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3
are announcéd'by messengsr, and a qhorus and a dumb show recapitulate
the situation at the beginning and the end of scenes.” At a time when
tha tendency of the popular playwrights was to satisfy a taste for stags

spectacles without much regard for either form or structure, classical

drama exercised an iﬁfluence for good by insisting upon a definite form

and structurs,

Elizabethan England was also concernéd with the causes ahd'thefgy\‘
affects of the acéampanying pass1ons which execited privaﬁe reveﬁgs,‘ Iﬁ “
Elizabethan plays hatred, anger, jealousy, pride, ambition, and envy}afe —’
all odvious. Certaiﬁ types of revengé were frowned upan.vsuch‘és the <
uge 6f a professional asséssin; Ths aversion ¢o certain typeé of 18~
venge mefely implied a certain tolerance for other forﬁs: for example;
the nacessity for a fatherrﬁo avengs his son was a,étrang 5elief.6 Thus
inflnances such as the Seneecan jmined‘with and suppcrte&»a,nativs PIA SO

N S « v
tation qf tragedy, and the two themes of revenge and ambitionkgrew in
popularity and impoftanc@, gspecinlly as’trea%ed by Eliéabethan moral
philasophy,? e |

Elizabethan ‘moral nhilosonhy maintained that revenge belongad to

God. and tha% justice wag supposad to ve the prsvcgative o’ the state:

hcw@var, the spiris of revengs had hardly declined in Blizabethan time e

its form had merely.changedea England had survived the prolonged'agany

5 Voliganw Clomen, Mnglish Tragedy before Shakespears, trans,
T. 8. Dorsch (New Torks Barnes and Noble, Ine., 1962}, pp. 56-74%.

6 Bawers, Pp. 35-38,

7 Willard Farnham, The Madisval Haritage of Blizabethan Tragedy
(Now Yorks Barnes and Nobdle, Inc., 1935), po. 34334, :

Bowers, p. 8.



of the Wars of ths Roses, Due
and ths bloody exhidbitions wer
With this background and

theater could rsconcile the di

4
1s and public executions were commonplace,
e attended by Elizabvethans as amusamanta.9

climate, the audience at an Elizabethan

sparity between formal religious and

moral ethics and informel ingrained native convictions. The protagonist -

in a revenge tragedy might evsp have had the anéienca‘s gympabthy at the

baginning of the play, especiglly if his cause seemed just. But when

he turned into a bloody and in
logical and expected solution,

If the audience gfew and
‘the playwrighﬁs had to write £
had to grow beyond the stage o

hethan w?iterg had no rigzid se

discriminate killer, death was the only
10 |

developsd with thé times and the plays,
or the sudience and the times; trégedy

11

f troansiation and imitation. Eliza-

t of tragic rules and prineiples. The

Greek classics wers almost unknown to these playwrightss their tragedies

@

were based on known incidents
histories. > Perforce Elizabs

way of showing the tragic and

and svents and were as often as not called
than dramatists had %o try to inveni some

classical dilemmag of mants nature and

33s reaction to 2 disordered world of other men and uncontrollable

events, Revenge was one metho

Blizabethan revenge $rage

9

Bowvers, p. 16
10 yp1a., p. 40,

11 '
Ashley H. Thorndiks,
1ishers, Ine., 1965}, B 7%

12 1v33., p. 83.

de-

dy begins with Eydls The Spanish Tragedy.

Dracedy (New York: Cooper Square Pub-
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Although the exact date of The Spanish Tragedy has long bsen a mattsr

of disputs and conjecturs, eridics generaily agree that it was g famile
iar play to Elizabethan asudiences when Philip Henslowe recorded its
performancs by Lord Strange's Men on March 14, 1592, Philip Edwards,

ths most sminent critic of Thomas Kyd einca T, 5. Boas, states thad

most critics find 1586-1587 Is an accspbadble date of authcrship.13 Tha

Soanigh Tragsdy presented revenge, blood revenge, as the sacrad daty of

a fathsr to avengs the murdei of hisz son., From thisithema-it derived
its long popularityalb The Spanish Tracedy is represeﬁtative of the
Ypuret type of revenge tragedy:fsince revenge constitutes the main
ac%ion of the play. In f#pured réVenge tragedy, revengs must be the
icausa cf the catastrophe, anT the revenge mus% nod be delaysd beyond
tha point of the ecrisis, Ths ghost of the murdered person urges re-
veng=: thers is hesitation on ths part of the revehger, and tha rewvengs
machinations are delayed, Ajl this is coupled with the revengsris

feigned or actual madness. The anbagonist's counter-intrigue agains$

the ravengsr may occupy 2 major pard of the playgls The Jew of Malta

and Titus Andronicus modified this basic outline of the revenge pattern,

In The Spanish Tragedy a Ghost and Revenge are in evidsnes from

Seneca, but the plot of The Spanish Trassdy is original with Kyd. How-

evar, the whole thems of revengs, the prime mover of Kyd's play, is a

b ] .
13 Philip Edwards, ed., "Introduction," The Spanish Tragedy by
Thomas Kyd (Cambridge, Mass.§ Harvard University Press, 1959}, p. xxii.

Bowers, p. 65.

EE,Ihiéaﬁ Pp. 6364,




.

, strnziure, ghosts, and thems,

é

Ssnecan theme; Kyd alss shares with Seneca a certain interest in mayhan

and bloodshadi but The Spanish Tragedy isbquite free of exaggerated
relish of suchvhorrors. Kyd's contribution is significant not so much
for what he owed %o Seneca as for what he made of his debbs Senascala
plays»arevlargely varval, whersas Kyd's work is a drama of éction, '
Philip Bdwards points oub that #It is as though Xyd began to write a
literary Senscan play, and, even as he wrots; learne&'to handle his

ﬂls Within the frame-

matarisl in move dextrous ani drgmatiec fashion.
work of Senecan yractice,'ﬁhe Blizabethan dramatists, Kyd among the
first of them, buili a new and far more robust drama.

