a more specific genre, the mystery play, and argues that The
Jew of Malta draws on the sense of community established in the York,
Chester, and N-town entry plays, although Marlowe’s play also engages with
these texts ‘in order to destabilize further the concept of a coherent
community’ (p. 78). Her contention is that all the three entry plays depict
community as irreconcilably heterogeneous, a notion that The Jew of Malta
draws upon and emphasizes. Willits can be said to make a familiar observation
on Marlowe’s play—that it depicts a heterogeneous, indeed crumbling,
society—but places it within the different context of medieval drama. At the
same time, that very heterogeneity opens up the possibility of seeing Barabas,
the quintessential outsider, as a paradoxically central figure in a community
based on vice and greed. The difference from the mystery plays, according to
Willits, is that Marlowe ‘forces his audience to see the unsettling ineffaceability
of the marginal’ (p. 109). Willits’s argument rests upon the idea that
‘community’ as represented in Marlowe’s play can be specifically traced back
to a medieval literary genre, and although she shows that that genre continued
to be influential into the seventeenth century, it is ultimately hard to prove a
specific line of influence on The Jew of Malta. Despite this, her article is a
notable contribution to an area—that of Marlowe and medieval drama—that
merits further scholarly work.
Another, much shorter, discussion of Jew of Malta can be found in Eric

Griffin’s ‘Shakespeare, Marlowe, and the Stranger Crisis of the Early 1590s’
(in Espinosa and Ruiter, eds., Shakespeare and Immigration, pp. 13–36) which
locates Marlowe’s play together with a number of Shakespearian plays in the
context of Elizabethan attitudes towards strangers. Griffin uses the pamphlet
A Fig for the Spaniard or Spanish Spirits, which was sanctioned by the
government, as an example of the official propaganda that was spread during
the early years of the 1590s, and observes that several Shakespearian plays,
which were apparently written during these years, tap into the general
atmosphere of social unrest at the time. The Marlovian interest of Griffin’s
article is in its suggestion that The Jew of Malta can be located in the context
of the attitudes towards strangers as represented in the Dutch Church Libel
and The Book of Sir Thomas More, and that Marlowe drew on the general
propagandist sentiment in his play. This contextualization is relevant even if
Griffin’s article features little direct engagement with the text of The Jew of
Malta.
As for criticism on Dido Queen of Carthage, Sheldon Brammall’s ‘ ‘‘Sound

this angrie message in thine eares’’: Sympathy and the Translations of the
Aeneid in Marlowe’s Dido Queene of Carthage’ (RES 65[2014] 383–402)
discusses the specific textual relationship between Marlowe’s play and its
principal source. In engaging with previous critical work on the Virgilian
connections of Dido, Brammall takes the position that Marlowe’s play is
significant not because it departs from Virgil (a point frequently made) but
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because it is so close to it, indeed translates directly from it. At the same time,
Marlowe avoids incorporating epic elements such as the chorus into his play—
according to Brammall a distinct innovation compared to the five previous
Continental and English Dido plays he cites. Brammall does not consider
theatrical practices as a possible reason for this absence in Marlowe’s play but
emphasizes the way in which the lack of sympathetic chorus voices creates a
discrepancy between, on the one hand, the absence of a unifying commenting
voice and, on the other, the presence of Virgilian authority in the form of
direct translations. In Brammall’s reading, Marlowe’s ‘stark moments of
translation’ (p. 402) in the end create an even more poignant presentation than
Virgil’s of the heroes’ thwarted desires. Brammall’s distinction between free
writing and direct translation is perhaps somewhat too sharp, in the light of
the extensive scholarly work that has been done on Renaissance imitation (a
concept not much dealt with in his article). But as an exploration of an original
critical position and as a rich investigation into the Virgilian context of
Marlowe’s play, his article has strong merits.
An emphasis on material more than aesthetic conditions informs Chloe

Preedy’s ‘(De)Valuing the Crown in Tamburlaine, Dido Queen of Carthage,
and Edward II’ (SEL 54:ii[2014] 259–77), which takes as its starting-point the
double meaning of ‘crown’ in early modern England: the royal diadem and the
coin. Claiming basically that the royal diadem is rewritten as a marketable
commodity in three Marlovian plays, Preedy’s article engages with early
modern conceptions of kingship, notably—and justly—the well-known notion
of the king’s two bodies. While Preedy’s close readings of the plays are focused
and well founded, they also open up a wide-ranging discussion of early modern
monarchy. In Tamburlaine, the notion of divine sanction through the crown is
questioned, it being hinted instead that ‘brute force’ (p. 263) is a decisive
factor, and Preedy explores a wider context of early modern scepticism on
authority through divine right. Dido similarly jeopardizes assumptions about
divinely endorsed rule by her strenuous effort to secure the presence of Aeneas
in Carthage, and Edward II appears to have the most fully developed sense of
the crown as a mere token that could be exchanged at will—in this reading, the
king brings the sacred nature of kingship in question and opens up for his
barons to take over the crown. Thus, Preedy’s Marlowe ‘encourage[s] readers
and spectators to recognize and question the spiritual concepts of divine-right
monarchy that underpin the realities of secular authority, without necessarily
condemning their presence’ (p. 275), and there is more than a hint of the
Machiavellian hero in her contention that ‘True power, in Marlowe’s drama,
belongs to the protagonists who can unflinchingly accept that divine-right rule
may be an illusion yet nonetheless exploit the premise to complement their use
of secular force’ (p. 275). Perhaps the general economic context of Preedy’s
analysis could have been more consistently explored, especially the Marxist
implications of concepts like the oft-repeated ‘commodity’, although its wide-
ranging exploration of the political philosophy at stake in Marlowe’s plays
represents a most welcome contribution to the field.
As stated, 2014 saw a number of other publications with relevance to

