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NOTE

In fcotnoteé the following abbreviations have been used throughout:

Bentiey = G, B, Bentley, The Jacobéan and Caroline Stage,
IV, Oxford, 1956,

Chelli = M. Chelli, lLe Drame de Mssinger, Lyon, 191k.
c:-uikshank A. H. r'rusﬁmlmnk, Philip Massinger, Oxfond 1920.

Dum = T, A. Dunn, Phili.g Massinger, 1957

Gifford = The Plays of Philip Massinger, edited by V. sz'f‘ord
2nd. edit:lon, 1813. :

Quotations from Massinger 8 writings are made from the followtng
editions: .

(1) ‘Believe As You List, in FPhilip Massinger (Mezmaid Series),
1T, edited by A. Symona, 1889,

- (2) Gifford foxg all the plays apart from Believe As You IList.



CHAPTIR T . . ' Career end Stage History

Fhilip Hassingor‘i'was baptised at 8t. Thomas's, Salisbury, on
November 2., f1583; nothing more is known cf hﬁ.s early yéars until his
matriculation at St. Alben's Hall, Oxford, on May 1k, 1602. His father,
. Arthur Massinger, held a position of'responsibi],,ity in the household of
the Horberts, whose principal seat was Wilton House, near Salisbury, and
much has been conjectured about Massingcr’s possible ccnnctions with the
falniiy.zj He seems to have left lef‘ord without a degree: again, t;he |
3

rea'eioc f'cr this- has been much disputed.. It is usually accepted that he

left the Univer.sity for London where he began his stage care er, poassibly

as an actor;"" but there is no evidence of his activities until 1613, when,

along with Field and Dsborne, hc. wrote :(‘rom prison to Henslowc, request:lng

arlvance pa,yment for a p.lay g
- The early years of Massinger's ca‘i'eer as & tfiranm.'t:l.c{'.,,6 up to 1625,

: are confused because of his assocmtion with John Fletcher. No play was

publ:lahed in the seventeerith century as a collaboration by Naesinger and

1. For a detailed discussion of all the known facts of Massinger's
biography, cf. Dunn, pp. 1-54. :

2. cof. R. i, Ball, "Messinger and the House of Pembroke', MIN,XIVE
(1931), 399.

3. of. Dumn, pp. 11-13. . L. cf. Bentley, p. 752.
5. cf. Bentley, p. 752. ' |

6. TYor an account of Masginger's carcer as a dramatj.st, ci’ 'Bentley,
pp. 752-5.



Fletcher, but Sir Aston Gol_lmz_me lcomented on the partnership twice .in the .
Beaumont and Fletcher Folio of 1647 and again in a verse letter published
in _1658.1 Critics have since traced the hand of Masainger. in several of
Fletcher's plays written for the King's Men between 1616 and 1625, tut 1t
is often difficult to ,judge whether these are genuine collaborations or
revisions by Yassinger of older playg- by Fletcher. During this period
'Mo.'ssi.nger also collaborated with Field in The Fatal Dowry, also for the
King's Men, and with Deklrer in The V.irg.in Maxtyr, for a Red Bull company;
while his ‘independent plays probably written betweén 1621 and 1625, The

Maid of Honour, A New Vay, The Bondman, The Parliament of Iove and The

Réne_ ado, were written for Bee_:ston conpanies at the Phoenix. Bentley
suggests that, _ |
‘e better dating of the plays might show a complete break with
“the King's company and an attachment to Beeston's ‘tz'oupes for '
two or three years'.
. Although so 11tt1e is defin.tely knowvn about Mass:mger B work in
these Yyears, deductions gbout the authorship of the .c.ollaboz‘a-‘bed pllays.
" have frequently been made., Chelli's book on the collaboration of Massinger
~and I“le:te.hc—;r3 is perhz;.ps the ;:xdjor contribution to this field, but work

has also been done by E. H, C. Oliphant,l’ R. Boyle,5 H. D. Syke,6

1. All quoted by Bentley, p. 753.
2. Bentley, pp. 754=5. ' '
3.

ftude sur la collaboration de Masslguer avec Fletcher et son qg_o__g_
Paris, 1926.

4. The P}_@@ of Beaumont end d Fletcher, 1927; “The Works of Deaumont
and Fleficher', Englische Studien, XV (1891), XV (1892).

5. "Beaumont, Fletcher and Ma.,s:l.nger', Englische Studien, V (1882),
VIiI (188s), VIIT (1885), X (1887). . :

6. " Partioularly in Sidelights on El::.za’bethan Droma, 1924, pp..140 ff




“and recently by Cyrus Hoyy)

B. Maxwell’ and P. Jones,/and the wholo question has frequently been

discussed, briefly or at length, by Massinger's critics.

After the death of F_letc_her in 1625, Massinger succeeded him as the
regular dramatist for the King's men,xd frthis company all but one of his
remaining independent plays were written. In addition to his extant work,
Massinzer wrote several playé that have been completely loat; if these are
taken into nccount he seems to have probably produced two plays a year-
from 1626 to 1639. However, '

'Though Massinger wns Fletcher's. successor as regular dramatist

for the King's compeny, it is clear that he never attained anything

like Fletcher's populexity. The d:!.ffemnce is most apparent in

the 1list of the plays of the King's men's repertory which they

were protecting in 1641 . . . Though nearly all the plays

‘Massinger had written for the King's men were more recent than

any of Fletcher's, the company thought it worth while to protect

three times as many Fletcher as Massinger plays . . . This evi-

dence of comparative failurec in the theatre is confirmed by the
number of ‘dédications and commendatory verses in the Massinger
quartos which i:;cuse or at least refer to unappreciated
performances', )
The impression to be gained from.the prologues and contanporar_v refer-
ences is certainly that of a disappointed man, continually in financl.al
difficulties. Two of the plays, however, wWere re-prlnted: The Duke of
Milen, first printed in 1623, and The Bondman, 162&..,. were both re-l-
printed in 1639. Even during the dramatist's life-time certain records

draw attention to what were to prove two of his most popular plays in

1. Studies in Besunont, Fletcher, and Massinger, Chapel Hill, 1939,
2. 'An Bxperiment with Massinger's verse', BMLA, L (1932), 727 £f.

{}. Bontley, p. 755, ‘he Lord Chamberlain's list in 1639 includes .
The Dondman, The Renepado, The Great Duke, The Maid of Homour, A New ew_Vay.
His list in 13&1 includes The Cit I-Madﬂm, The The Guardien, The Bashful :
Lover.

3. “The Share of Hetcher and his Collaborators in the Beaumont and,

Fletcher Canon] Studies in Btbhoqrapl'_\y @i (1956), pp. 129~ 146; _x_(:crsv)
pp. 3 - 162.




1ater Yyears: in 1635 A New » printed two years previously, was acted
in the Craven District by °‘a cex'teyne company of roguish pil.a.yers',,1 and
. in 1636 appeared Williem Certwright's Tho Royal Slave, a play apparently
influenced by The Bondmen. 2 |
Massinger died in Merch 1639/40, and his burial ia recorded in the
rogisters of 3t. Saviour® 8, Southwark; according to Oolcayneb epitaph, he
was buried in Fletcher's grave. The period of comparative failure that
attended his plays dur:.ng his 1if‘e-time B fo.l.lowed by the clogsing of the
theatres during the Civil Var and the inten-egnmn Whe'x, however, the
theatres opened a.gmn with the Reatoration, there began a series of
revivals '\nd adapta.tions thot testify to a new poPularity.
. 'Eleven of the seventeen printed plays were ‘adapted wholly
or in part . . . before the death of Thomas Betterton, and several
;' of the plays were acted in a form about which we have no specific
record . . . Almost as high a proportion of Massinger's plays
were on the sta.go, then, as of Shakespeare's (twenty-nine out of
thirty-seven) gr of Beaumont and Fletcher's (tnirty—nme out of
firty-three).’
'*i‘he most frequently mentioned play in.this period is The Bondman,l‘ which
‘was a great favourite with Samuel Pepys:.

.",l‘here5is nothing more tuking in the world with me than that
play.’ :

1. Quoted by Bentley, p. 801,

2. cf. W. G. Rice; 'Sources of William Cartwright's'Thé Royall Slave',
MIN, XTIV (1930), 515.

3. J. G. Mc}!{amwa,,/, 'Ph:llip Yussinger and the Restoration Drama ELH,
I (1934) » 281.

4. 'e oo fow changes would have been necessary in the character of
Maxullo, a perfectly chaste, perfectly self-controlled, almost a Platonic
lover' (ibid., p. 287).

. 5. [The Diary of Samue Pepys, ed. H, B. Wheatley, 1901., v, 204 (July
28th, 332‘. . _




Pepye, who bought; a copy of the play in'1_66_1,_:' and was reading :l;t in 1666,
records performances in 1660/1 (when he had already 'seen it o;‘-—.‘ten'i') ,
1661, 1662 and 1664, Edmrd Browne saw 1t in 1662 or 1663,2 and it ‘was
in fhe rapertory of Rhodes' company at the Cockplt shortly before the

5 4

Reatoration.” Betterton's performonce as Pisander impressed Pepys.,

A New Vay was secn in London by two Dutch visitors in 1661/2, and in

. Norwich soon afterwards by Edward Browne.® The Renepado was included in -
thé list of perfomanceé by the King's Company, 1660-2, and ﬁaé seen in -
'Lincoln'.s. Im Tields in 1562_01‘ 166.3.6 A manuscript revision of The
Renegado in a late seventegnthlcantu:;'y hand is still ext;mt.T The qéta—
logue of plays of His Majesty's Se'wanta', .1668/9', iﬂcludes The Dike of

Milan, The Roman . Actor, The Emperor of the Bast, The Guardian, The .

Bashful I.o_v_er, and The Unnatural Combat. - It is possib]e that The Guardim
. was presented a.t 'couzt in 1671;., and the performance of 'The Spanish Lady, _
or The very Woman' in Oxf'ord .’m 1661 may have been a productn.on of

- Massinger's play.”

1. ibid., I, 362.
2'- cf' Bentl@y, po 767.
3. cof. Bentley, p. 766.

L. Fepys, op. cit., I, 354. cf. é.lso J. Downes, Rescius Anglicanus, -
1708, p. 18. ' ; .

5.cf. Bentley, p. 81.
6. ibid., p. 812.

7. cf. W. J. Lam‘enco, ".l‘hc Renega.do TIS, 1929, p. 846, of. also

8. _McManaway, op. c:.t., pp. 291--2
9. of. Bentley, pp. 825, 8_.27..