The Spenish Tragedy introduced %o the popular theater a peculiarly

Elizabethan adaptatien of Senecan raevenge tragedy. For at least a

docade Xyd's influence acminaIed the Bnglish stage. Thorndilke says

that Eyd, of the early playwrights, owes most to Senscen $raditions of

|
17 Pnorndike further says that according

to both Senecaa and Inglish precedsnts, vengeance moved in the pashway

of dlood~~fghost-directed revengs, hesitation, inaaﬁity, and-mpeditative
selilo§uiea distinguished more specifically by the Kydian speciesogla
Poter é. Murray states that fhe greatost inno%atie# oflggg Spanish
Tracedy is the union of comic| and tragic elementsg the combining of

19

Semscan tragedy with the intrigue characteristic of Roman comedies.

Y .
j;° Bdwards, p. Lili.
17 4

13

horndike, pp. 99100,
Tbid., pe 101,

19 pstar B, Murray, Thomas Kyd, Twsyne's English Authors Serles, 83

e

(Now York: Twayne Publishers, Inc., 1969), ». 13,




o

RKydis avengers, liks those of the Roman comediss, have simplé

motivest Villuppo, Balthazar, and Lorenze are after worldly gain,

political advantage, or an eye for an eye. When more complex issues

like Hi eranimo** concern for gustiea enter, they are clearly dsfinéd

and limited. In Kydis work the advanbages of limitation and the sitart

of a literary convention ars evident. Hieronimo, the prod%agonist, has

blood revengs forced upon him; he is comparatively helpless, and his

single-minded purposé is %o avenge the death of hig son. His reasons

for revengs form the crisis of the play and ocour in Act III, scene xii,

especiallylin his revenge soliloquy (ITT.xii,1-20),2° The key lines ares

Away, Hieronimae to him be gones
"Hs?1l do thes justice for Horatio's death, ,
Turn down this path, thou shald be with him straigat,
Or this, and then thou nesd’st not taks thy bresath: -
This way, or that wayf S8oft and fair, not so: ’
For if I hang or kill myself, let's know

_ Who will revenge Horabtio's murder thsn?

o Ho, not fie, not pard n me, L'11 none of thab,.

, {111.x1%.12-19)

He has first hoped f&r justica‘(lllavii)a As Pster Murray dascfibes

i%, ¥Hiaronimo, wh§ stands poised betwsen suicide§‘justice, and revensgs,
rsjects ths first, §£ies %o obiain the second, and is driven fiﬁally

to seekmrevengs when.thé Xing| cannot uvnderstand him, . . . Hisronimo's
search far'justica ig frustrated in part by his despair of Jusiice,

his longing Tor revenge and ti

en death. Even before hs'tries_to approach

the King, he has convincsd himself thai he will fail, and is ready and

~

20 References to the text of The Svanish Tragedy in this paper
are to the adition preparsd by Philip Edwards for Revels Plays (Cam~
bridge, Mass,: Harvard Usiversity Press, 1959).
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enxious %o kill himself.%zl His vinﬁictiveness in his search for justice
kseps him alive to complets hils revenge.

Hisronimo belisves that private revenge is an evil; he turms %o
it when he loses all hope that either heaven or the king will give him

Justica, When his mind breaks and he accepis the necsssity of revengs,

22 Ige expresses his dilemmas

the audisnce can pidy hinm.
~ Thus must we toil in other men's extremes,
That know not hoﬁ $0 remedy our own,
And do them justice, when unjustly we,
For all our wrongs, can compass no redress,

(I1T.vi.1-4)

His quest for'justice ard his|obsession for revenge will prevent trus - .
justics from being dons.

Kyd hgs introduced motives of revenge, love, and jusilce in ths
¢haractefs of Andrsa’s Ghost and Revenge. He transfers these moblves
from their origins into the action of the play proper, even though
Bavenge is always hovering on|ths psriphery of the action. At the end
of the play, revenge is finalized after a seriss of failures, a stirong

and diabolical villain, and intrigues and couﬁtemnintriguss of one

- formidable character egainst another; the avenger thus damns his own

soul azg well as %that of the villslia and viciims.

The Jow of Malta was written bebtwsen 1588 and 1592; it was first

performed on Februanyrzé, 1592, by Lord Strangat's Men for Henslewe»EB

21 Murray, p. 121.

22 1pid., p. b2,

23 Irving Ribner, ed,, "intreduction,® The fomplete Plays of
Christopher Marlows (Wew York: Odyssey Press, Inc., 1963}, p. xxii.




Mariowe modified and elaborated on the revenge theme wlthout bowing

entirsly %o Kyd, especlally in having his revenger a bager villain.
The revenge bheme is introducad in the first act by the actions of a
state, Malta, against an individusl, Barabas, the Jow of the play:

Bara., Why, I esteen the injury far less

To iake the lives of miserable men

Than bs the causers of thsir misery.

You have my wealth, the labor of my life,

The comfort of mine age, ry children's hops,

And therefors né’er distinguish of the wrong.
Fern, Content thes, B§rabas- thou hast nought but right,
Bara. Your sxtrsme right does ms excesding wrongg

Pus take it to you, i' the devills name!

(I.11,187-155)2%

Parabas’s motlve fof revengs, the confi scation of his waaltn, is clearly
stated, and one can sympathize with him for the Yexceeding wrong® which
hs must suffer at the dictation of the stats.