Edward II. Apart from several critical articles, a revised New Mermaids
edition of Edward II was published (edited by Martin Wiggins and Robert
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Lindsay) with a new introduction by Stephen Guy-Bray (pp. vii–xxviii).
Edward II is arguably the play by Marlowe that is in most need of such
updating, given for example the critical turn towards aspects of sexual politics
in the 1990s and onward. Appropriately, Guy-Bray’s account is focused on the
aspect of sodomy but also on how sodomy shapes the politics and audience
sympathies of the play. To Guy-Bray, much subversive potential of Marlowe’s
play lies in its representation of the monarch not as necessarily ‘weak’ but as a
king who eschews war yet comes across as sympathetic for that very reason. In
addition, a short but useful discussion on ‘Marlovian aspects’ (pp. xxiii–xxvi)
considers how Edward II relates stylistically and thematically to other plays in
the Marlowe canon.
The autumn 2014 issue of Shakespeare Bulletin had a focus on Derek

Jarman, with three articles on his film version of Edward II and the separately
published Queer Edward II (both from 1991). While Jarman’s works certainly
have been the topic of numerous academic analyses, the articles have a
relevance to Marlowe scholars since they also engage with the theoretical
frameworks that have influenced criticism on the play. In ‘ ‘‘To the future’’:
Derek Jarman’s Edward II in the Archive’ (ShakB 32:iii[2014] 429–50) Pascale
Aebischer usefully traces a textual history, that of the history and development
of Jarman’s screenplay, from Jarman’s first encounter with Edward II in a
student edition in the 1960s to the rewrites that took place during the shooting
of the film. Apart from suggesting the complex political agenda that informed
Jarman’s work with the film, Aebischer’s well-documented account is also of
interest because it shows how Jarman gradually distanced himself from his
initial close adherence to Marlowe’s play and rearranged it into a more
episodic structure; in that sense, it raises issues as regards playtext versus
contemporary performance. Alexandra Parsons’s ‘History, Activism, and the
Queer Child in Derek Jarman’s Queer Edward II (1991)’ (ShakB 32:iii[2014]
413–28) instead focuses on Queer Edward II, the text that was published
alongside the release of the film. Parsons locates this work in the broad
political and theoretical context that informed Jarman’s work, noting for
example that the Queer Edward II was a largely collaborative project and
engaged with the text on the level of, for example, physical appearance.
Jarman’s use of Marlowe, Parsons argues, makes Queer Edward II an ‘activist
text’ that stresses ‘the continuity of same-sex desire across time’ (p. 421). For
Jarman, ‘intercourse has never occurred in private’ and Parsons’s discussion
elucidates how the personal and the political intermingle in the agenda of
Queer Edward II. Lee Benjamin Huttner’s ‘Body Positive: The Vibrant Present
of Derek Jarman’s Edward II (1991)’ (ShakB 32:iii[2014] 393–412) picks up on
the issue of temporal relations and claims that the obvious ‘anachronicity’ of
Jarman’s film has less to do with the insertion of contemporary phenomena
into a Renaissance play than with its insistence on the present as shaped by the
past—and the identification of the body as the site of this conflict. In Huttner’s
theoretically well-informed account, ‘Jarman excavates history to locate scenes
of oppression mirroring those of his own present’ (p. 409), and the ‘queer body
positive’ hence becomes ‘unmoored’ (p. 412) as an entity that exists not only in
one time, but over time.
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It is perhaps a testimonial to the degree of interest taken in Edward II that
no fewer than two essays on this play focused in various ways on stage
directions. Thomas P. Anderson’s ‘Surpassing the King’s Two Bodies: The
Politics of Staging the Royal Effigy in Marlowe’s Edward II’ (ShakB
32:iv[2014] 585–611) returns to a well-known theme in criticism on the play:
its connection to early modern political theory and monarchic rule. While
showing clear awareness of this scholarly context, Anderson looks into aspects
of royal funeral ritual and suggests that the hearse that may have been
represented on stage would also have had a royal effigy on top. This image of
the king, Anderson argues, becomes a ‘prosthetic’ body that not only
represents but renders hollow the idea of royal absolutism. His analysis draws
on actual historical circumstances and dramatic practice during Marlowe’s
time and also considers (as the title suggests) the influential discussion
stemming from Kantorowicz’s classic The King’s Two Bodies. In connection
with later revisions of Kantorowicz, Anderson contends that the final
moments of Edward II represent a ‘hybrid form of authority’ (p. 599)
reflecting both the sacred nature of kingship and the idea of the republican
commonwealth. In that context the effigy, which according to Anderson could
have been embodied by an actor, disrupts the continuity between sovereign
and political body. The very theatrical staging of the work, in other words,
renders the notion of absolutism problematic. An inevitable problem with this
analysis is that it requires considerable speculation as to actual staging, since
the play as we have it does not say anything about an effigy (although later
editors certainly have had opinions as to the presence of a royal hearse, and
the dialogue of the play makes reference to a hearse, at least prior to the final
scene). Moreover, audience reception is a dimension that receives relatively
scant attention in the essay. Yet Anderson’s focus on a specific instance of
visual ritual allows for a wide-ranging discussion that encompasses both
political context and theatrical practice and creates a productive dialogue
between them.
Christopher Shirley’s concisely entitled ‘Sodomy and Stage Directions in