Maseinger's standing in the late seventeenth contury is not merely
to be aaséssed by recbz'ds of productions: his influence is to be f‘elt in
many new plays of the period. Cokeyne's The Obstinate Lady (1657) shows
some dependence on A Very Wiomen, ! end in 1659 Chamberlaine borrowed fram

The Renegado in his Pharonnides.® Love Lost in the Dark (1680) is a

rehandling of materiel from the Three New Plays printed in 1655 (The

Guardion, A Very Viomsn, The Bashful Iover). There are echoes of A New Way

in Shadwell's True Widow, Iacy's Sir Hercules Buffoon, and Ravenscroft's

- The Canterbury Guests. The City-Madam is used in Thompson's Mather Shipton,

Sir Hercules Buffoon, andl possibly in Dilke's City Lady and The City Match

by Mayne. Lee's Theodosius owés something to The Emporor of the East,

Wrs. Behn's The City Heiress -to The Guardian. The proviso scene in

Congreve's The Wg,x of the World (41700) has many antecedents in seventeenth
century drama, but the parallels to be found in The P:.tx—Maaam suggest
that there may have been some direct j.nt’].ue:w:xe.J‘L .

Kirk has described a manuscript adaptation of The (_)_:L;x-?\fadam; called :

The .Cure of Pride, which he dates in the carly eighteenth century s and

suggests Jemes Love as the posaible author. The plot hae been made more |

plausible by the substitution of a trip down the Thames on a stormy night

1. cf. G. langbaine, An Account of the English Dramatick Poets, 1691,
p. 69.

2. of, G. W. Rice, '"The Sources of Massinger's The Renegado', F.Q., XI
(1932), 7-5. .

" 3. of. R. Kirk (ed. )» The City-Madem, 1934, - pp- 3641,

k. of: McMonaway, op.cit., for a full discusrsion of Massinger in the
Restoration period.




for Sir John's retivement to a monastery, but Massinger's verse has been

1

ruined.’ In 1719 theve was published, 'as acted at Drury lane!, The Bond-

men or, love and Liberty, an anonymous alteration ususlly asoribed to

Betterton. This version shows many ﬁelétions, particularly in long

spceches and in the use of coarse language, but there has been no drastic
2

alteration. Betterton's name is also assoclated with The Roman Actor.
An altered version of the play was published in 1722,3 and in the same
year thers was a perfornince at Iincoln's Irn F:Lelds°

~ 'Rot acted 30 years, the History and F 1 of Domlti:m, or the
. Romsn Actor, reévived with elterations.'

.In the middle of the ei\,hteenth' century a new phase in the sfage-
history of Massinger's playa opened with the growing populax‘ity of A New

Vlay to Pay Old Debta, but this play must be reserved for mdividual

treatnent.5 . The rest of Massinger's plays were neglected during the
middle yéars of the century. In 1763, however, The Pigture-was-perfoﬁned
at Canterbury and Sﬂ.'l.1,:4.ng,'bourne,6 ;and an alteration of The Citx-Madam by

I.ove is saild to have appeured at Richmond in 1771 7 Cumberland'

1. of. Kirk, op.cit., pp. 18-27.

2. of. Bentley, p. 817. |

3. W. 1. Sandddge (ed.), The Romen Actor, 1929, pp. 2-3.

4., J. Genest, Some Account of the Enplish Stage, 1832, III, 82.
5. cf. p.14 below. ;

6. of. S, Rosenfeld, Strolling Players a.nd Drama in_the Jo&rovinccs
1660-1265 1939, pp. 262-3.
7. Love ‘played the part of luke with great success’ and 'afterwards

revailed on Mr. Garrick to bring the Flay forward at Drury Lane'
Gifford, IV, 2 ) : .




altération of The Duke of Milan, cor;sis_ting of "Massinger's play, and
Fenton's Mari’gi— ;n_e, incorporated', was .perfozmeL_i in 17‘79.1 In the aamé
year appeared an alteration of The Bondman, also a{;tributed to Cumberland.
The alterations 'consisted chiefly in reforming the comic scenes'’ ,2' It
was, however, !very coldly received, being aoteﬂ only about six nights' ;3
it was 'highly spoken of by the critics, but it did not succeed.to the
derree that was reasonably e:q:ected" H o 1783 1. Bate's The Magic
‘Picture was acted and printed, The advertiaement' comments on an excel-~
lent performance and a 'very flattering receptlon' and explains the
alterations: |
'After giving a different turn to the drame, by meking the changes
of the Picturs, the effects of KEugenius's jealousy, instead of the
magic art of Baptista, and cxpunging the gross indelicacies which
overran the play, it was found that most of the characters

required a little frwh modelling to complete the design of the
present undertaking. ’: '

The City-Madam was also performed in 1783, ‘for Baddeley's benefit, with

Palmer as Iulce.5 In 1785 appeared an altoration of The Maid of Honour

by Kemble, who, surprisingly, himself played Adomi.6 Kemble also played

in The Roman Actor:

1. of. T. W. Baldwin (ed.), The Duke of Milan, 1918, p.9.
2. Gonmest, op.ecit., VI, 40,

3. D. E, Baker, Biographia Dramatica, 1782, IL, 6u

4. cf. B. T. Spencer (ed.), The Bondmon, 1932, p. 10.

5. - Gonest, op.cit., VI, 289.

_6' i!';?-.@.-- p335.



'Kemble, during a winter theatrical £8te at York, Hull, and
Edinburzh, in 1781, declaimed Paris's defence of the stage.'

2

1

Peris was one of his chief roles in his Irish tour in 1781-2.© In 1795

the 'Defence of the Stage' was included in a programae for Chalmers'
benefit in Philadelphia.” The Female Patriot, an alteration of The

Bondgman by Mrs. Rowson, was performed in New Yorkl"

and Phlladelphia in

17551 no copy is extant, but the omission of Cleon, Asotus and Corisca
o ' 5 .

from the dramatis personse suggests a curtailment of the low comedy.) In

1798 there was an unusual revival in Disinterested love, an ac]axitation of

The Bashful ILover:
'Disinterested love was not acted a 24 time - it was altered
from Massinger - the alteration is attributed to IHull, who has
.foolishly changed the nams of Farneze, and of 2 other charac-
ters - Oulgon says that Pope was ill, and that Johnston read
the part.'
The early nineteenth century, which saw the publication of Gifford's
edition of the collected works in 1805 and 1813, and Lemb's revival of

. Masgingei' and his contemporaries in his Bpecimens of English Dramatic

Poots, initiated a new period of interest. Apart from the theatrical

success of A New Vay, the century is more outstanding for the printed

1. W. L. Sandidge (ed,), The Roman Actor, 1929, p. 4. of. also Genest:
'Kemble was particularly impressive in Paris, and acted the part after-
werds at Dublin with great applause - considerable omlssions were neces-
sary in order to fit the Romen Actor for representation, but cutting it
dovm to 2 acts was (as Puff soys) not using the pruning lmife, but the
axe. ' (op.cit., VII, 2.3).

2. Sandidge, gp.cit., p. L. 3. ibid., p. 5-

L. R, H, Ball, The fmazing Corecer of Sir Giles Oven'eac}r_x,- Princeton,
1939, p. 172. .

5. B. T. Spencer (ed.), The Bondman, 1932, p. 11.
6. Genest, op.cit., VII, 370.
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_ edi‘ciong of the plays than for stage performances. The _Citz. r-Madam,

| however, enjoyed considérable popularity in the form of Riches, the adapt-
ation by James Bland Burges which was first acted and pr:i.'htéd in 1810,

The success of the play arose 1arg,;ely from the attraction which the pert
of Luke ‘has for ‘great individual actors, whose ‘talents gave it an impor-
tance which it would harlly have attained otherwisc® 1 James Grant
Raymond was the first to act the part in 1810. The play was most favour-
ably reviewed by The Timos, which said that it received 'the general
applause of a crowded audiénce!. The Emnﬁnew comments:

"It succeeded for a season, end was a '""E.dt reliof from the
feeble jesting of the modern drama.®

William Gharles Macready, vho first acted Luke late in 1810 in Bimingham'
“at the ag‘e of scventeen, wvas the next great actor'to win success in Riches,
at Newcastle in 1811-12, at Bath in 1815, and in London in 181k, 1837 and
1844, A review in The Spactator in 1841 vividly describes his portrayel
of the misei- and schemer, and in addition provides some ins_ight into cur-~
 rent interpretation of the play:

'The sudden and violent transitions of character in Iuke, start-

Iig as they are in the play, appear ummatural from the.want of

that semblance of hypocrisy in MACREADY'S profession of goodness

and renerosity which should make clear to the audience the art-

ful insincerity of his conduct. MACREBADY pleads for the debtors
with the fervour of real benevolenco, and a holdness and vehe-

mence alike inconsistent with his dlssimulation and deferential
!fm.m:.l:_ty towards his brother.'?

1. Kirk op.cit., p. 45. VFor a full account of the play, -and details
‘of peri‘omances and reviews, cf. Kirk, pp. 45~50.

T2, Macready's poerformance would perhapa have pleased 'l‘. S. Eliot: 'His
[uke's] humility in the first act of the play is more than half real.
The error in his portraiture is . . . the premature disolosure of villainy
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Macready himself commented on the scope the play afforded the actor: its
_success

'in the country was very considerable, altkhourh in I.ondon it took
no pcrmanent hold of public interest'.

In Dublin, he sa;ys,' it was hi= most po_pular character: it

'added to my 'ieputation and moterinlly improved my finances'.
But the greatest representation oi" Iuke was that of Edmund Kean: his
" benefit performance in 1815 cleored for him £1,500, 'the largost sum ever
realized by & thcat_fica]-. baz_zeﬁ.t-' » hia biégrapher_tells' us. He acted the
pert in London in 1811:.,__1817,_ 1822, and 1830, and at Bath in 1816. The

Theatrical Inqu.sitqr gives & long and deta_.ﬂ.led description of his per;
formance; it seems that be succeeded where Macready had failed:

'There was a conac:l.ousness of expression in his countenance,

a chuffling left~handedness of movement, and an affectation
of‘ apcech, sufficient to acquaint the audience with all the
Workin:'s of his mind, without awakening the distrust of those
vilom it was his pux]mse to deceive.! .