Barabas also has an intenss love for his daughter——at least initially—
and although he starts plotting against his enemies almost immediatsly,
ﬁﬁe aundisnce can still feel & cerdain sympathy for his plight since
Barabas; veing a Jew, can hops for no means of redress Qithin ths struce
turs of éba law. But the play soon becomss & continuous round of in-
triguss,; plots, polieies, and murﬁsrs, always cvérshadpw§d by ﬁhe siniasiar
figurs of Barabas, Ba?abaa's lust for re#enges POWSY, ana waalﬁﬁ neks . -
hin fascinating, but one hardly cares about his insvitable death.i
| The aspects of countor~intrizue in The Jew of Malta coﬁe about in

the psrson of Ithamore, ostensibly the ally of Barabas, tat also almosd

! : -
2% narerences %o ths text of Tha Jew of Malta in this paper ars
to the sditien of The Complebe Plays cf Christopher Marlows preparsd
by Irving Ribner (ﬁaﬁ Tork: Odyssey Press, 58, Inc., 1963)s




his sgual as a villsin. This

found in The Spanish Tragedy

treacheries are more obviousl

Prilip Hanslowe recordad

Andronicna by Sussex's Men on

10
is a modification of ths counitsr-intrigus

and Titus An&rdnicus, where the intricates

y of opposing enenies,
in his diary a performance of Tifua
January 24, 159%.25 Shakespsare, although

cus, naverthelsss uses a blood feud whieh,

melodramatic in Titus Androni

whiles having historiecal referpnecs to Roman soclety, was certaihly fam-

iliar tg his aundience. The
through the inflexibility of

¢hoices, based on his Roman u

‘revenge theme in this play is introduced
Pitus, the noble Roman general, His moral

pbringing, customs, and stoicism, activate

the various plots, murders, and horrors witnessed on the stage; they

lead, of courss, %o his own downfall,

A brisf oudline of Tidus

Apdronicus might better explain why the

play qualifies as revenge tra
Titus has some public support
ports Saturninus, the son of

had Tamora®s son Alarbus kill

gedy. After a war against the Goths,
for becomihg gmparer; howsver, he sup-
the late emperor. Meanwhile, Titus has

a2d, It is obvious that Titusts assent %o

Alarbus's execution is modivated by duty, moral code, and custom, bus

his action pracipitates the v

has besa grisvously injured.

25 7. G. Mazwell, ed.,

Androniens by William Shakesy
University Press, 1968}, p. =

25 wickolas Brooks, Sha

>

engeancs of Tamora who, Just as obviouslye

Ficholas Brooks notes that the rooits of

#Introduction,? The Tragedy of Titus

sare, 3rd od., {Cambridge, Mass.: Harvard
<

ksspearsts Parly Trassdies (Londons

iethuen ard Co., Lid., 1968),

Ps 27-




Pitusts total alienation are

8
from The Spanish Tragedz,?

Perhaps this faétor of &

dox approval for his actions.
gentral fact.

soon as she gains the faver o

Ths action of Tamora brings 2

Titus. After suffering the 1

expeution of his sons, Titus

savage bsast. He becomes iry

Tamora beconss

I%11 find a day to
And race their fac
The cruel father,
To whom I sue&.foq

embedded in Act 1,27

lienation was borrowed by Shakespears

Hieronimo consciously repudiates orthg~
Bui Shakespears makeé the'alienation a
diabolical in her desire for revenze as

f Sabturninnsy

massacre them all,

tion and their family,

and his traitorous sons,
my dear gson's lifeg

And make them know what 'tis to let a queen

Enasl in %the siree

Mare. Rent off thy si
Gnawing with ih
The closing up
How iz a time §
Tit., Ha, ha, hal
Mare, Why dost thou 1
Pit. Why, I have not

Bagiden, this =o
And would usurp

g5 to the ts
to the editlon prepared by J.

bridgs, Mass.:

Lyl

2 o
" Brooks, p. 38.
«Q R
29 Ipid., pe 3B
Raferencs

Harvard Unive

ts and bsg for grace in vain,

(Tit, I.1.450-455)27

bout the nsed for revenge on the paré of

gnominy of disgrace, the horror of the

rapa and matilation of his danghter Lavinia, and the injustice of the

changes from the noble warrior into a
ablonal and seeks revsnges

lvexr hair, thy other hand =

vy tseth; and be this dismal sizghb
of our most wresichad eyes.

o gtorm; why art thou e$ill?

augh? it fits not with %this hour,.
another tear to shed:

rrow ig an snemy,

upon ny wabtlry eyes,

x4 of Titug Andronicus in this paper are
C. Maxwsll for Arden Shakespeare (Cam-
rsity Press, 1968},
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And make them Blind with tribubary tears:
Then which way [shall I find Revenge's cave?
(111.1,260-270)
In %his instance human sufféring does not lead to snﬁoblemént, ag it
does later inqgggg‘gggg, but %0 bestiality, and there davelops'a
dagensracy éf characters that excludes them from all syméathy of the
sudience, ’
Befors evaluating these plays as revenge Yragedies, or arriving
 at any conclusions, one should examine the particular tachniques that
Eyd, Marlows, and Sﬁakaspaara‘emylcym-the similarities aﬁd the differ-
: eﬁcas'ig their approaches to the genre. Allvthree'cf the plays havs

similar themes and styles, and includs a profusion of bloed. 1Ia Ihs

Spanizh Tragedy Andrea's Ghost and Revenge :e%urn.from the undsrworld,

insure that Andrea's death in babtle will be avenged. The Ghost and

rot only %o view the action of the play as spectatérsg but also %o

Revenge are, in effect, the chorus, commenting on characters and achtion
at the end of each act., There is nothing equivalent %o a chorus in ths

other two plays, but Machiavel doss set the tone of Ths Jow of Malis

as a prologus-spsakesr:

Bub whither am I bound? I come not, I,

‘s read a lecturs here in Britain,

Bus to present the tragedy of a Jew

Yho smiles %o see‘how £ull his bags are crammed,

Which money was not got without my means.