Edward II’ (SEL 54:ii[2014] 279–96) engages with another assumption behind
much criticism: the suggestion that Edward is executed by a red-hot spit thrust
up his anus, despite the fact that there is no stage direction that says so. In
Shirley’s argument, it is precisely by omitting this stage direction that the play
undercuts the category of ‘sodomy’ and produces a critique of the legal
categorization of Edward and Gaveston as ‘sodomites’. Acknowledging both
the source for the scene in Holinshed’s Chronicles (which of course describes
the use of the spit in some detail) and the various solutions suggested by
modern editors, Shirley claims to identify two tendencies in approaching the
sodomy of Marlowe’s play: either a buried homophobia that reads the play’s
supposed misogyny in the light of Marlowe’s biography, or a ‘salvific’ (p. 282)
reading that charts a pro-sodomy agenda in Edward and Gaveston’s
relationship. Shirley’s somewhat surprising move is to go back to Alan
Bray’s classic Homosexuality in Shakespeare’s England [1982] to emphasize
that the indeterminacy of Edward’s death as represented in the play also
mirrors a general indeterminacy of sodomy as a category. Likewise, the play
sets up a sense of indeterminacy of interpretation, reflected not only in the
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ambiguity of the stage direction but in the entire narrative arc of the play. To
Shirley, the play allows for differing generic interpretations, encompassing a
‘political history of tyranny’ in addition to ‘an erotic tragedy of sodomy’
(p. 289), depending on the knowledge the audience would have had of either
pattern. The printed version’s refusal to provide clear knowledge as to
Edward’s manner of death lays bare the audience’s attempt to make sense of
the action, thus ultimately revealing sodomy as an indistinct and futile
category. Shirley’s essay has a strong argumentative thrust even as it tends to
pull in different directions; for example, the references to critical bibliography
in the first section of the essay remain a relatively underexplored track in the
analysis itself. At the same time, by his engagement with established criticism,
Shirley shows that the familiar debate on gender, sexuality, and sodomy in
Marlowe’s play is still capable of taking new and provocative turns.
The final chapter of Ralf Hertel’s Staging England in the Elizabethan History

Play places Edward II at the end of a series of readings that consider the role of
theatre in shaping political awareness. Hertel’s initial suggestion—that
criticism has mostly claimed Edward II to be about an individual rather
than about politics—is somewhat surprising, given the proliferation of
contemporary scholarly work from perspectives that parallel his own (needless
to say, the many readings that focus on Edward and Gaveston’s homoerotic
relationship do so because they see a political dimension in it). Hertel’s
account locates much of the politics of the play in the flaunting of
homoeroticism and insists that it is precisely in the public, political sphere
that Edward’s sodomy becomes problematic, as it parades the lack of unity
between king and country, between the bodies of the realm. While part of
Hertel’s analysis tends to rehearse familiar aspects of criticism on the play, it
adds a welcome degree of complexity in its observation that the intermingling
of sexuality and politics in the play also has consequences on the level of genre:
tragedy and history play are merged (p. 218). Moreover, Hertel traces a series
of absences that taken together can be said to represent the overall political
core of Edward II: the transference of politics from religion and morals to a
purely man-made affair ‘is precisely the political message of Marlowe’s play’
(p. 220). Similar to divine providence, the idea of the nation as ‘common weal’
is also notably gone from Edward II. Gender roles are, furthermore, inverted,
with an effeminate king and a manly queen overlapping in their attempts to
gain power over the kingdoms. If this bleak drama, then, is ‘about’ national
identity, it rather makes the absence of unifying powers visible. In Hertel’s
reading, Marlowe’s play generates a desire for community and (masculine)
stability precisely through its non-representation of such values.
Two more general readings of the Marlowe canon focus on aspects of

liminality. Lisa Hopkins’s Renaissance Drama on the Edge justly assigns an
important role to Marlovian drama in her analysis of the preoccupation with
borders, both physical and mental, in the theatre. Hopkins emphasizes
Marlowe’s significance as a playwright unusually fascinated with walls and
fortifications, and while this observation is largely familiar in itself, Hopkins
teases out a wealth of implications suggesting that physical walls can be a sign
of vulnerability as much as a token of safety. But ‘edges’ also imply borders
other than walls, and Hopkins devotes a specific chapter to the aspect of
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sexuality and borders, with a focus on Hero and Leander and its exploration of
a liminal territory between Asia and Europe, male and female, human and
divine. Similar boundaries are explored—and subverted—in Edward II, which
of course makes explicit use of Hero and Leander, but also in The Massacre at
Paris, with its troubled staging of porous national and sexual borders.
Hopkins’s book offers relatively brief but persuasive close readings and locates
the theme of boundaries firmly in the wider context of Elizabethan drama,
including Shakespeare.
If ‘boundaries’ can be said to be a familiar theme in Marlowe criticism,