’{awkins also givcs an .meressive account, but perhaps Hazlitt, more than
any other, conveys _m:lnutely the particular quality of Kean's treatment of
the part: in the last scene, at the appearance of his brother,

'The shawe and agony displayed in the manner in which he holds
by the baclk of the chair, to which he has staggered, with his
hands before his face, shrinking up into himself, and the
abject poature in which he crawls, like a spider, to eling to
his brother's feet, had a truth, an originality, and an
impressivenuss of effcct, egual to mw‘h:lnp we have witnessed
in this extraordinary nctor 12 .

in his temptation of the two apprentices . . . But for this, he would be
a perfect chamelcon of circumstance' ('Fhilip Maaaing,ez‘, 1920, Sclected
Eseays, P. 219). :

1.. F. W, lawkins; Lifc of Fdmmnd Kean, 1869, I, 259

2. \'I. anlitt, '‘Dramatic Criticism', 1814, Works, ed. P. P. Howe, XVIII,
195. e— .




i2

Kean played Luke during his visit to America in 1821 -2, and Booth aoted
the part in 1831. .Ottier American productions are recorded in 1810, 1819,
1820, and 1830. The play was performed at Sunderland in 1819. An anony-
mous adaptation of the oﬁginal play, with Samuel Phelps as Iuke, was '
produced in 184 and repeated in -18.'52, 185€ and 1862. Phelps':performance,
though apperently not great, scoms to ixavé been 'sincere and viorthy
acting' .1 | _

Zhe Duite of IMilen was revived with enonymousslterations in 1816. In

the last é,ct Eugenia, dispuised as the dead marcel:i.a, holds a polsoned
flower which kills Sforza. Hazlittz poured scorn on the weakness of this '
alteration, .nnd,_ like I“_Iaw-.rk:ins,,5 was less jmpressed by -Keah"s. Sforza than
by his 5ve1Teach._ Some hsi.ght into Kean's management of the play is
revealed by a copy in the British Museum, marked with M3 stage-directions
and a.ltara.tmns, and inscr:u.bed

| ‘Correctly marked 'xcconhng to the dlmotions of Mr Kean'.
The concluslon was perfomed in style. Vhen Sforza, discovering Fra.ncisco's
ident:u.ty, wildly calls out for tortuﬁg, no less than eight guards were
to e‘nter, and finally the 'Curtain falls to slow Music'. The play was
preaented in London and Bath. Hawkins a,vs thiz was Kean's last endeavour-
to redeom the works of Massinger fyom obscurity: |

'Other plays suggestcd themselves to him for revival, but he
dezisted from the undertaking, feeling sure that in A New Vay

1. Kirk, opscit., p. 5.
‘2. V., Hazmlitt, 'A view of the Engl'lsh ‘itaqa', 1816, Works, v, 289-90
3. Hawkins, op.cit., P 361.

AL 5-4



fo Pay 01d Debts he had opened to view the fruitful nmine wh:t.ch
Hasuinger'a plays afford.

This oeems to have not"been strictly true, as in 1622 Kean appeared in
The Roman Ac‘é:or, ‘or_the Drama's Vindication. Paris' defence of the s-tage
was a populer extract: it was read by Hackett in New York in 1827, and in
1886 it was remarked that it had 'been advertised as an attraction' on
many occasions.

In 1831 Famny Kemble vevived The Maid of Honour.

'She said that the part of Camiola was the only one that she
had ever selected for herselfi'3

I—Iowever, it was not a pbpulm:‘ stage success. There wae a surprising

ad.aptat:.on, in 1834, 'by Elton, of The. Unnaturql Combat. Chelli spys that
l..

it seems to have been well received.” Translations of The Duke of Milan
were penomc.d in Vienna in 1846 and in Berlin in 1879.

Since the ea;‘_ly years. of . the mnetee_nth centgry L‘[as_ssinger!s plays
have been almost totally néglecte_d in thé_ 't-‘.hea.tre. Apart from A New Vay
there seem to .have been only tuo reﬁvals in {;rle'p:;-esent century, and

neither of these took place in publéic theatres. 1In 1922 three perfoménces

. of The Great Duke were given, in aid of the Inns of Court Micslon, in the
Miadle Temple Hall, by '

'a company of old Oxford amateurs, including Mr. Ledwerd, Mr.

Hawkina, op.cit., p. 362.

1.

2. ef. W. L. Sandidge, The Romsn Actor (ed. )5 1929, p.5.
3. E. A. Bryne, The Maid of Hongur (ed )., 1927. p. xxavi.
4. Chelli, p. 65.
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Colbourne and Mr. Ramage, req"ntorcea by Miss Cathleen Nesbitt
and Miss Elizabeth Pollock!.

Thé production was warmly praised by The Times: the actors were said to
have captured the dellcacy and artificlal grace essential to the play, and
this spirit

'is better displayed in these surroundings than it could be in
in any other'.4

The following year a performance of The Duke of Milan was given for the

tercentenaxy celebrations at Merton College, Oxford. It wosz directed by
Nigel Flayfalr, who also dealignérl for the production an 'Elizabethan
Stage . . . specilally built by the Lyric Theatre, Hanmérsmith‘ . The per-
formance seems to have incluéléd a good deai of music, and a prologue was
written for it by Professor G. S. C‘Toz'don 3

The moat outstanding feature, however, of the stage-hl...tory of

Magsinger's plays is the extraordinary success of .4‘.. New Viay to Pay 014

Debts which, after its revival by Garrick in 1748, was produced inter-
mittent_ly throué,hout the eightesnth and nineteenth centuries and 'Oc.:cas:l‘.on-'-
ally in the t\ﬁ-r.entieth century, in America ;as well as in Engl;md So far
no-one has compiled a full account of the sta.ge-—history of the other pla,ys,
' but in the case of A New Way a monumental tesk has been performed by

R. Y, Ball in The Amazing Cereor of 8ir Giles Qverrcach, Princeton, 1939."'

1.  The Spectator, Peb. 18, 1922, p. 205.
2.  The Times, Teb. 24, 1922, p. 7.

3. Details of the perf’ozmanco are given in the programme, to be seen in
the British Museum.

4. ‘The following is largely based on this 'book.
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Ball has noted cvery recorded performance of the play, with quotations
from contemporexy reviews,. The secret of f;‘ne vlay's theatrical suécesa
seems to lie in the opportunities which the clla;rac;ter of Sir Giles offers
to the star aaf.or of the romantic type: the stage presentaﬁion of the pert -
has thqrefore béen that of a passionate tragic villain, inclining, it
would aecem, towards the melodramafic. The fashion was set by Henderson,
viho first a'ppeared in the part in 1779:

'Henderson it was who released the flocd-gates; hereafter no

important actor could avoid breasting the curret_lt of emotion

which rushed through the character of Gir Giles. Ie wos the

first to turn th., extortioner into & role which a recognised

star must easay.' _
Kemble first acted the part in 1781 and Cooke in 1801. But the éreates,t
Sir Giles of all time vams Edmund Kean: hé ‘gave pumerous -peffomaxzces in
Eng,land b.etween 1846 and 1833, and in fmerice in 1821-2 and in 1826, and
was follovwed Ly a t_eady stream of minor actors who képt the 'pla.y alive"
throughout the century. The play seems to have been introduced to America
by'(_:lmll.mers-in 1795, and there too it was 'conetantlj revived, its-stars
including Junius Brutus Booth, Davenpoft and’ Edwin Bcoth ~ Ball has c':om-'.
mented, howvever, on u change of attitude towerds thc play in the later
years of the nincteenth ccntury: it was eventue.lly abandon_ed by the pubi@ic;
tﬁe.itz‘e, ‘pushed . . . into antiquarion revivalism' by 'a tendency in the
direction of realism', and to be found only 'in institutions of leéming,_
in dramatic' soclieties, or atill nower repertory thoatres, where it seems

1o longer an active pért of the dramatic life of the present,. but an old

1 » Ballp ) 2!2- cj._‘s. 9 P. 43.
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play zwe\}iveé because it is pld' .1 The twentieth century performances
testify to this change: in England the play has been performed by the
Marlowe Society, Cembridge, in 1912, the Birmingham Repertory Theatre in -
191, the Moddermarket Theatre, Norwich, in 1921, Merton College, Oxford,
in 1970, Birkhsck College, Lc;ndon, in 1932; and in America there have br.-gen
" neverel cellege frodunti.ons, beginning with one¢ at Princeton in 1908.
Howavey, there wa') also a proféssional-revival by Walter Hampden in
Mmerice im 1922, In Ingland there was a broadcast performance in {1948,
produced by John Riclwond, with Hush Grifﬁ.th s Sir Giles. In 1950 tin;*e
was a pxuvi.ncial tour by Domld Violfit. According to one reviéwer Wolfit
seems-to have z_'epeated: sorething of the intensity of Kean's performance:

‘There were momenis . . . when we were tempted to see Sir Giles; '

:i.r_z Wolfit_'s person, ac. playing a privatec tragﬁdy against:the

light-hearted background of a Aifferent playp' _

" The stage-history « f A New Way has :mtore.,tinr; fe'aturés for a litérary

' apj:raisal oi‘. the play. The contemporary reviewv of the ﬂmeteenth century
perfomancas, ex"uenslvely quoted 4n Ball's book, reveal, in the minute
'detail of the reportﬂ.r\_,, 1he cnrrent mtu:pretat.g.on of the play. Ball
haa J:-emark.ed on the scenea that seem to have been most effective in the
theafré s Foxr exgmple, the frequently oriticised opening scene of Act iV,
vhere _Sir.Griles declares himself to Lord Lovell, and has suggested hoiv

-

this can modify literary ,judment." *he conception of Lir Giles as an

1. Ball op,cit., pp. 158-9.

2. [The f:haf‘i‘:lold Telegraph, Oct. 10th, 19 50.
3. Ball, op.cit., pp. 4589 384-7.
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. impassioned, almost hystericel figure of overwhelming evil is the dominant
- theme of the reviewn, particﬁlarly in such a detailed accounf of the act-
ing of Kean as that of Hawldnsj who pnints with great fervour, and no
doubt cxapperation, the dynamic effect it hind upon the oudience. This
concentration uvpon the fipure of Sir Giles is olso apparent from Kemble's
ste@c version, which was \ﬁdely used in the ninetecnth ce:ntuxy,,z One of
the main altorations is o condensation of the last scenc and some re-
arrangerent in order to keop 3ir Glles on the stage and avoid his exit and
reappearance in the m:i.dé.le of the scene., Ball has commented on the change

of tone. implied Dy, this altoration; with ito unrelieved concentration on
the villainy of Sir Giles:

'On the Caroline stare the play was probably more comic than

in revival, and Magsingor may have felt it necassary to temper

the inhercent seriousnoss of the action by means of fir Giles

first exit and the ensuying level dialogue beforc his final

resppearance and outburst of insanity. Vith the chence in

spirit which emphesized the serious and emotional aide of the

play, however, Kenble aspired as iuch as possible to harrow .

the feelings of hisz sudiences thet they mght leave the theatre

with awe as well as relief, '3

The nineteon'ch century stase presentation of Sir Giles, and parti-

enlarly that of Kean, has had a ksting effect on oritical opinion.