1 crave but thist| grace him as he deserves,

And let him not be enteriained the worse

Beeguse he favors| me. ‘
- (Prologus 28-35)

In Titus Andronicus, Revenge is summoned, and wvhen Titus inquires




whather Justice has bsen me$,

- Yo, my good lord,
If you will have

13
Publius answers:

but Plute sends you word,

Revenge from hell, you shall,

(1v.111.37~38)

Latar in the plsy, Tamora, disgulised as Ravenge, reminds the audiencs

that Revenge has bsen summoneds

I will encounter
And say 1 am Rave

ith Andronicus, ,
23, sent from below

To Jjoin with him-and right his heinous wrongs,

(V.it.2-4)

Each of the plays also makss sxtensive use of asides as a methed for

deception and dissembling.

As for nors substantive

comparisons in content batwesen ths plays,

or2 can note, for example, the following points of similarity between

The Spanish Tragedy and The Jew of Malta. Kyd's Lorenze is a proto-

type of Barabasg, and the acti

on of The Jey of Malts is mainly an slabor-

ai&an of similar actlon in Th
zgainst Barabas, the pléy con
do away with all those who ha
Hariows inverts

and Mathiaa,

over the counter-action (Lore

2 Epanigh T:aﬁeéy. Once Abigall turns
carns itself mostly wiﬁh his attempts to
ve knowledge of ﬁhe deaths of Lodowick

the plot of.ggg Sganishfﬁiagggg by taking

nzo's disposal of‘his accomplices) as the

main line for The Jew of Malta: 3Barabas's scheming reminds ons of

Lorenzola,

A recent study by Eric B
invsrteé the parent-child rel
is sxzpressed in the.lines whe

daughter. of a hapless Jowh (I

othstein points out that Marlowe has also
ationship. The essence of this inversion
re Abigail professes herself "The hopsless

.11.316) to gain admission to the munnery,




a lins that parodies Hisronirn
sont (Evgi?.Sh).Bo

Ths Jew of Malis owes an

mich of its characiterization

is Jjust as obviously differen

now the proiagonisi, and thu

1t from the latter play.
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o's "The hopeless father of a hapless

1 obvious dabt to The Svanish Trazedy for

and action, and yot in meny rsspects it
The villain is

the theme of blood revenge in & revengs

play is discaxded, Revenge of another nature moctivates the action of

The Jsw of Malta, and other

|

evii character of the protagoe

for wealth and power, not luJ
Marlows awards a financial pl

blosd revengsosl

illainous motives are added to show the
nist,  In the end 1t is Barabasis lust
t for revengs, that causesthe catastrophs,

ot the dignity of Kydls revelation of

Aasron in Titug Andropicn
acters, seeming to enjoy vill
stantial account of his misde
sinmilar claims of offenses wh
(17.3431.171-198), A fow line
with which sach views his 1if

Few cdme withi
- Wherein I did
As ¥ill a man,
Ravish a8 maid,

Accuse soums in
Set deadly enn

N
rLie
It

R
dounrnal of 1

o%h
Enelish

st2in, "84
and German

s and the Jew Barabas are similar char-
ainy for villainy®s sake., Aaron's circume
eds (V,3,124-144) suggeété ab once tha

ich Barabas lists in The Jsw of Malta

s from each will suffice %o show the gles .
e~long iniquitiles:

n the écmpass of my cursa,

not some notorious ill:

or eiss devise his dsabh:

- or plot the way to do ity

nocent, and forswear myself:

1ty bostwsen two frisnds.
(Pa3. V.1.126-131)

ucture and Msaning in The Jew of Malis,"

ic Philoloey, 65 (April 1966), 263,
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Ha closes this speech witht

But I have done a thousand dreadful things
As willingly as one would kill a fly,

And nothing gr’eves me heartily indeed
But that I cannct do ten thousand mors,

Similarly, Barabas boastss
As for myself, I walk abroad 'a nights

And ¥ill sick psople groaning under walls,
Sometimes I go about and poison wells,
| (Jew I1.331,171-173)

Asron's scheming parallels and complements Tamora's revengs plans, as

in the rape ard mutilabion of Lavinia, but, inexplicably, Aaron does

not then f211 2 vichinm, as'TTmora does, %o Titus's Dlood revenge.

This playing out of blood revenge is the major similarity betwsen

Titus Androniens and The Snalish Tragzedy, Revenge constitutes the

*

main action of both plays. ﬁoth Titus and Hieronimo bhslieve that there
is no hops of Justice on this earth. Bach allienates himself from soelaty
andl resorts to disssmbling alﬁ daceit as the means of sccomplishing

revenge, Both oxperience periods of madness, and the madness of Titus,

like that of Hieronimo's, has a method in i%, Hieronimo's Vindicig

mini spesch (IIT.xziii.1-44) is carefully reasoned and reflects a mind

¥

neithervcanfused ney strairned; but in ths words of David Laird, Hisroni-
mo¥s mind is Yacudsly and pracissly capadle of confronding the lssues
that the guestion of revenge would have ineviiably raized for tha thought-

ful men of the Renaissanca,® % Hieronimo uses the performance which

32 David Laird, "Hieronimo's Dilemms,¥ Studies in Philolqu,
62 (april 1985), 138,




his enemies have propossd as
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a means of destroying,them. Likewise,

Titus, even in his frenzied madness, is still shrewd enough to ses

through the disgulses of Tamo

thair own destruction.