related aspects like ‘entrapment’ and ‘enclosure’ are no less so. Especially from
studies like Marjorie Garber’s seminal 1977 essay, ‘ ‘‘Infinite riches in a little
room’’: Closure and Enclosure in Marlowe’, it has been a critical common-
place to examine how Marlowe’s plays explore issues of spatial and temporal
liminality. The latest contribution to this critical focus is Julián Jiménez
Heffernan’s ‘Impasse in Marlovian Drama: A Badiou Perspective’ (CompLit
66:i[2014] 71–94), which prefers another term than the above mentioned ones
but builds upon previous theorizations of Marlovian drama. Heffernan’s use
of Alain Badiou aims to shed light on the peculiar nature of subjectivity in
Marlowe’s ‘splendidly nasty plays’ (p. 92): the refusal to comply with exactly
the metaphysics of the subject that Heffernan traces in an array of previous
readings by, for example, Stephen Greenblatt, Jonathan Dollimore, and Alan
Sinfield. In Heffernan’s account, Badiou’s pessimism about the existence of
communal identity is reflected in the ‘impasse of clashing disloyalties and the
deadlock of overlapping truth-domains’ (p. 92) represented by Marlovian
drama. While the metacritical and theory-laden discussion of Heffernan’s
article can almost be said to produce a critical impasse in itself, his readings of
Marlowe’s plays justly emphasize the political work they do—and their
elusiveness to well-meaning categories like ‘community’ and ‘identity’.
Finally, and as stated, it is reassuring to note that the most extensive

contribution to Marlowe studies during 2014 dealt not only with expected
texts such as Faustus or Tamburlaine but with Marlowe’s poetry, particularly
his translations. M.L. Stapleton’s Marlowe’s Ovid: The Elegies in the Marlowe
Canon grows out of a long-standing interest in the reception and transform-
ation of the Amores, as witnessed by his previous Harmful Eloquence: Ovid’s
‘Amores’ from Antiquity to Shakespeare (UMichP [1996]), which also discussed
Ovid’s Elegies. The importance of Ovid to Marlowe and his career is a well-
trodden path in criticism since the 1990s, with Patrick Cheney’s Marlowe’s
Counterfeit Profession: Ovid, Spenser, Counter-Nationhood (UTorP [1997]) as a
seminal work. Stapleton is obviously well aware of this context and a
substantial part of his introductory discussion is spent in defining his position
vis-à-vis Cheney’s. What Stapleton suggests is a more moderate claim
assuming a less specific order of composition of Marlowe’s works than
Cheney’s. At the same time, a basic tenet underlying Stapleton’s discussion is
that Ovid’s Elegies were ‘apprentice or student work’ that ‘functioned as
preparation for a career in the theater writing speeches and creating
characters’ (p. 28). In scrutinizing all of Marlowe’s plays as well as Hero
and Leander, Stapleton considers a series of significant intellectual and
aesthetic contexts, such as Erasmian humanist pedagogy and the relation of
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Marlowe’s translation to the genre of the sonnet sequence. Also notable is
Stapleton’s comparative examination of the two early editions of Marlowe’s
translations, All Ovids Elegies and the selection found in Epigrammes and
Elegies. While the comprehensive treatment of Ovid and the specificity of the
focus inevitably make for stronger and more persuasive material in some of the
chapters, Stapleton’s study is a rich contribution to the field that justly stresses
Ovid’s importance to Marlowe in terms of style and dramatic craftsmanship.
In its scope and refreshing focus it also represents, to this reviewer, a most
appropriate end to this year’s survey of critical work on Marlowe.

(c) Jonson

Critical attention was divided fairly evenly this year across the range of genres
in which Jonson wrote, although, as ever, plays and masques proved
somewhat more popular subjects of study than poetry. Epicœne featured
particularly prominently, forming a key part of discussions around both early
modern economic thought and conceptions of gender. These issues were
further discussed in the context of other plays, including The Alchemist,
Bartholomew Fair, and The Staple of News. Questions of interdisciplinarity in
the study of the masques received considerable attention, as did Jonson’s
classical learning, and several essays began to build on the scholarship of the
recent Cambridge edition of Jonson’s works.
The familiar pairing of Jonson with Shakespeare also surfaced this year, a

reminder that Jonson is still sometimes defined not by who he was, but rather
by who he was not. Shakespeare Quarterly and Shakespeare Bulletin both
produced special issues under the title ‘Not Shakespeare’, and both acknowl-
edged the shadow cast by Shakespeare over scholarship on his contemporaries.
Both journals sought to interrogate the relationship between Shakespeare and
Jonson (among others). Shakespeare Quarterly attempted a reversal of the
S/�S relationship through essays in which, as Lars Engle, ‘Introduction to
‘‘Not Shakespeare’’ ’ (SQ 65:ii[2014] 105–8), notes ‘Shakespeare forms the
background for the study of other English Renaissance dramatists’ (p. 107);
whilst Shakespeare Bulletin provided at least one essay that used the power
dynamic inherent in S/�S as a way in to thinking about the creation of
Shakespeare’s status in modern media.
In ‘ ‘‘You have no voice!’’: Constructing Reputation through Contemporaries