1. Hawlkins, op.cit., pps 344-55. Some idea of Kean's performence may
also be goined from Clint's picture (1820) of the last scene of the play -
(to be seen in the Gerrick Club) in which Sir Giles is seon with drawn

- sword threatening his enemies. Hewkins calls the picture 'an equivocal

success' (op.cit., p. 346 n.), but the Merton College production repro-
duced the grouping of the picture, apparently with great effect (ball »

op-.cit., p. 162), .
2. Tirst prmted in 1810, but reprmued in several collections, e.g.
fhe Acting Drama, 1834, The British l)rama, 186!,. '

3. Pall, op.cit., p. 405
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: _Hézlitt'a vchement charaéter sk_étch1 is obviqusly coloured by his experi- |
ence in the thea‘i;z_‘e.!' In later generations, however, among oritics who

‘had never hom Kean, the genuine eloquence and :Lnsig_hi of Haglitt havé
been lost, :and the melodramatic tendency of the pley has often been over-
‘stressed. In the twentieth century this has been countcracted by tha

2 and ¥nights,” but it is ddsappointing to

penetfuting eriticlem of Eliot
see an extreme instance in the introduction oi'. the play's most recent
editor: the play ie des.‘.gnated ‘a thorouuhly ronant‘lc Regency-Victorian
melodrama',* and the finnl judgnent is:

'the play, though not _great drama., is high-class melodrama’ '.5 :
This view of the play in terms of melodrematic black and white makes non-
sense of'its_.comic seriousness in the Jonsonian mammer, denles its Boots
in actual s;a.oial and econb‘m:l.c problems. It in fact seems to stem princi-
pally from the stage-history of the play, from the conception of Sir Giles
initiated by Honderson and fully developed by Kean ' The amazing career
of Sir Giles bvemach hao earned for Massinger's play the distinotion of
havim_r, ‘the longest vogue of any Jacobean or Carolme play except

Shakespeare* s';6 but in its effect upon critical opinion it has. frequently

Hazlitt, 'Lectures on the age of Elizebeth, IV', 1820, Vorks,
ed. Howe, Vi, 267.
T

1.
2. T. 8, Eliot, 'Philip Massinger', 1920, Selected Epsays, 1932, pp.205ff.

" 3. L. C. Knights, Droma and Soclety in the sge of Jonson, 1936, pp.270ff.’
r!

4. M. St, Clare Bryne (ed.), A New Way to Pay 01d Debtl, 1949, p- 13-
5. ibid., p. 16 _
6. Bentley, op: o1t., pP. 803
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led to a l:i.mifed, even distorted, Mte!'bretation that has mistaken and

underrated the real importance of the play._1

1. The stage~history of The Virpin-Martyr, by Massinger and Dekker, and
The Fatal Dowry, by Massihger end Field, is of some relevance to a conside-
ration of Massinger's reputation as an independent writer, as in both
cases he has usually been regarded es the chief collaborator. The Virpin
Maxrtyr was performed several times on the continent during the elghteenth
century, and hed some vogue in Englend as Injured Virtue,an 'adaptation by
B, Griffin first performed in 1714. The Fatal Dowry, a much admired play,
vas used by N. Rowe in The Fair Penitent (1702); subsequent critics
frequently accused Rowe of theft and compared him unfavourably with
Massinger, For this and other adaptetions, cf. J. F. Kermode, 'A Note on
. the Higtory of Massinger's ‘I‘he Fatal Dowry in the 18th centuwry', N & Q,

3 Moy 1911-?, P. 135



CHAPTER IT ' : - : Trogedies

Maaéinger's_ tragedies are perheps his least charact'eristit‘: work,
though they have been rated highly by many of his admirers.! The transi-
tional néture of lMassinger's writing which creates a certnin unea_sinéss
in his work as a vholé is particularly apparent in the tragedies. Not
yet freed from the mode of the earlier Jacobean dramatists, he retains
many of their featurcé of hlood and revenge and violence. But these ele-
;nenta-rmve invariably a séns_e of contrivance: the sombre world of the :
the ea:rlier dramatists is being i'e—qmated in an era'- wher;-z the same
impulses no longer exist. A eerta_i_r’x loss of vitality goes aloné with on
assertiven;-:ss which tends to @ke everything seem exaggerated. Massinger's -
tragic characters are paintéd in extreme colours. Sforza, in The Duke of
Milan (1621 -2), is c'lominated by such forces of‘ love ‘and :]ealouly that he."
l arranges for his wife to be killed slmuld he he die firat, and after her

death persists in wooing her corpse. Malefort, "in “The UgnLaturgl.Cmbat

.(1621 -57), having poisoned his wife before the play opens, kills his son
and develbps an incestuous passion for his daughter. Domitian, in The

' Roman Actor (1626), orders murders and secductions as part of his daily
routine. Antloohus, the long—sufferinp hero of Beliove As You list (1631) s
is a very dlf‘ferent kind of chara.oter, but his persecutions are presented

with an emggeration that corresppnds to the exccsees of the other tragic -

1. e.g. H. I-Iallam, Intr.'oduotion to tle 1itcrature of L‘xgppe, 1_839, 111,
: 615, . . -
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characters. Hassinger secms frequently to be straining for tragic effects.
At the same time there is a genuine povvér in his presentation of the over-
pansionate man and his hint of timely repentance as.a possible means of

averting tragedy; and The Romsn Actor and Believe As You List are imbued

with a conception of stoicism that gives a certain depth to both plays.
Sforza, the Duke of Milan, is perhaps Massinger's most characteristic
tragic ‘hero, swinging from one emoti.onai extreme to the other, ultimately
repentant,and a gifted orator. Leaving his court at e time of military
cr:isi_s to ﬁxedia.te wi.‘l;h the Emperor Charles, he entrusts all his affairs
to his .bmther—in-law Francisco, making him promise to kill his wife,
Marcelia; should he hﬁself' die on the batﬁle-f'iéld. Francisco attempts
in va:ln.-'co .seduce Marcelia, but succeeds in cooling her affection for her
husband by revealing the plot against her life. At his return Sforsa is
persuadeq by Francisco that Marcelia has been unfaithful to him, and kills
her. Her 1nnocerice revealed too late, he is only prevented from suicide
by the pretence that she is unconscious but alive. Sforsa finally dles
by kissing 'bhe-cbr'_pse which Francisco, in the guise of a doctor, has
painted with poison.' The -plot, based in tl_me. first place on the story of
lierod and Mariamne ,1 is obviously influenced by Othello,2 and Sforga has

soveral characteristics reminiscent :of.Shakespe.are's hero: he is a man.of

action and great physical passion; with an eloguence Best exhibited on

1.  of.'T. W. Baldwin (ed.), The Duke of Milen, 1918, pp. 12-22.

2, '"Massinger . . . saw the poasibility of reworking the Herod- :
Mariemne story in the Qthello. type, the tragedy of intrigue, and proceeded )
to re-shape the characters and plot .accordingly.' (ibid., p. 22). .
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‘formal , public ococasions. There ia anothor parallel in Ford's Love"s.
Sacrifice (16327?) where the Duke is decelved by the love of his fr.tend

‘and wife and falle into a jealous passion like that of S_f‘orsa’.1

But
-Masai.nger's handling of his hero is characteristic, with the implicit
moral judgynent that is never entirely ebsent. Sforza is a heroic figure.
but his particular kind of power and splendour is rooted in the corrupt
end sordid. At times hislove for Mercelia 1ifts him to exaltation and
defiance of all earihly donger:
'Fall what cen fall, I dare the worst of fate:
Though the foundation of the earth should shrink,
The glorious cye of Heaven lose his splendour,
" Supported thus, I'1l stand upon the ruins,
And seek for new life here.' (I,lil)
But the news of military defeat can subdue this in an instants
'Silence that harsh mugic: 'a tolling bell,
As a sad harbinger to tell me, that ‘
This pomper'd 1ump .of flesh must feast the wozms,
Is fitter for me. + (L,114)
His pas:siqn and elogquence 'do not cbnstitute a sustaining force, but - '
emotional instability: 'impulsiveness takes the place of vigour'. 2
. However nobly he may rise as a heroic figure, the idea of the Ypamper'd |

1@ of flesh' is never far o.way._5 The actual ::;epulsivenessl"of Sforza's

1. cf, J. E. Baker, '"The Flays of Philip Massinger', Academy, June
1890, p- ié-joo T -

2. Sir L. Stephen, Hours in a Iibrary, 1877, II, 149.

3. "The complete absoxption of every manly fee]ing in wmk devotion to
a mere animal beauty he [Massinger] delights in exhibiting.' (R. Boyle,
'Beaumont, Fletcher and Massinger', ES, IX (1886), 238). :

4. ‘The play, eapecially for Sforza's speeches to Mareelia, was con-
demned for repulsiveness by J. W. Mills, Academy, Dec. 4891, p. 566,
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magnificence, the superficiality of his splendour, emerge also in.the
backgzround end in the spsechez of the minor characters$,Graccho officially
ordering widespread drunkenness, the gentlemen proviyding all that may .
please the senses for the banquet. Sforga's own impessioned speeches
contain in their emotlonal exaggeration an implicit censurce and a sugpes-
tion of coarseness as well as a certaln cloguent vitality: )
" A mistreas, mother! she is more to me,
- And every doy deserves more to be sued to. ' .