The three plays also con

foigned reconciliation in Tit

ra and her sons to turn their trsachery to

tain & number of parsllel spisodes. Tha

s Andronicus btetween Saturninus and Titus,

brought about by Tamora (I.i.

428-495) to facilitate her scheme of ra-

veng®, reminds one of the similarly hypocritical séena of reconciliaw

tion beitween Hisronime and Lo

arranges a hunt in honor of %

renzo in The Spanish Trasedy, When Titus

he emperor’s marriage (Tit. II.1i), his

role is similar to that of Hisrenimo when he enteriains the king and

the Portuguese ambassador wit

Tregedy., The scene in Titus

h his Masque in Act I of The Spanish

Andronicus whers Chiron and Demetrius

murdsr Bassiamus in a forest
in® The Spanish Tragedy in whi
in the forest bowsr and drag
striking ars the lameniations

'Pis you must dig

and drag off Lavinia resembles that scens’
ch Lorenzo énd Balthazar murder Horatilo
off his love, Bel-imperia. Hven more

of ths two fathers, Thus Titus'criés:

with mattock and with spade,

And pleree the inmost cenire of the sarths

Phen, when you co

me to Plutols region,

I pray you, deliver hin this petition:

Pall him, i is f
And that it comes

Hisronime lamentas

Though on this ear
111 dowm %o hell,
Xnock at the disma

(8oan

or justice and for aids'
from old Andronicus,
{P3t, IV.311,11-16)

th justiecs will not be found,
and in $this passion

i zates of Plutols court.

. Prag, 1I1.x111,108-110)
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Although the playwrights handie'the plays differantiy, the-eéiscde

in which the rasvenge in each play is consummated makes use of a similar
tzchnique,. Hisronime'szs play within a play, Tituats bangquet feast, and

the defense preparations in The Jew of Malta all have a éirect‘bearing

on the downfall o¢ the villains and the deaths of the pr ouaganisus,
Finally, it 15 prabably trus that tha gxacration of Jews in B axiéaé

tosthan Englanﬁ dictatad the C&ﬁité of Barabas as Marlowa'lsg ?illain.

The disuaste shown for Moors, who bj their color wvare commeﬁl& assos—

iated with Satan, len$ cra&ence in the choice of Aaron and Ithamare a8

c@nsummata Villains,fB mhase two classes of yariahs ds ne% aypear in

The Snanis&»Tra gedy, but the prevazling English be1ief in the venﬂefal

and villainéus qualities of foreigners suitad the Elizahethan agdigaca
in thig-iﬁs%anc§ andvthus 1entha‘similar téne 5 the thrée:élajs,

Along with thess similarities éf character types, theme, episcdes,
té%hai@uéé; ahd'attitudes whishihé%e been conaidared, theraiafs 6b~
viaasldifférénces in ths %hréaiplays,-jBaraba§, aa appeseﬁ ta,bo%h
Hi@?eniﬁ#'&é& Titﬁs, iz baéically avll, ‘Hiaranima and Titusrﬁa?aitragic '
characﬁé;'fléwé-that causs the chain reactions of ﬁha parsuit ;f‘bléﬁa :
revengs. However, The Jew of Malta doss ﬁet have this kind afwrevﬁnga
as i%s ia thémegvrathar it has a protagenist whe pursueé power and
gread for thelr own ends., One hsg the feeling that, a?én if tha gb?er—‘
nor had not cesfiscétad hig properiy, Baiabas would eveﬁiuaily'hévs

conspirad to ssize conbrol of Malta anywayo The Spanish Tragzedy and

]
33 Bowers, p. 117, n. &,
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Iitus Andronicus have a seriousnsss of purpose that is not as svidens

in The Jow of Malta, Barabas is avenring a material 1njury, and his

revenge in The Jew of Malta ends in Aet IXI; tne primary concern in

the rest of ths play is his attempts to sawve himself and %o become
master of Malia--~the action of the play centers almost exclugively on

Barabas., In Ths Spanish Trasedy the interesit of the audiencs is dividad

betwsen Hieronimo®s revengze and ths treachsriss of ILorenzo. Mérlowa’g
 purpose, or lack of purpose; will recsive careful examination later.
The differencss in character bstween Titus and Hieronimo ars mors

subtlsy the most important differencs is that Shakespears takes pains
to show Titus's flows early in the play, whereas Hieronimo has a mors
sudden or at least rather 1netplicable change of charac* ry Pitus is
ovgrbaaringly proud and arrsgant from the moment hs steps on siage.
Peg‘zzzps Shfakespearé betitar prepares ‘!:,hev sudience for the shocking con-
clusion. iitus‘s demand that Alarbus be slain is Justifisd by his moral
belisfs: his murdsr of his son, Mutius, though righteocus according %o
Reman gtandards, is an a%rocity snd is proﬁably degignad to mova the
andianzaesléympa%hy away from himg Titus suffaré far mara4harrible $O3-
tures than Hiercnimo, and in turn his rétaliations ars far mors fright

ful, The andience 1s then psychologically prepared for ths justics of

his death. In the firsi two éctssdf ggg,gggﬁisgxggégeay'Hieronimo is
porirayed as a humble, absdient servant to the king, Serﬁiﬂg in the
capacity of %the king's marshall, Eisronimo hés gained renown ns a‘qu%:
administrator. His cha ;sr changes radically after ha TOWS ravenge

in Ae% III; from this int on he is a daceitful, ﬁavisus, un;usﬁ man,
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Titug Andronicus, The Spanish Tragedy, and The Jew of Malta also

have plot differsnces., Aaron is more than the equal of Ithamore as
a villainous accomplice, bub is dropped out of the play before the cul-
mination of the action, nox éces he suffer the downfall that overcomxss
the principal characiers of the othsr plays. Titué‘s madness also is
more natural than Hisyonime'ls in eimilar circumstances, probably b=
cause Titus suffers mors horrendous tortuves,