in the Shakespeare Biopic’ (SB 31:i[2014] 11–26), Peter Kirwan examines the
presentation of Shakespeare’s contemporaries in Roland Emmerich’s
Anonymous and John Madden’s Shakespeare in Love, as a means of
understanding how Shakespeare’s reputation is constructed and maintained in
contemporary culture. His reading of Ben Jonson, Christopher Marlowe,
Thomas Dekker, Thomas Nash, and John Webster, as performed over the two
films, is of writers ‘used deliberately and systematically to lay the foundations
for treatments of Shakespeare as exceptional’ (p. 12). Within this group,
however, Kirwan draws a distinction: Dekker, Nashe, and Webster become
‘fanboy’ caricatures for comparison with the ‘Romantic genius established for
Shakespeare’; Jonson, on the other hand, along with Marlowe, functions in a
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more sophisticated manner, serving ‘to question the nature of memorialization,
recognition and connoisseurship in preference to unquestioning fandom’ (p. 7).
In Anonymous, Jonson is still subordinated to Shakespeare (or de Vere) in
predictable ways—his play set up as light entertainment against a montage of
rapt audiences at spectacular Shakespeare productions—but unlike Dekker and
Nashe, who are presented with limited critical faculties, Jonson is positioned as
a writer sought out for his appreciative critical thinking. Shakespeare’s writing
must be read through the lens of Jonson’s approval, and so in Kirwan’s reading,
‘not-Shakespeare’ and ‘Shakespeare’ are indubitably linked: the latter is unable
to exist in its modern idealized incarnation without the former, and Jonson
comes to serve, in the film, as one of ‘the best guides we have to an
understanding of Shakespeare’s worth’ (p. 22).
Bradley D. Ryner is one of several scholars to discuss the intersection of

Jonson’s writings with early modern ideas of economics. In Performing
Economic Thought: English Drama and Mercantile Writing, 1600–1642 (also
discussed in Section 3(a)), he uses the playwright as a case study to
demonstrate ‘how economic thought during this period was ‘‘performed’’ in
the double sense of how it was represented and how it was actually done’
(p. 1). Ryner maps ‘the representational techniques available to playwrights’
onto those available to mercantile writers from the same period and suggests
the interpretative freedom available to theatrical writers such as Jonson
allowed for ‘a more nuanced exploration of economic systems’ (p. 1) than
mercantile writers could achieve. In the fifth chapter of this book, which
elsewhere considers writers such as Philip Massinger, Thomas Middleton,
William Shakespeare, and Thomas Heywood, Jonson’s writing is paired with
that of English customs official Thomas Milles as a means of exploring
whether abstract representation was a viable technique for discussions of
economic reality in early modern England. Comparing Milles’s mercantile
treatises with Jonson’s The Staple of News [1626], Ryner notes the use of
allegorical characters in both texts but reveals, through a detailed analysis,
that the two casts function differently: in Milles’s work, ‘allegorical represen-
tations are crucial parts . . . that are meant to be credible depictions of
systematic economic activity’, whereas Jonson’s creations ‘jarringly shift
between appearing as heavy-handed allegories and as quasi-realist characters’
(p. 134). Ryner concludes by arguing that Jonson’s play highlights the limits of
abstraction and allegory as methods of representing the economy, and that
this is just one work among several that can establish the early modern English
playhouse ‘as an extra-cranial technology that afforded diverse ways of
conceptualising economic activity’ (p. 1).
Chloe Preedy’s ‘Performance and the ‘‘Holy Purse’’: Ben Jonson’s Attack on

Puritan Values’ (RenD 42:ii[2014] 217–42) seeks to reframe the use of
contractual and economic imagery in Jonson’s plays, moving beyond existing
readings of its use as a response to the commercialization of the public
theatres, and suggesting instead that Jonson appropriates economic metaphors
from contemporary Puritan preaching in order to assert ‘the linguistic and
performative ascendancy of his theatre by demonstrating its superior ability to
generate material and metaphysical profit’ (p. 220). Preedy’s essay sets out the
perceived rivalry between preaching and theatrical performance during the
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period in which Jonson was writing, and shows how Jonson distinguishes
between his own ‘entertaining fictions’ and ‘hypocritical Puritan posturing’ by
attacking the fictional Puritans of his plays on economic grounds (p. 220). In
The Alchemist and Bartholomew Fair, Puritan characters accumulate wealth
but, as the essay demonstrates, the wealth is withheld from circulation, thus
encouraging economic stagnation. Preedy contrasts these Puritans with the
plays’ highly theatrical tricksters, who oppose stagnation by operating a
lucrative, speculative, and constantly revolving credit model. The central
reading of the essay focuses on the increasingly blurred boundary between
material and spiritual profit in Jacobean England, and the idea that Jonson is
comparing the respective ‘profit’ of the religious and theatrical communities in
order to expose the threat posed by ‘the aggressive separatists values’
attributed to Puritanism. Ultimately, Preedy argues, The Alchemist and
Bartholomew Fair demonstrate the value of the theatrical world by ‘breaking
through separatist boundaries and forcing their Puritan characters back into
mainstream commercial, spiritual, and social interaction’ (p. 242).
Mark Webster Hall’s ‘ ‘‘I am no man, ladies’’: Epicene, Market Forces, and