Such as are cloy'd with those they have enmbraced, ’

¥May think thelr wooing done: no night to me

But 1s & bridal ono, where. Hymen lights

His torches frosh and mew.”” - - (I,1i4)
This excessiveness sometimes verges on the grotesque, perhap's deliberatcly
s0, as in Sforza's nerration of the horrors \-;which would be more endurable
than the slipghtest suffering on Marcelia's iaai:rtz

"The city ta'en, the kennels rurning blood,

The ransack'd tcaples falling on their sainis;

My mother, in my sight, toss'd on their pikes,

And sister raviehed.' (I, iiif . _

Sforza's chief claim to hobility is his digtinction as a soldier

‘and his feerlessness and strategy in public 1life, particularly as this is
presented in the encountor with the Ewperor Charles (III,i).' Sforza
surrenders himself with such franimess and magnenimity that Charles at
once restores his dukedem to him. The epis_ode seems something of a
digression: Massinger is indulging in the opportunity for a piece of

rhetoric ap Sforza owvercomes his enemies by his eloquence. The scene does,

however, emphasise the comparison with Othello: calm and forceful in

1. Cruikshank thought this the finest scene in the play, 'bathed in the
romontic atmosphere so congenial to our author' (p.. 136).
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public affairs, Sforza returns home elated with auéc‘:esg, only to be over-
ﬂvhe]_.n_-:ed' by domcstic ﬁumoi],.. As a result of Franciaco's tréachexy, |
E-'!arcc-:'lia treats Sforza coolly: bewildered and passionate, he suffers
every mmillatlon in an endecawvour to restorc, her love. The tension of
the play swiftly increascs as the various rembers of the court try to
convince Sforza of Marcelia's disloyalty, but he refuses to believe until
Franoisco himself declares that the duchess is in love with him. 'he
elimax comes éwiftly; the spceches are short as Sforza accuses his wife
and suddenly kills her, Harcelia with her last b'reath manages to establish
herinnocence, and the closing eloquence of the act is the une:cpected
silence th:.s impose‘s- on Sforsza, a silenc¢ that is particulai‘.’ly ef_f‘ective'
m oon'l:_rast to the :i.mpaee.ioﬁed speeches that -hav'e:fl'owcd from his lips

with such f’acility carlier in the plé;w. Marcelia dies with words of

reconeiliation:.
_ "AE_; I do
May heaven forgive you! [ Ddes..

Tib. Her sweet woul has left
Her beauteous prison.
3teph.  Took to the duke; he stands
As if he wanted motion.
' 2ib. Grief hath stopp'd-
The organ of his spaech,
" Bteph. Take up this vody, _
And call for his physicians. e, -
Sfor. 0 my heart-strings! : [Exeunt. (1v,111) .

Durn has said of this part of the play:

'Tho whole scene 1s.a theatrical masterpiece, moving, and yot
remarkably restrained. Sforza's final ory of anguish could provide
one of. the most efféctive tragic endings in English drama and

no modern dramotist would ever dream of going beyond it. But
Massinger could not leave well alone, ruled as he was by the



‘five-act convention ond, what vas even more opérative, lllis

moral purpose . . . So a rather anti-climuctic fifth act is

inartfully tacked on.'! | .
It is true that Massinger sometimés secnms to start ai_‘r_esh after the fourth
act,z and also that 1t is ba.si'c_;ally a moral purpose that shapes the énding
of the play. But Sforza's derangement is more moving apd more e;_ssent:i.&l }
to the artistic.unity of the play than Dunn admits. Sforsza's very silence
at. this points creates a sensze of expectancy, a restraint that must
.eventual]c/ be loosdned, and a mew note 1s introﬂuced into the play by the
_ p'r'actical rca‘l.:.sm of Stephano as he takes conmend first of the dead and -
: thcn of the 1livings - .

'Tal'e up this 'body, : -
And cal.l. for his ph,;sicians. -

Massihger's interest in thc ‘sick in mind end the relat:lon between sin and
sickness, a theme he was to t_ie:'.plqre later in the tragi_-comedies, emerges

- for the 'f_"lr_st: time _hefe, in one of the earliest of his pl_ays—.'. The play .
1o protracted not nei‘e];y to enforce the moral with which it concludes, |

*And learn, from thls example, There's no trust
In a foundation that is built on lust’, (rv ii)

 but to explain the nature of *lust® in psychological terms. Sforza's
excessive passion in the earlier scenes 1s itoelf an abnormality, .a
symptom of mental illness which invades him completely when he has allowed
himself to be o*:rer-mled by passion in killing Marcelia.s As formerly he

lavished every praise on his wife and wished to exclude everything else

1. . p. 68. [IV,i1).
2,. of. a similar premature. climax at the death of Parils (_'_l__‘he Roman Actor, .

'3, 'Jealousy is a orime . . . ogainst reason: it is punished by a loss
of reason' (Dunn, p. 155)‘
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from his life, so he cénfxot now live without the pretence that shé is sti;l
alive and lavishes eévery care on her dead body: |

'Carefully, I beseech you,

The gentlest touch torments her; and then think

What'T shall suffer. ' (v,i1i)
This part of the play strongly resambles the anonymous Sccond Maiden's
2_;:1_3(—_:511,1 but a comparison with the older play only serves to show the
greater subtlety of Massinger. The Tyrant woos the corpse of his lover,
_. knowing she is dead; but in The Duke of HMilan the element of thesensa—
tlonal is reduced by the faot of aforz.a 8 delusion, and the maoabrc
device is used to present a p..‘ychological state, Massinger is interested
in his hero hot primaxily as a conx{entional tragic hero but as a man
suffering .—fmm human ailmen'ts‘. Before hé enters in Aot V Pescara recounts
in some datail the orlg:m and. coufée of Sforsza's deluaion;_ a feature that
cfxa:-acte;;ises !!éu:;singer'q interest in his characters as medical cases.
Sforze finnlly dies, not with an impassioned speech, ndt"assuming any
heroie pose, but with the guiet recognition of the tﬁe_ assessment of his
past life: - ' o y .

'I come: Death! I obey thee. |

Yet I will not die raging; for, alas!

My whole life was a frengzy.'® (v,1i1)
Like Viebstor's PFerdinand,

"He seems to come to himself, o
Now he's so near the bottom.' {The Duchess of Mnlfi, V,v)

1. "Massinger imitated Act V, Scene 2 of this play in some rather minute
" points of conduct and even in many of the ideas there expressed, so much

so indeed that his use of it may be considered an adaptation' (T. W. Baldwin,
op.cit., p. 26). Some scholars have in fact attributea authorship to

Hassinger (ibid., pp. 26-9) .
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W. Minto! has commented on a certain uneasiness at the end of the tragedy,
a fecling that the fate of Sforza and Marcelia ought and could have been
different: the tumult that has been reised is not tranquillised. This.is
true to some e:tt“cn't;, but it is not merely the cffect of Massinger's
dida;cticirm', as Minto sugmests. Not himself shering a tragic vision of
cxistence, Massinger scems in 3forza to be presenting the tragle hero in
termo of a more stable and peychologically 1ﬁderstm6nblc world‘,' where the
- tragle event is avoidable rather than inevitable, and the hero deserves
r-ompasasa on rather than admiration.

Malefort, the central f‘Lgure of The Urmatural Combat, ia an over-

paéa:r.onate figure s:!.milar in some respects to Sforza, and again it is upon'
the.developm_ent of his character, 'a masterly delineation and ably sus-
taineqd! ,2 and upon final retri_lmtion that the powér of the play depends.
¥alefort io chorged by Beaufort; the governor of qu‘éeill(:s » with parti-
cipatio_n. in the .plira‘cy c_;f h:l-s -son. To prove his innccence Malefort fights

- a duel with his son, who has an unrevcnled cause for hating him. Maiéfort's
daughter Tneocrine 1s to be betrothed to Baaufort's son, but her fathor,
after an incrcas.m,g lm\ullingness to give her up, finally breaks the match |
and aclncwledges to himself that he is in love with her. In an attempt

to ourc hic paesion he allows his friend lfontreville to take her away-:
Montreville subseqm}eptly _répés Theocrine in revenge for Malefort's past

_treatment of him, :‘I‘heocrine dfi.es, cand Malefort is struck dead by

1. Characteristica oi‘ English p_oeta, 1834, P- 477.

2. H. Neele, 'Lectures on Lngl:.sh Poetry' > 1v, Litemgz Remains, 1829,
p. 130.
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lightning, having first confessed to his muyder of_‘ his wifc, which had ‘
rrompted his son's ermity towards him. - The macabre element is over-
indulged and exapgerated, but although Massinger's taste in this play has
been eriticised as dec:adent1 and pez‘r‘v'e:vz'ﬁne,2 the sombre power of the play
hns often been recopnised and it has even been regarded as his best work.j
Halefort is e forceful figure fron the etart, dominating the stage with
his 'indignant burst of savage ostentation'l’
‘Iive I once more _
- To sec those hands and arms free!l theqe, “that often,
In the most dreadful horror of a ffight,
Have heen as sea-marks to teach such as were
S8cconds in my attempls, to sieer Detween '

The rocks of too much daring, eand pale fear,
To reach the port of viectory! . . .' (I,i)

But he becomes most intercsting aféter' the ac_aat_h of his son, when he begins
to £all in love with his daughter. A Adverse oriticiam of the play has con-
dened it for its extreme unnatirainess, Massinger's 'inability to .'
.'humanise s0 inhumen a t—heme’.5 Several oritics have felt that the play
would have been more acceptable had Massinger indicated that Malefort was

un‘:re.l:axm:ed.6 But this is to judge the play by inappropriate sta._ndards:

1. Review of R. 8. Telfer's edition of the play, TLS, 1932, p. 638.

2. B. A. Dunham, Lives of the most eminent literary and scientific men,
1837, II, 27.

3,  'The air of gloom which overhangsthe. . Aragedy is as great in its

. way as anything which our author has attained; and though the play is what
we may -call Blizabethan rather than for all ¢ime, yet it is in some sense
. the best specimen of his serious work ' (qui!'shank, p. 31).

L. Giffoxd, I, 138.
5. A. W. Ward, English Drematic Literature, 1875, I1I, 16.

6. 8. 1T, Coler:.dge, "Table Talk', 1833, Coleridge's Miscellannoi.xs
Criticism, ed. T, M, Raysor, p. 417; E. A, Peers, Eligabethan D Drama and.
its Mad I‘ollc,L191l+, p. 162; Cxuikshank, p. 139. _

Cambridge,
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es in the presentation of Sforza, onJ,'._y' to a greater extont here, Massinger
secks o analyse psychologically the inherited type of the tragic hero, |

and it is dmplied i_.n the vei-y violsnce of'iﬁs actions -that, like Sforza's,
his 'vhole lif'e was a ffengy'. The d‘eveioyment of I.Ialefort.'s love for his.

daughter is traced with subtlety, and the main action revolves round the

1

gradunl chenge in his attituds.  The first hint 1s given just aftor the

duel, in Malefort's excesslve praise of his dauwhter, his percaption of her

as the rcplica of her mther.

"for she had .

auch smooth and m.gh-arch'd brows,. such spa:z'kling eyes,
- Uhose every glance stored Cupid's emptied quiver,

Such v'uby lips, ~ and such a lovely bloom, -

Disdaining all adulterate aids of art,
- Kept a perpetual spring upon her face,

As Death himself lamented, being forced

To blast it silth hie paleness . . .' (IT,1i3)

s possessivehess increascs as the pley moves forward, until finally he
is forced to recognise the truth in his own mind, and there is a genuine
touch of pathos in his puzzled recoén:ltion of what had hitherto been

* largely unconsalous: .