Atdosphors and.spactacla comprige the ultimate difference within
the thres plays. Albhough each drama is full of deeds of violenes,

nons of the charactars can match Barabas‘s;deceptign and villainy. Only

Titug Andronicus has hieody speetacles, rapges, mtilations, and killings
direesly on the stagé thrcugﬁout the course of the play., Iu Ths Jew of
Malta, and %o a‘lasser extent 1n‘ggg Sbanish_ggggg 7, the audience hears
of most viclent acts oaly afétsr they have $aken place off~staga or,
a;ternatively, views them dimly in the shadows of night. "

Although troatment and emphasis of plot and characters differ, one
can s2e in thesse three early Baglish revenge tragedies é definite prom—
izs of the later complexity that was o enrich Zlizabethan drama, The

thraee plays noet only make usse of eplisodic scenes, but tﬁsy also en=-

compass extended periods of time, as distinet from classical tragedy.

‘which characteristically focuses on one moment of crisis, Even within

the narrow Tramework of rsvenge, the individual authors show a keen
insight into human nature, In Hieronimo one sess hesitmtion and inde-

cision overconms, bubt not to any noble snd. Barabas illustrades the

vart that sinister policy can play in human affairs, In the character
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of Titus thes paradox of nobility gone mad is prosented to the audience

for their bemussmani.

In all three of the plays, none of the characters really attracts

much sympathy. The protagomnisis, and thoss close to them, are isolatsd

from and by a corrupt society. 4As Titus reflecis in one of his anguished

suthursiss

Why, foollish Lucius, dost thou net percsive
That Rome is bul a wildernsss of tlgers?
Tigers must preoy, and Roms affords no prey

Bu? me and mine,

It is this general malalse of
that spurs %the characters to
even the desplcable Barabas,
driven %o aecl, they rely on ¥
Tt end up enspared in their

A more detailed evaluati
the three plays makeé cl@a?er

human condition. In The Span

(111.4.53-56)

socisty, almoat as much ss thsir injuriss,
‘action. Nevertheleés; the protagonisis,
represent facsts &f the hﬁman conditions
heir own cunning %o enforece their justicet
own carsfully-cralied schemes.
on of the revenge and tragic aspscts of

the concern of the playwrishts with thse

ish Tragedy the fundamental motive for

Ay

ragic actlon is, as previously established, revengs. Howaver, the

actual vengeance of Hieronimo

celved until midway in ths pl

Ghost and Revenge return from
revange as speciaiors of the
1ishes that Andreals death ju

fication for Andrea’s revenge

for the murder of his sonris not con~

ay (II.iv). Although the initial motive

or revengs is that of Andrea’s death in battls, and although Andreals

the underworld to view the workings ef
stnge action, Kyd never conclusively egisb-
stifles revengs. Cliven ths nebulsus Justi-

» Xyd shifis the actlon of revenge from
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Andrea to Hisronimo. The tragedy begins when the murdsr of Horatio pro-

~ vides a mare Justifiabls cause for revengs. The play does conclude in

the satigfaction of Andrsa and Revenge, but the audlence may find mor-
ally questionabls the uvnnecessary deaths that minister to that satis-
faction,

Hisronimo!s resvenge sxtends to the murdeier’sjinnocent kin and
inciudes the suicide of Bel-imperia, after which Hisronimo stabs hime
gelf, Th% rovengs is accomplishedhwith irony and deceit. The andiencs
might also find deplorabls the epilogue in which the Ghost glaats ovsr
the prospsct of his ensmiss suffering in hell.i Eyd's use of tha Ghosd
and Revenge as characters is an awkward device; this he must have real—
ized since thay become unimportany to the action of the play after ths
first scens, | | |

A reasonabls dramatic device is the hesitation of Hisronimo, who
requirss much proof and the fallurs of legal jJjustice befors overconing
hig doubds and résorting %0 pfivate revenge. XKyd has been eépecially
earsful in méking’ﬁierénimo the kind of man who would, in ths Elizge-
bathan climate of cpinicn, escaps censure,v Hieronimo has been grievausly
wrongsd, but before deciding to take justlce into his own hands, he
triss to affsct fevemge ﬁhraugh‘the legal systenm of which he is'an honor-
able representative., His madnsss, brought on by his grisef and sense ofv.
obligation %o his déad son,valso delays his ééticnsgb

Trickery and caunter~in%rigus ars other drématic devices ﬁsed
extansively by Xyd, ‘The unscrupulousneaé of the villain Lorenzo is

matehsd against the increasing monomania of Hieronimo. Kyd also draws
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parallels to emphasize the main situation; Hiercnimo's grief, for ex—

ample, is parallsled by the petitioner whoss son has been killed, and

| H

Hisronimo'!s madnsss has a counterpart in Isabellals,

|

EKyd's use of irony further heightens the dramatic and tragic ef=

fects of The Spanish Tragedvs The audience realizes that Horatio must

contribuie to his own murder to ualeash the furlss of revenge. Horatiols

words of love %o Bel-imperis<—vhich he speaks without rsalizing their

© full significance in the presence of ths traitorous Pedringano-—-are

poignant in thelr irony:

Fow that the night begins with sable wings
To overcloud the brighiness sf ths sun,
And that in darknsss pleasurss may bes dons,