Gender-Occlusion’ (BJJ 21:i[2014] 17–37) is also concerned with the repre-
sentation of economic systems in Jonson’s work. In this essay, Webster Hall
pushes against recent readings of Epicœne as a ‘plague text’ that harks back to
London’s better times and encourages its characters to occupy the market
spaces of the city. Instead, he maps out the staging of movement away from
these spaces, and argues that the play ‘consistently dramatizes habits of
nonconsumption’ (p. 17). The author sketches out the physical spaces of the
markets in London against the economic landscape of the period,
demonstrating how the play foregrounds the economic elements of each
character whilst refusing to occupy the literal spaces of financial exchange. The
‘patterns of market-avoidance’ (p. 21) that Webster Hall identifies in the play
are illustrated through detailed analysis of three parties: Morose, the
Collegiate ladies, and Dauphine. The essay unites all three under the umbrella
of an economic anti-sociability of sorts. The characters are variously engaged
with retreat: Morose from city life, the Collegiate ladies from feudal
responsibilities in the country, and Dauphine from speech itself ‘until speech
is deemed profitable’ (p. 23). Webster Hall brings the characters further
together by reading their attempts to withdraw from the market through the
lens of gender. Neither the Collegiate ladies nor Morose and Dauphine fulfil
the expectations of gender with regard to their economic involvement in
society, and this places their gender status in doubt. As such, the author
argues, the characters work ‘away from the market and they thereby express
the characteristics of both sexes, or (if you will) of neither’ (p. 28). Ending with
a reading of Epicœne herself, Webster Hall concludes that subjects in the play
‘are between one market and another, and this betweenness has dramatic
effects on (among other things) their performance of gender’ (p. 32).
Valerie Billing’s ‘Female Spectators and the Erotics of the Diminutive in

Epicœne and The Knight of the Burning Pestle’ (RenD 42:i[2014] 1–28)
demonstrates a similar concern for the instability of gender politics and
dynamics as represented in Epicœne. Looking at figures within the play and in
the early modern audience, Billing considers the way in which small male
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actors in boy companies of players might be figured as ‘diminutive erotic
objects’ (p. 2) that would appeal to women both on- and off-stage. This is an
essay interested in female spectatorship in the early seventeenth century, ‘in the
politics of women’s desire’ in a play dominated by a battle of the sexes, and, in
particular, in how this desire can ‘destabilise both gender order and the
supposed teleological force of heterosexuality’ (p. 2). Billing’s interpretation of
the diminutive is not restricted to the ‘materially small’ but also considers ‘how
low social rank or economic status might work with physically small stature to
enhance the desirability of the diminutive’ (p. 5). Her reading therefore shows
how women can demonstrate mastery of adult male characters through their
diminutive boy proxies. The essay redefines women as subjects rather than
objects of desire, and suggests that Lady Haughty of the Collegiate ladies in
Epicœne need not simply be read through the attitudes of other characters,
who see her physical domination of Clerimont’s Boy as monstrous. Rather we
can think of how she might be ‘experienced differently by a female spectator
whose desires are aroused by her display of dominance, and who might
appreciate this erotic dominance for her own uses outside the theatre’ (p. 11).
In ‘Jonson’s ‘‘Italian Riddle’’: Epicene and the Translation of Aretino’s

Female Speech’ (SQ 21:ii[2014] 264–80), Andrew S. Keener considers Epicœne
as a play centrally concerned with ‘the early modern period’s capacious sense
of the word ‘‘translation’’ ’ (p. 121). He builds on scholarship concerning the
influence on educated playwrights of Latin texts from the Renaissance
schoolroom, as well as suggestions that Jonson’s play owes something to
Pietro Aretino’s comedy Il Marescalco, to argue that ‘the erotic discourse of
the female Collegiates’ can be read as ‘another Jonsonian engagement with
Aretino’ (p. 123). The essay seeks to complicate our understanding of Jonson’s
sources for Epicœne, suggesting that the playwright drew not only on the
Italian plot of Il Marescalco but also on ‘the promiscuous female discourse of
the Ragionamenti’ by Aretino (p. 132). Keener paints Jonson as the translator
of Aretino’s work (the performance and printing of which was forbidden on
the European continent), and the English stage as the unique space for public
consumption of this translation. However, as the essay demonstrates, Jonson
attempted to mute the Italian provenance of plot and character: he ‘obscures
and regulates the play’s ‘‘femall’’ translation . . . of Aretino’s dialogues’ and
the fact ‘that critics and editors have not recognised Aretine echoes in the
Collegiates’ gossip is a testament to the success of Jonson’s effort’ (p. 137).
Masques received considerable attention in journal articles this year, with