'T thought it no offence to kiss her often,
Or twine mine arms ebout her softer neck,
And by falsoc shadows of a father's kindness

I long deccived %rself‘: ‘but now the effoect
Is too apwerent.'s (1%,1)

1. '. . . in gpite of the melodramatic donnée of this play and the general
boisterousness of the action, it is chiefly an analysis of character, a
poychological drama, episodic in reopect to incident, but close-lnit in

" vespeet Lo character and purpose' (R. 8. Telfer (ed. S The Unnatural
Oombat, 1932, p. 52).

2, Gifford (1, 191) notes that th:.s passoge is closely based on Ovid.
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After a considerable struggle vith himself he allows Hontrevilie to take
Thcocr:me away, but finds that abaance makes no ulffemnce.

She’s absa:rt, but I havé her figure here,

And every grace and rarity about her,

Axre by the ponecil of my memory,

In living colours painted on my heart.®' (V,ii)
He finally yiolds to his passion, pleads with Montreville to restore
Theoerine to him, end eventually finds her, dishonoured and dying. Like
Sforza, at his moment of greatest suffering he achieves a certein calmness
ard a quiet though regretful acceptance:

"Take not thy flight 5o soon, immaculate spirit!

'"tis fled already. - How the innocent,

As in a gentle slumber, pass dway!

But to cut off the knotty thread of life

In guilty men, must force siern Atropos

To use her sharp Imife often.' {V,ii)

Up to this point Malefort has been steadily growing into a figure
with realistlc human dimensions: the melodramatic pose of the early scenes
has been penetrated and the workings of the man's mind laid bare. His -
evil clainms our sympathy, becalise of the moral struggle which accompanles
it. But the sbrupt violence of ‘the énd of the play is at variance with
the preceding development. Montreville explains his motives for revenge,
Malefort's ill treatment of him in the past, and in his final speech
¥alofort confesses to having lcili@é his second wife, thus provoking his
son's hostility. But, although the revelation of thes¢ crimes explains
and completes the plot; anotionéll-y they are irrelevent. MNontreville is
a figuro of such little consequence in the bulk of the play that 1.t is a
shock to £ind him asswnd.nf, such prom..nem.e at the end, a.nd in the absorb-

ing presentation of- Malef‘ort's love for Theocrine the combat at the
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beginning of the play and the issuen raised by it seem to have lost their
significance. Chelll, commenting on the basic disunity of the play, points
‘rthe
out the dual nature of[character of Malefort, rejoicing in his earlier
villainy, but suffering moral conflict over his lowve for Theocrine:
"monstre partout aillewrs; Malcfort est ici honnSte hoane,
puisqu'il sc¢ fait violence. Nous avons donc une tragech.e
véritablement humaine et dtudide, sur un fond d'atrocitd
purenent mélodramatique . . .' 1
Massingér has tried to graft his owm theme on to the framework of the
- earlier Jacobean tragedy, but his attampt to vh'ite in the earlier mode is
too deliberate, uncongenial to his own ‘_|Dem-‘.,.-2 lacking in compulsion..
" Barly in ‘che play lalefort expresses his villainy in the most extreme
term., as he surveys h:L son's corpse:
lsTe a new 11fe hid in each mangled lun’b,
.L mul& search, and £ind it: and howe'er to some
I may seem cruel thus to tyrannize.
Upon this senselsss fle sh, I glory in it.' (II,1)
This recalls the characteriatic attitude of '\'Iebster 8 villains:

'I limn'd this night-pa.eoe and it vas my bhest.' '
(Tm. ‘White Devil v vi)

But Massingc—arfs 'hype_rbole ,» rhetorically leffc-:ctive tlmug,h it is s iz merely
éensafioml. There is a similar sense of the contrivedly melodramatic in
the close of tho ploy: Nalefort is assailed bj thunder and lightning and
ghosts, ])héhomena that recall The Atheisth Trapedy (1I60'{-11), but which
are little more thon stage machinery here.  The storm is obviously the

climax of the theme of umiatumlness that ic mede explicit from time to

1. P 15

2. ef. H. Hallem, Introductlon to_the I m.terature of Europe, 1839, III,
61,
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tine throughout the f:lay, an inversion of the natural order that suggests
Macbeth (1605-6%?). But natural disorder :u:. not sufficiently embodicd in
the background end the whole texture of Massinger's play, as it is in
Shaltespeare's, and depends too much on overt assertion. Idg,l_efort hails the
elements in a monner recalling Lear on the heaths

Do, do rage on! rend open, Acolus,

Thy brazen prison, and let loose at once

Thy stormy issue! Blustering Boreas,

Aided with all the gales the pilot numbers

Upon his compass, cennot roise a teapest

Through the vast vegion of the =ir, like that.

I feel withinme . . .° (v,i1)
But there is a ccrtu_m f‘r:.gidity aboub his languagc that makes the mele
speech rather hollow .md antl--c,lz.macw.o 1 Massmger seems to be aiming s_xt
' something comparable to the grandeur of Faustus' .final solilogquy. Like
Faustua, PJJef.‘ort strives after salvatl ior\ through rcp«.ntame »

'Can any penance expiate my gu:l.lt,_ '
Or can repentarce sove me?' (v,ii).

but the dissppearance of the ghosts implies that forgiveness is denied
* him. :alefort then veers Trom ﬁbe I‘austian f.x.gure to that of the
characteriatic tragic f:l.gure blmnirwr Tate defiantly:

'What's left to do then? I'11 ac.cuse my fato,
Thatdld not fashion me for nobler uses . . .!

But the ideas of forgi\'reness' and fate are new to the play: Massinger seems

‘suddenly to ransack all the tragic sources open to him in order to present

i. . o . after a woak be;_,ummr,, Malefort 13x'oc'=eds to a spoech of such
businesslike discourse as was never, outside laborator.les for the
investigation of parsnoual psyclmlogy and E.5.P., sddressed to dis -
embodied sp:rlts' (Dunn, P 249)
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a grand finale, witﬁ 1_;he result thot undiges'f;ed elenents are supcrficially
yoked together,1 The horror and violence of the play have slwcl{ed many
readers in the pqst.z the main reason why the play has proved repellent
is that there is conething gratiuditous about the horrors; thoy are not made
ceceenteble by any prec'lomi’nai';mg tragic vision, put séem to have been
ncoummilated by deliverate effort. | |

Thig adoptiom of cortain featurss of Jacobean trapgedy in a world-
order that cannot sustain thenm is noticeable also_ in The Duke of Milan,
chiefly in the charactor of Francisco. Massinger again tries to weight
h:.s villain. too heavily with the convem{.;io;w of Jecabean tragedy. In his
atterpted aeducti..on of Marcelia, Francisco findé: his c¢losest countezp.art
in Iachimo: in fact there are in his scenes with Mercelia verbal echoes
of Cmn}:elin « As this lkind of figure, mmnmly deceptive, compo.éeél and
pleugible, Franciscco is succossful, and his colloquies with Marceliia are ‘
wntten with some subtlety. But Masai!igei- was 'not content to create
nerely a villain of- the tmgﬁ.-comiﬁ typc; péssibly_capabls of -defeat and
repentance, and 1t is when he attempts to foree too mich tregic villainy
upon Ftancis;co that the play is weakest.. Tho sensational exaggeration of

his protestations'to Yareelia at times striles a false notes

1. Somc critics have found little or no fault with the conclusion.

H. Neele says it 'secms to howaonise with the tremendous tone of the whole
ploture’ (Litorary Remains, 1829, p. 130). R. 5. Telfer vemaxrks, 'The
working out of his theme, ; . . only slightly marred by the accumilation
~of horrors at the catastrophe, is an schievement of the very highest
order' (The Unnatural Combat, 1932, p. 53).

2. 'Wo Englishmap, afterthis play, ought ever to spenk of the horrors of
the German stage . . . Yot it is a noble drama, end, if decency could allow
it to be acted, would wiford ample scope for the talents of the greatest
performer(Sir Jas.. Haclu.ntosh 1807, quoted in life of 8ir Jas. Mackintosh,},
1835, I, 363). ed. R.J. Mackintosh,




"Wor with this arm I'1i ‘swim through sea_s. .Qf blood,

Or make a brldge, arch'd with the bones of mern,

But I will grasp my ablas in you . ., .' (II,4i)
3till more Jjolting ave the occnéional_ agidest

'all wmy plots

Turn back upon myself; but I am in,

And met go on: and, sinco I have put off

From the shore of innocence, guilt be now my pilot!' (1T,1)
. As in Sforza's prearﬂble,to his comuend for Marcelia 8 death,

'For 'tis a deed o.;'nigrht-, of night, Franciscol' (I ii)
evil and ﬁlla:.ny seem too deliberc.tely evoned, the sent:lment seeum t00.
_ nuch for’ the occasion’ and seems to have the eff eot of thrilling and curd-
. ling '!:he bleood rathor than conveym., a w%ie conccption of evil, 'I'he
. ‘strange “Ttalianate" wor"d of 'Lreachery and poison with which We‘bster,
j Ford and Towrneur make us femilier', which Cruikshank’ I‘:nﬂs in the pley,
is 100 muick of o conscious dmnmt'j_.c device to be convincing. "l‘his is
. . 'oar‘ticularly apparont in the 1ast aot, wnmh, novjng_, though it 1s in its
.presentat:r..on of i orza '3 111nes;, never theleqs 'taile off into a tragedy
_of"bldod.’ ' Francisco is scon with his sister"Eurzenia, vho, as it has
been briefly mentione('. eérlier ia the pléy, 1&3. Bforza's cast«off m:.stress.
.Ii; appoars that the notive for Franoisco's persecuticn of Sforza and
Marcelia is revenge for his sister, end the two nov dedicate themselves
_anew to vengeance (V, i). As in tha. cage of lNontroville end Malefort at

the closc of The Ux_ma‘.:ur.:al Lambat, the unexnectedne sa of this revelation

1. p. 135. X
- 2. W. Archer, The O1d Drema snd the Tow, 1923, p. 109.
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pakes 1t seem ardificlal ;1 and the complete absenco of Eﬁgehia from the
rlay so far, togethor with the stilied guality of hoxr speeches, prevents
her fyrom making any renl inpact on our attitude to Sforse. 'Béc__ause_ the
revenge theme is something 'j._ur;,:oaed on the play from without and is alien
to its central thought, Francisco's clocing speeches arxce litile more than
an empty posture. lassinger attémptc to make him into a Jacobean villain
paxr excellence: '
"Give we all attributes
0f all you can imagine, yet I g]ory ) '
To be the thing I was born. T AN Francisco . . .°
: ' (v 11)
But this boastinu, and likewiase T\-ancisco 8 defiant, exultant last words,
'N_ow T have kept my word, torments I scorns
I leave the world with glory. They are men,
And leave behind them neme dnd memory,
That, wrong'd, do right themselves before they die',
' (Vv,11
are aquite out of lceeping !ﬂit!_l the critical, realistic approach to the
" heroic figure in Sforza. :i Budd: defended Francisco f£rem Haziitt‘sz charge
of umaturalness and insufficient motivation, by comparing nim t<_5 Iago.j