Come Belwimper%a, let us to the bower,
And thers in safety pass a pleasant hour,

(I1.4v.1~5)
Whén Bol-imperia is unsasy, Horatio tries to reassuve her by reference

to ths romantie situations

Rl i know not whal mysslfs
And yet my hsart forstells me some mischancs,

Hor., Swest say not sﬁ, fair fortumas is our friend,
And heavens have shub up day to pleasurs us,.
The stars, %bsu‘seests hold back their $winkling shine,
And Imea hides hersslf $p pleasure us,

(11.4v.14=19)

Bnt Horatio's :aferences to. ight; darkness, and the actions of the
heavenly bodles in providing concealment for the lovers poin’ ﬁot‘ta
happiness, btut to disaster, |Hisronimo exclaims on the discowery of
Horatiols body, 0 héavansg hy mads you night %o céver sin?‘/ By day

thig dsed of darknsss had nof been® (II,v.23-24).

s
3 Bawdrs, Do 72«




In addition to the immed

avenger'!s obsession with reve
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iate grief and suffering caused by tha

nge, Kyd also makes his andience awéra

of the tragic side sffects that can result in the pursult of revengs

and powsr, Thse royal houses
suffering is somawhat akin teo
Andronicus which is caused by
tain their political position
in The Jew of Malta, the gove
provoking his scheming, is &1

vasion., Love %00 1s corrupte

of both Spain and Portugal suffer; This
the civil destruction in Romws in Titus
Tamora ard Agron when thsy iry to maln-
s by intrigues againast Titus., Similarzly,
roment, by seizing Barabasfs propérty and
ying to save itself from thé Turkish ifw

d, Peter Murray notes that Balthazar's

lsve for Bel-imperia leads him to hate and kill, jﬁst as Hieronimo's

love for his con leads %o a Inst for Juastics th&t‘makes him paradox~

35

ically unjust,

The range of atsiiudes in

characiers to vengsance ls remarkable:

‘ Zhe

Spanish Tragedy %hat prompt the

the slight to Andrea’s honor

and the ending of his lave'pl‘ns that come with his death in battles

the envy nuriured by Balithaza

$oward a suecessful rival in love and

war:; and %he outrage folt by Hisronimo on the assassination of his inng-

cant son. HBach of thsse char
bitier retaliabion. ZXyd, by
Trazsdy, presents a cogent wa

petitivensss; for the saks of

familiar antagonisms.

Bj'ﬁurray, P. 38.

cters suffers injury., and sach seeks

making revenge central %o The Spanish
vy of dramatizing human confliet snd com-

the andlencs, blood revengs exaggsrates
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in Titus Andronicus and in The Jew of Malta revenge is also the

mainspring of action., Titus follows the same single-minded pﬁrsuit as
Hieronimo, but Shakespeare placeé greater emphasis on the counter-
revenge of the antagonist villains, 'Barabasﬁﬁ pursuit, equally singlis-
minded,‘spreéds beyond the bounds of mere';evsnge‘ta include the lust
for power, Marlows places his villain in the position of protagonist
and emphasiﬁes thea master—villain vole. As noted‘before; each author
pakes corbain that sympathy is withdrawn from the protagdnist when his
actions bscome diabolical, The audiénce perceiveé the al%imate‘in_
justice af revenge-—sgnd the destruction’ef the innocent as well as the
guil ty--vhenever a man, bdblinded by'his lugt for justies, tﬁrns'ta pri-
vate revenge, The avenger may even btecome so daludad‘that he believes
he is directed by some divine purposs. |

The Jew of Malta, different from the other two plays in that blood
revenge 1s not evident, nevertheless can be understood in terms of
revenge; passion, lust, and lovs turned sour, T. S. Blist suggésts

that The Jow of Malta might bs considersd as a farcey if so, ths lasu

act bepomes understandable and not a mere daterieration in crafisnan-

36

ghip as some readers might otherwise dismiss i%.,” . If Marlows intended
his play %o ond as a farce, 1% serves to show how the Elizabethan stags
was developing a drama vrich in human variety, although iﬁitially it vas

based on & narrow theme such as the pursuii of revenge. Viewing the

play as a farce would alsoc help to explaln what soms readers might con-

P ,
3 T, §. Blios, "Seneca in Bnglish Translation,” Hgsavs on Bliza-
bathen Droma (Nsw York: Harcourt, Brace and World, Ine., 1956% , p. 62,
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sider to te a lack of purpose and seriousness on Marlowe'!s part. There
is certainly no doubt where Barabas stands in life:

Thug loving neither, will I live with both,

Making a profit of my policy,

4nd he from whom ny most advantage come

Shall be my friend,

(V.31,111-11%)

The other charactersz in the play with whom Barabas cémes into conflict,
exeept for the short-lived Abigail, camnot elicit sympathy or partissn-
ship. They are mostly double~dealing accomplices, such as Ithamore, o1

stupid friars and greedy government officials.  HMarlows &epic:s 8 dge

bassd hﬁmanity, empty men living in a world of ostentatious wealth,

In Titns Andronicus Shakespeare not only shows the meaning of
human destruction, but develeps further aspects of revengs drama as
wall., Aaron, for example, is more than an acccmplice in the mannsr of

Ithamore in Ths Jew of Malta. For a while, Aaron forces Tamera inio ths

hﬁckgreuﬂd as he deals with Titus, w&ila at the same time looking out
for his ownvinterests as well as those of his tastard son, Shakespears
not only gives Titus one antagonist but also complicates the counter-
action by creating a villain who pursues evil for i%s own sake. This
emphasis on the satanic Aaron disiorts the symmetry of the plot, but
zijﬁﬁlﬁﬁdTORicuS can be considered an experimenﬁal play, uniting twe
dissimilar meﬁha&é of plotting and fragiec theorieg.j? Certainly, Aavon
¢an be recognized as a prototype of iater stage viliains, but he: cannot

ba squated with such subile and well-rounded villains ag Iags and Zdmund,

37 Bowars, p. 118,
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As one evaluétes The Spanish Tragzedy, The Jaw_gg Malta, and Tilius