two focusing on the broad spectrum of Jonson’s writings in this genre. In
‘Archival Principles, Performative Flowerings, and Counterpoint in Ben
Jonson’s Masques’ (BJJ 21:i[2014] 38–52), Clarissa Castaneda advocates an
interdisciplinary approach to the study of masques, that takes into account
‘history, architecture, and design principles, archival practice, anthropology,
and music theory [which] each offer their own distinct, refracted lens to the
scope of Jonsonian literary analysis’ (p. 40). Asserting that Jonson’s masques
prefigure the collaborative networks that emerged in the creation of opera, and
that Jonson’s networks of ‘professional actors, musicians, choreographers,
dancers, artisans’ (p. 41), and others are acknowledged in the printed versions
of his masques, Castaneda argues that the ‘contextual counterpoint between
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the performed masque and the printed masque’ (p. 46) is just one instance of
counterpoint in Jonson’s masques (others being visual counterpoint via the
antemasque and masque contrast, and literary counterpoint through symbol-
ism employed by Jonson). She also suggests that the musical theory of
counterpoint can provide a ‘vocabulary and method for the interpretation of
multivalent symbolism in Jonson masques’ (p. 39).
In ‘The Language of Looking: Making Senses Speak in Jonsonian Masque’

(RenD 42:i[2014] 29–55), Amy Rogers displays a similar concern with both
textual and theatrical incarnations of the masque form. Her essay interrogates
the masque’s role ‘in articulating and shaping the ways in which seventeenth-
century England imagined . . . and represented spectatorship’, whilst also
tracing ‘the developing tendency to represent sight and hearing as separate,
even oppositional interpretive activities’ (p. 32). She suggests that ‘the visual
turn’ in seventeenth-century entertainment culture—the privileging of the eye
over the ear—was not caused by the masque’s spectacularity, but actually
came first through discourse. By setting out the idea of a ‘synesthetic mode’
(that is to say, a mode of multiple senses with no inherent division), which was
used by writers to describe the ineffable or overwhelming, Rogers is able to
map the masque form against this background, and suggest that later masques
begin to steer away from this mode and start to distinguish between sights and
sounds: ‘as playwrights began to conceive of their work as having two
potential incarnations (theatrical and textual) they also imagined writing for
two different audiences: playgoers and readers’ (p. 33). The recurring theme of
Jonson’s desire for control appears in this essay, as Rogers argues that Jonson
tries to create a clearly organized and delineated representation of the senses in
his printed masques. The essay suggests that, while his earlier writings in the
genre embraced the fluid lines between senses ‘to depict experiential excess and
linguistic insufficiency’, his later masques betray a view of ‘language’s
moments of inarticulateness as something to be feared rather than celebrated’
(pp. 39–40). These later works can therefore be read as Jonson’s attempt to
control the diverse energies of the performed masque and interpret them
through a text that feels holistic, rather than diverse.
Moving from the general to the particular, Hannah Smith-Drelich focuses

on a single masque in ‘Dining at the Devil’s Table: Ben Jonson and the Case of
Fiendish Indigestion’ (BJJ 21:ii[2014] 264–80). She proposes a reading of The
Gypsies Metamorphosed that builds on existing theories that the masque was
‘slyly subversive’ (p. 264) to George Villiers, the duke of Buckingham, and, in
turn, King James, thus challenging the idea of this masque as a conventional
entertainment designed to praise royal powers. The essay highlights the
historical context of the masque’s first performance, detailing Buckingham’s
reputation at the time as a nepotistic and socially ambitious ‘bedchamber
favourite’ seeking to become ‘something more akin to a political favourite’
(p. 267). The author’s exploration of the masque focuses on ‘The Ballad of
Cock Lorel’, a song that occurs during the ‘miraculous transformation’ found
in masques of the period and functions as ‘an anti-masque full of devils,
gluttony, and foul wind’ (p. 265). Smith-Drelich details the staging of the
masque, suggesting that Buckingham’s entry onto the stage at the moment
when the devil’s case of indigestion culminates in an act of flatulence
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characterizes Buckingham as ‘both the hero of the masque and the subsequent
product of the Devil’s fart’ (p. 271). This representation is read against social
and political ideas of the period, including the idea that flatulence at the Stuart
court could have been received as an expression of defiance, which in this
setting could serve as a metaphor for ‘the gluttony and excesses of a court and
king who were not properly nourishing the body politic’ or ‘Jonson’s opinion
of Buckingham, whose greed and anality were polluting the whole of the isle’
(pp. 273–4). Smith-Drelich ends the essay by offering a discussion of gypsies as
a specifically Scottish problem during the period, and ultimately suggesting
that The Gypsies Metamorphosed can be read as a comment ‘on James’s
inability to reconcile cultural differences among his subjects’ (p. 275), thus
transforming the tone of the masque from praise to satire.
Jonson’s desire for editorial control emerges for discussion in Francis X.

Connor’s Literary Folios and Ideas of the Book in Early Modern England,
which examines the emergence of the literary folio as a distinct and significant
format in the 1590s. Eschewing the idea that the folio was simply a practical
format for presenting works of great length, Connor uses a series of case
studies, ranging from Sidney’s Arcadias in the 1590s to the 1647 edition of
Beaumont and Fletcher’s Comedies and Tragedies, to demonstrate that folios’
requirements of ‘more materials, planning, cost than other formats, [and]
sometimes greater risk for publishers’ meant that they ‘needed to justify
themselves as innovative, special books’ (p. 13) that showcased bibliographical
experimentation. Jonson’s Workes, published in folio in 1616, sits chrono-
logically at the centre of this study, serving to illustrate the transition from the
idea of the book ‘as a fundamentally collaborative object that would be
expanded, emended and changed by hands other than the author’ (p. 14), to a
complete work in a finished book. For Connor, Jonson’s attempt to present a
definitive edition of his work demonstrates the way in which the folio format
could be used as a relatively new space to try out various addresses to readers
as literary judges and consumers. The chapter reads Jonson in opposition to
the practices of English literary culture in the early seventeenth century, which
rendered books as cheap and transient objects. His 1616 folio is figured as a
key item in the evolving idea of the book during this period, but also as one
ultimately undermined, both by the rise of cheap printed ephemera in the
decades that followed the Workes, and by the ideas of later editors, who
believed that publication was not an end in and of itself.
Brian Vickers takes in a spread of both poetry and plays in ‘Ben Jonson’s