But Francisco is.' a pale fipure beside Shalceépeafe’s ‘villain: becéuse Iago

1. Ghal.l.'l, however, cooments on the unitJ of su'bject- 'Ici conme dans
Unn_atura_ Combat, 11 y a donc quelque chose qui reate nw-stéricmc, dont
nous attendons le mot; mais cela est ici intépalement melé & 1° intrigue
centrale’ (p. 157). :
2. 'A View of the English Stage', 1816, ?Iorlcs, ed. P. P. Howe, V. 209.
3. ‘... if wo spprove Iafro as a villain without a motive . . . we '
cennot refuse our approval to Francisce as o villain with an inadequate

- one?' ('A Short Examination of Hazlitt's Criticism of Massinger',
St, Mory's Hall Lectures, 1698, p. 193) Lo
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takes the audience :i.nté his confidence, as it were, and evolvos his plots
...in public, his lack of motive is not notice‘able, but Francisco we see
only from tire outside, and he is little more than a woolden- imitation of
Iopo. -

A fresh approach to E‘x*anci:;co WS, hnwcvar,. suagestcd by H. V. Garrod.
He wondere@ whether Massinger was tired of the "italianate® plot and was
delibérataly mocling it in the scene vhere Francisco -pe.;i.nts ¥arcelia's
Corpse with poison in orvder to deceive and lill the dute: it is

*eonceivable that when, in the 5th act of The Duke, he came to

the corpse scene, he rg‘xbbed his friendly hands in prospect of a
- caloulated burlesque’. o

This is an extreme view, and yet thero: are moments in the pl.a;,r whén
Francisco seems to be presented almosnt comicaily, chiefly through the -
- comic character Gracého.' Graccho falls into Frénc‘_::‘.sco'a ;nower cerly in
the play, and there follows an intermittent battle of wits, Graccho tryling
to outwit Franciseo but being invariably i‘biled-. This servea to .tlfrk'mv'-
into relief Francisco's capac_ity.-a;q a plotter, a master of in‘r.rﬂ.g;ue;‘, ‘rather
‘than an ewboddment of ovil, the skeleton of & villain without the vitali-
oing spirit. Graocho's o-m comments tend to place Francisco and his act- -
~ .ions in something of-a coaic i'i,ghi: ;3 Tor inétanoe » his rueful recoymition

of Francisco's auperior skills
‘This *tis for a pulsne . .
In Policy's Protean school, to try conclusions
With ono that hath commenced, and gone out doctor, (IV,4i)

4. "Massinger®, The Profession of Foetry, 1929, p. 238. This scene has
a close parallel in The Revenger's Tragedy-as well as The Second Maiden's
- Tragedy. o ' S T

i
!
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and his comdc relish at the discovery of Francisco."é apprarent iove for
Marcelda: g

14 brave d_sco\rcry bcyom. my hope,
A plot even offored to my hand to work on!! (III ii)

Thia posnible elenent of burlesque is significant in relation to the
satiric tone that is .frequenil'.ly present in the tragedics. Indeed there
is a note of sardonic ;:a:mentary running t;irn'ou{;.h-'all the trogedies which
more than anything else points to .Massj.nger's characteristic bent as a
‘@ramatist. His trogedies are c;oncehied with the position of man in
society, rather -tl'xan man's relationship with tho universe, the relation
of the abnorma] heroic figure to the norm of ordinary life; end his view
- of soc:.ety is that of the uatlrlat The world of The Unnatural Gomb;t,
introduced in tno om,m.n‘g sccne by mmtrev:l.lle » TEIO mth a b:.tter |
Joculority SIpRsCo the meffeotualnes.a of honc.st -JeaJ ings in Tbeocnne.r:
attempt. to save her father, is one of pet‘uy w.llau\y, bezet by crime
rather thain evil. The ‘sub-plot, pre_senting the fortunes of the forsaken §
solclier; Belgnrde, is aluost _e;iti.rcly satirical, His long. tirade on the
unjuat neglect of soldiers in peace-tinme (JIIT, iii), interrupting as it
doeg the nain acticn of the play, -i a sutu ical ohaf‘t ained directly at
- the aualonco and not nesely at tho c‘.aracfem of’ the play. Dunn dis-
approves of Belgnrde! 9 ru-appcara,ncc at the el:um:: ol tk.e vlay (IV, 1): it

Vinvolves an chrupt mtcmpt.mn o7 an m‘cenao tragic ascent.

This is a grave exsmple of that £au1t of' "the mingled drama"’'. 1

But it suggests the mportance attached by Massinger to the Belgarde

1. p. 62
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theme, refusing to silence it oven before the main traglc business. This
fundementally satirical attitude also seems to account for the pettiness
of some of the tragic characters. When the women characters in The Duke
of Milan quarrel (II,1), the insults they cast at each other about their
respective helghts and Meriana's undignified threat of physical violence,
'0 that I could reach you!
The little one you scorn so, with her nails.
Would tear your painted face, and soratoh these eyes out',
arc more reminiscent of the bickering of the women in A Midsummer Niggt"s '
Dream than of anything in tragedy. There is a similar quarrel between
the women in The Roman Actor (I,iv). In instt_imces of this kind the
characters fall far below 'br._agié stature: they are satirical comments on
the standards of a society that is not piung,ed into dynamic evil but cor-
rupted by petty passions, _

This view of sdciety_ is strongest in The Roman Actor. The under-
lying tone of the play is ome of disgust, the social background one of
corruption and decay. ~Rome under Domitian is an over-ripe civilisation:
sated with conguest, Roine has now no fresh glory to be striven for. The
normal scale of values is inverted:

'So dangerouc the age 1s, and such bad acts

Are practised évory where, we hardly sleep,

Ney, cannot dresm with safety. All our actions

Are call'd in question; to be nobly borm

Is now a crime; and to desexrve too well

Held capitel treason. . .' ~ (I,ii)
This nightmarich quality, with the sense of bitter loathing, closely
resembles the picture of society in Chapman®s The Revenge of Buasy

D*ambois (1613), where the opening scené similarly comments on a society
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corrupted by peace and luxury and repretfully looks back to former days
of strugple and glory. Domitlian Caeser hduself is the outward husk of
glory, degenerate and perverted in his aaserfions of power. Returning to
Rome from the v.}ars, he orders Lamnia to give up his wife, Domitia, to him;
the most monstrous crimes can be made lawful if they are his wishs
'The world confesses onc Rome, and one Caesar,
And as his rule is infinite, his pleasures
Are unconf'ined; this sy'llable, his will,
Stands for a thousand reasons.’ (I,rl)
Petty desires are exalted to the statux‘a of ma,jo_r ambitions, and this
hoi_l.lov)_ness deprives his rhetoric end imegery of any real emotional force:
: . . . to yield account
Of what's our pleasure, to a private man}
Romo perich first, and Atlas's shoulders shrink,
- Heaven's fabric fall, (the sun, the moon, the sters
Losing their light and comfortable heat, 5
Ere I confess that any fault of mine
Moy be disputed! (II,i)
In such a worlkd, deprived even of the vitality of evil, the traglc.and
truly heroic are impossible; in 'f’act;, the bravailing tone of disgust and
‘disillusion agnin suggests the satiriet rather then the tragic writer. '
4 similar comment has beén made on Jonson's Catiline (1614)i
130lemnlty he cen assuredly command, if not tragedy; we febl
the presenoe of a aat:.nst or a groat moralist rather than of
a tragic poet.'} :
What does ernerge as a positive forcu in the play is an attitude of
Stoic msignation:
'And since we cannot

W:.th safety use the active, let's make use of
The passive i‘ortltmda' (I,:l.) '

1. U, Ellira-l*":zfxmor, The Jacobean Dranlla, 1936, pp. 11-112. .ﬂ-/
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The most prozrx:inent demonstration of Stoicism ocours in the middle of the
play (II1,1i) vmén Caesar supervises the torturing of the two philosophers,
Sura and Rustious. In the physical world all must submit to the will of
-Cr-mesar, but here for the first time his oauthority trembles, and he is-
umerved by the silent endurance of his victl

. '1 s nover :
O'ercome till now. TFor my sake, roar a little,
And show you are corporeczl, and not turn'd
Aerial spirits.’

Rusticms defies Caesar in lines that rccall the martyrdom of Dorothea in

The Virgin-Mo_r y_z; (1620?), Iv iiiz

_ "That securely, _

"As 'twére a gentle slumber, we endure

. Thy handman's studied tortures, is a debt
. We.owe to grave philosophy, that instructs us

" The fleésh is tut the clothing of the soul,

thich growing out of fashion, though it be

Cast off, or rent, or torn, like ours, 'tis then,
 Being itself divine, in her ‘best lustre.’