Aﬁdronicus as revenge tragedies, he questions whether there is a jJust
basis for revenge in these plays, or if the pursuit of vengeance and

its consaquent tragedy lis in %the movement of character, action, and

the conjunction of circumstances? Peter Murrsy, in his analysis of

Tne Spanish Tragedy, says that one cannot be sure whether Horatlo is a
liar or a hero, The aﬁdience cén question Hisronimels adulation of

his son and view the situatién not only from Hieronimo's ﬁbint of view
but alse from that of Horatiols ensmies, The murdsr of Eofatio cannod
be justified, bnt the audisnce can &lgo qusstion Hieronimo’s ebéessive
pursnit éf revenge for either Andrsa or Horatio, The killing of Balthg-
zay and Lorenzo s justified‘by their viciousness; Lorenzo inbparticular
reaches the depths of evil in his dissembling to conceal murderous in-
tentiong.-

Cgaractgr; action, and ciréumstances have sven more obvious rales
in The Jew of Malts. The list of Baraﬁas‘s deceptions is Soo long to
detall: clrcumstances dictate his devious strategems, Ba rabas 1z always
prepared %o strike back at his enemles, but his rage is carsfully con-
trolled and his intentions always davieuss

Ay, letvma sorrow for this sudden chance, 3
'Tis in the trouble of my spirit I speak:
Great injuriss are nst so seon forgot,
: (1‘ 11,207-209)
Barabas also excuses his actiéns in bterms of his Jewishness when it

serves his purpose:

-~

8 o
Murray, pps 48-49,
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Hard-hearted to the poor, a covetous wreteh
That would for lucre's sake have sold my soul,
A hundred for a hundred I have ta‘en,
And now for store of wealth may I compare
With all the Jews in Malta. Bulb what is wealth?
I am & Jsw, and therefore am I lost,
(1v.4.54-59)
Like Barabas, his accomplice Ithamors is unscrupulous; he is only tso
eager to sttempt blackmall, and he turns against his master when ha
bacomes invelved with a courtesan who lusts after Barabas's gold. Ulti~
mately, The Jew of Malta concerns the siege of Halta with emphasis upon
the desperate plots of & vengeful Jew,
The crimes and passions of Titus Andronlcus criginate in an in-
flaxible characterv a man who Sl&JS hig virduous son in a quarrel:
Iuc, My lord, you are unjust, and, more than so,
in wrongful quarrel you have siain your sen,
Tit, XNor thou, nor he, are any sons of mine:
My sons would never se dishonor me,

| ~ (1.3.292-295)
Pitus displays equally poor judgment_when called updn to>arbitréte
rival claims for the empire§ after accepting the invidious rols of
érbiter, he dacides, without any consideration of the merits of the
man, in faver 0£ the boorish Sajurninus, Titus, despite tha migfor~
tunes that result from his repsated lack of Judgment, never arrives
gt any self-knowledgs.

Kyd, Marlowe, and Shakéspears were sxperimenting with nowly-
created tragic rules of drama, Thoy were sitating truths about ths
hﬁman conﬁitien in & nArrow theme—revenge and its concemitant effects.
The fact that they could include so much variety despite this restriecte

ive convention 1ilustrates the wvalidisy of their exparimenta%iené, Thair
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plays, i% would ssem, were seminal to the Englishbéraﬁan'

Although Shakespears has| proved to be the supreme exponent of

tragic drama, the influences of Kyd and Marlows are equally important
in ths early development of tragedy. OFf special significance for the
futurs of Bnglish tragedy was| the theme of blood revenge foresd as an

obligated duiy upon an avenger who was, at the sitart, powerless., When

|

Kyd, in The Snanish,?ragegg. abandoned the Gheost and trappings of Sanaw

|

can revenge for a2 ravenge based on a murder that had taksn placs bafors

|

the audience, he gave them characters and a real life situation which

they could appreciate, 39

Although Marlows wrote a villain play, it is dcubtfu} that 1%
could have beer written as it was without the prece&e#t of The Spanish
Tragedvs Marlowe!s use of Kyd'ls counter-action broughﬁ the role of the
viillain-protagonist into 1ts lﬁﬁ rlghﬁ, Bhakespears, in Titug Androni-

|

CUZ, ezperimentaa with greateT.amphasis,on the actions of the villains

than on the tardy rsvenge of Titus, the protagonist. Hodifications and

variety were now obviously pessible, and a native English'trage&y_was

well on its way to develapmsn o

The dsbt of later playwrights $o ths early éxnerimantation with
revengs as traglec drama by Kyl, Earlawsa and Shskespears is probab,y
graater than anyone rsalizes. | Ths davelppﬁent of Blizzbsthan revengs

ragedy began in an atmosphere of sobar.morals and newly-found philo-

|

sophical insight. The insistence on duty, helpleusness in the gripbaf

39 Bowsrs, D. 268,
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circumstances; and the deplcting of the vagaries of humén emotlions that
faced the anthors of these early revenge tragedies can only méke one
grateful for their creative efforts.

FPurthermore, special credit must be given to Thomas Kyd who was the
first to take over the old themes and use them in the création of a
drama of action which was swift, complicated, and enthralling; Marlswa‘
could go on from this point, while Shakeapeare, building‘upon his own
earlé efferts and upon the échievements of Xyd, could carry the revengs

play to its triumph in Hamlet with its ghost and its play within a vlay.
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