Classicism Revisited’ (BJJ 21:ii[2014] 153–202). The essay, which won this
year’s Beverly Rogers Literary Award for best essay in the Ben Jonson Journal,
reflects on Jonson’s classical learning and the ways in which it was used, in
works from Poetaster and Sejanus to Epigrams, The Forest, and Underwood.
Using the new Cambridge edition of Jonson’s works as a backdrop for his
argument, Vickers ponders the extent to which Jonson intended his allusions
to classical texts to be noticed by his readers. The annotations provided by the
new Cambridge editors identify Jonson’s extensive use of Greek and Latin
sources as models for his own works, and yet without these, Vickers argues,
most readers would never notice his borrowings and allusions, such was the
way in which they were integrated into the ‘verbal fabric’ of his writing
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(p. 171). These integrations, however, were not universally successful, and the
second part of the essay pays particular attention to ‘discordant piece[s] of
imitatio’ (p. 173). The majority of the issues arise in his plays, perhaps
unsurprisingly, as Vickers argues, since dramatic texts require that borrowed
excerpts ‘fit the criterion of decorum, fulfilling the expectation that this is what
a character in such a situation would say’. Jonson’s failure to digest and adapt
excerpts is much less frequent ‘in the much smaller realm of poetry, since the
poet is free to construct a context to match his models’ (p. 175). On those rare
occasions where Jonson fails to properly integrate his borrowings, it is
suggested that he may have fallen foul of the notebook culture fostered by
humanist scholars of the period, which encouraged readers to gather notes
from their readings in notebooks, often organized under thematic headings.
The danger of this practice, according to Vickers, is that ‘once an excerpt has
been copied out [and] sorted under the appropriate locus communis, it loses any
relationship to its context’, and so Jonson ends up, on occasion, using
inappropriate models for his writing (p. 175).
The New Mermaid catalogue of classic plays this year includes Ben Jonson:

Four Plays, which brings together four of Jonson’s most popular and widely
studied works in a new anthology edited by Robert Watson (also discussed in
Section 1). Focusing on the city comedies for which Jonson is best known
today, the volume comprises the most recent single-play versions from the
catalogue: Watson’s own edition of Volpone, Roger Holdsworth’s edition of
Epicœne, Elizabeth Cook’s edition of The Alchemist, and Alexander Leggatt
and G.R. Hibbard’s edition of Bartholomew Fair. Pitched as an ideal edition
for study and classroom use, it includes the series’ customary in-depth
introductions, further-reading lists, and on-page commentary notes. A few
very minor corrections have been made to the individual editions, but
otherwise the collection maintains ‘the different approaches and emphases of
each New Mermaid editor’ (p. vi). Watson’s major contribution lies in his new
introduction, which provides an exploration of the early modern theatrical,
cultural, and political contexts vital for understanding a set of ‘brilliantly local’
plays, ‘grounded in the specifics of [Jonson’s] time and place’ (p. xi). It also
promotes study beyond a single text, reaching across the plays to draw out
shared characteristics, most importantly ‘the rare and wonderful quality’ each
play has in ‘making an audience think not just in between but actually through
its laughter’ (p. xi).
Finally, the entries in Notes and Queries offer a number of subtle

interventions in the field this year. Adrian Blamires, in ‘Ben Jonson’s
Additions to The Spanish Tragedy as the Subject of Ridicule’ (N&Q 61[2014]
265–8), argues not only that The First Part of Hieronimo can be read as a direct
response to the Admiral’s men’s revival of The Spanish Tragedy in the early
1600s, but also that possible digs about Jonson and Edward Alleyn in the play
function as textual ‘clues’ that Jonson fulfilled the task he was paid for in
1601–2 of writing ‘new adicyons’ for The Spanish Tragedy. Hugh Roberts
reveals ‘Previously Unnoticed Annotations to Jonson’s Copy of Rabelais’
(N&Q 61[2014] 270–3), some of which suggest a continued engagement with
the volume by successive early modern readers, while others, if they are taken
to be in Jonson’s hand, discredit the hypothesis that he stopped deciphering
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Œuvres half-way through the first book. Yaoping Zhang, in ‘To be a saver in...
and To save oneself in... in Ben Jonson’ (N&Q 61:ii[2014] 268–70), unpicks
Herford and Simpson’s commentaries on the word ‘saver’ in IV.i.20 of
Volpone and III.iii.29 of Epicœne, using an eighteenth-century description of
‘the theatrical phrase, I never saved myself’ to reinterpret lines from both these
two plays and from Cynthia’s Revels.
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