. This pasaag_e_alao resembles Clermont's speech as he prepares for his owm

- death in The Revenge of Bussy D'Ambois:

'The garment or the cover of the mind,

The humane soultis; of the soul, the spirit
The proper robe is; of the spirit, the blood;
And of the blood, the body is the shroud,
With that must T begin then to unclothe,

And come at the other.' (v,1)

But such a precise statement offuith ip rare in Mass:lnger;1 nore

. dhaxactefistic of his phﬁ.losophiaﬁag is the calm detachment 6f the actor

1. B. T, Spcncer{ who has fully analysed the olements of Stoiciam in

lassinger's plays ('Philip Messinger', Seventeenth Century Studies, ed.
R. Shafer Ginecinnati, 1933, pp. 3 ££.), remarks that Massingcr discusses the

Stolc system but does not personally accebt it (p. 31;.)
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PMS, negative endurance rather than positive ffaithz'

"We, that have personated in the ascene :

The ancient heroes, and the falls of princes,

With loud applause; heing to act oursélves;

Must do it with undaunted confidence,

Vhate'er: cur sentence be, think 'tis in sports

And, though condemn'd; let's hear it without sorrow,

A$ if we were to live again to-morrow.! (1,1)

A sindler Stoic ideal emerges from Believo As You List (1631). In

tﬁesé two la;'cer tragedies Massingor seems to turn away from the analysis
of the Peroic aoti{re figure in Sforza and Malefort to a cc';naidemtion of
the man made helpless by sooial an& political organiaéti@ha, for whom the
only nmesn of self-assertion is 'the pessive fortitude’, e.- change éomparabl_e
" 4o that m the tragice heroes of c:mapman,,1 a arématia't with whom Messinger
has some affinity. Antiochus, fomerly k:l.ﬁg of Asia and bellewved -d'ead,
" has for twenﬁyrhm years wandered around the world unknown, grieving f_‘orl |
his country, now under Roman rule, and the slaughter .resi_ilf:l.ng from its
‘last defeat, .His compeniion, a Stoic philosophér, urges him to conquer his. -
passion by wisdom and accept the duty marked -out for him. Artiocius |
proceeds to seek help from his former allies, the rulers of Carthage,
Bithynia and S8icily, that he maylr_egain his country. As he moves from
court to court he is pursued by tho Roman Flaminius, ii;ho -succeeds in
proventing e'ach-'ruler in turn from helping Antiochus. Antioqhua' is a
Statuesqﬁe figure, posing as a moral exemplum of the \brldng of fortune.
His Stolcism is, however, coloured by christiAnity. When; persecuted and .
imprisoned, he ia eMﬁmlly offerérl weapons to kill hﬁ!m;aelf, he ré;jeota |
Suiocide: ' | .. ' '

1. of. U, Ellis-»F‘uszr_, The dacobean Droma, 19.}'6-,' pp. 63 2( 65 ~66.
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"My body's death will riot suffice, they aimed at
. My soul's perdition.® (1v,14
He doos in fact become a kind of Chrict-figure towards the end of -the play
in the account of his being 1ed'tl".rough the oity on an ass and of the
chaxges brought ‘against him: _
"When the city-clerk with a loud voice read the cause
For which he was condemned, in teking on him
The name oi a king, wlth a settled countcnance -
The miscrable man replied, "I am so."
-But when he touched his being -a cheating Jew,
- His patience moved, with a face full of anger
He boldly said, "'Tis false." I never saw
Such magnanimity.' - - (W)

The episodic naturo of the pioﬁ has been c;-iti'ciaed:‘ and there is
cei‘taﬂ.nly a sense of a lack of sufficient drematic material, though' the
sustained_- dlgm.ty and eléquence of Anﬂqehus' speeché_s glve the play con-
siderable forcé: '

'L'histoire ot il Sigure n'a rien de dramatique: ma:l.s Iui, 11
1l'est éminenmnt '

’ The main reason for tlus seems to be the partioular punpose and si@ifi—

cance of the play at the time of compasi‘tion The play 8 lice_nce was “at

firat refused | - |
"boosuse 1t did contam'dmgérous matter, as the dsposing of

Sebastian king of Portugal, by Philip the second, and there

being a peuce aworn between the ldings of England and Spain. '3

The play was then apparéntly revised as the story of Antiochus, but Don

Scbastian still seems to have boen strongly in Massinger's mind, as the

1.  e.g. byCruflcshmﬂ;, p. 140,

2. Chelli, p. 164. of. also G. B. Smith, 'Philip Massinger',

Juarterly Magazine, V (1875), 61; A. Sylmns (ed.), Fhilip rfaasggcr, I
3188/), wddi. .

3. Quoted by Bentley, p. 762.
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close parallels with contemporary a«::coqurt;Es‘l suggesty and the prologue to

the play indicates:
. T you find what's Roman here,

"Grecian or Asiatic, draw too near

A late and sad examplo, 'tis confessed -

He's but an English scholer at his best.' ¥
Despite the e-q_uivocal title of his play, Massinger scems to have whole-'
heaxrtedly supported the Pretender, who is reported to have been a saintly
fipure, living in voluntary poverty, steeled to endure the worst of mia- -
fortunes. The theme of the play closely resembles Ford's Perkin Warbeck
(163&), but a comparison.only erphasises the difference in attitude.
Ford never asm.rt.a the’ true identity of his hero but leaves the question_
open to the very end; Maassinger, howevcr, goes even to ludicrous lengths
to prove that Ant::.oc}ma is the kim_r, |

18t Mer. His very hand, leg, and foot, on the left side -

dhorter than on the right.

2nd Mer. The moles upon

His face and hands,
3rd Mer. The socars caused by his hnrts

On his right brow and head.

Bere. The hollowness

Of his. under-jaw, occasioned by the loss .

Of a tooth pulled cut by his chirurgion.' (I,ii)
Maseinger's play has in fact the impect of dramatised propaganda rather
than of tragedy; and both the thinnesa of the plot and the 0pisodid
structure stem from this fact. |

But the play is not merely concerned with the fortunes of Don '

Sebast:.ana it ecmbodies a more gemeral political oritioj.am, an ' exempli-

1. Anthony Munday, The Strangest Aﬂventure' . s comtaining a discourse
concerning the sucaens of the King of Portupal Dom Sebastian, 1601.

3. S, R. Gardines finds a closor parallel with Prederick, Elector

2. C.3 Sisson, however, does net think Massinser restnSIHe f'or
the prelogue or epilogue (Believe As You List, The Malong. Socieby
Reprints, 1927, p. %X),
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fication of the cenflict oi' public and priVate vixt o, 1 The ruler from
whom Antipchus seeks help all believe; as :inclividualu, in his exiﬁcérit_y;
but, for the safety of the people whom they. govern, each ia obliged to
yield to the wishes of Rome and cleser'ﬁ Anfiobhus-. The central question of
the play 1s the conf‘lict bctwoeﬂ polttical necessity &and personal con—
soicnco, To some oxtent the characters themsolves are aastrac.tims. The
struggle between Antiockms and Flaminius i.ts an impersonal one, ear_.'h sup-
pressing his own personaiity to act a political role. Anticohus has no.
perzonal desire to aseert:his claim, but is directed by fhe Stoic:
. "You must now forget"- '

The contemplations of a private man,

And put in action that which inay comply -

With the majesty of a monerch.' (I,i)
In so doing Antioctms feels he is merely aoting & role laid upon him by
fate: o L

"Where lies the scene now?

" Though the hangings of thé stage were conaealed gore,

The chorus flinty exeocutioners, .

. And the spectators, if Lt could be, more

~Inluman than Flaminius, the cue given,

- The principal ector's ready.’ (V :.i)

Flaminius explicitly speaks of himself as acting a part,

- VA Protean actor, varying every shape
. VAth the ooccasion.' (111,1)

As en intriguer and plottor he bears some resemblance’ to Frameisco in The .

- Duke of Milan, bui: his 'cmelt?v is political vir‘tue'zz

Polatine and tituler L_nu of Bohemm ('The ‘Fblitical Element in Massinger'
Trensactions of the New Shakepexe Society, 1875-6, p. 321); but the gemeral
principles invoived. arn moro important than the parti.c.ular applic.ation

1. B. 7. Spencer, _o_B.oit., P 42,
2. 1bid., p. k2.



"Yhat we do :E'of the aemri-ce of the republic,
And propagation of Rome's glorious empire, -
Heeds no defence, and vwe shall wrong our Judgments
To feel compunction for it.'  (IV,iv)
HMasainger's main concern is in fact with political inatituti_ons, and in
. this the hond of the satirlat Ia]nd observer of contemporafy affairs 1s
partioularly in evidence. Antlachus' bitter cdunent; on the principles and
- method of Roman rule secms to Le Massinger's 'own:. |
'Let it suffice, my lord, you must not see
The sun, if in the policy of state, -
It is forbidden.' - _ (V,11) _
.'I‘he play hés been oredi.ted with ‘rather the interest oft. literary 6uriosity
than of imaginafive syrpathy! 17 the ﬁnaasineés of'ten folt about if peems
to _a.fd.ee from the basic tract-like mture of the play. |
" But this-foundation of drams\ upon discussilon also éharécteris_es The
Roman Actor, the _mc_)-s't impreassive of Massinger's'tragediés. Hussinger
himself -regarded it with particuler seriousness: in :hiB. dedication he
z‘emarkskm 'The gravity and height of the-subject' and declares,
'T ever held it the moat'p,e:':"feét birth of my Iﬁinerva. '
’J,‘i-ﬂé resembles Jonson'a dedication to his Roman 'tgégedy Sejanus'l(1'603!)-,
. where ho regards the ohief Qualitiea of. a tré.g:lu vwrifer. to be,

'. . . truth of argument, dignity of persons, gravity and height
of elocution, fulness and frequency of sentence,'

lMassinger's play has two main themes,,2 the story of' the emperor- ,Domitian,
vwho, after unlewfully taking Domitia for his wife and committing many

1. A. C. ‘%winbume,, 'Pl'x::..l.ip Ma.sssmgor' 1889,'Works, ed. Sir E. Gosse
end T. J. Vise, XII, 277.

2. '. . .two conflioting themes which could not be easily re(.oncilcd'
(Dmn, P. 65).



46

orimes,-..:i.s fina'lly terrified -hy prophecies ﬂ'btf;llt his death and is aesﬁs—
sinated; and the fortunes of the actor Pa'ri,.: a favourite of Domitian,
but killed by him when he is seduced by Dom:i._tia. Paris, thoug,l_w. mentioned
in the historical aourcea,1 is largely a creation of Iﬁéssigxger's own: the
play is |

'based on_classical material treated from a ropantic point
of view.'?

_The— central themc:j of the play is o discussion of drama, its purpose and
values. At the opening of the plaj the aétors are au';tmoned bef’ore the
genate, charged with. llbel, but Paris wins their acquittal with a magni—
ficenf:' oration in defence of the sto.ge. Drama, he ma:lntaina, haa a moml
force, ahomng the viotory of‘ mrtue and defeat of evil: the philoaophera._

'with cold procepts (perhaps seldom read)
-Deliver, what an honourable thing :
The active virtue 1s: but does that fire
' The blood, or swell thc veins with emulation, .
- To be bot-h good anfl great;, equal to that
Which is presented on our theatres?
12t a good actox, in a lofty scene, _
Shew great Alcldes honour'd in the sweat - -
Of his twelve lsbours; or a bold Caemillus '
Yorbidding Rame to be redeem'd with gold . . .
if dorie to the 1life . . .
All that have any spark. of Roman in them,
The slothful arts laid by, contend to be
Like those they sec presented.’ (1,41 )

He denics the charge of 1libel: the stoge presents only general representa-.
tives of mmanity, and '
- " Yif thero Do,

Among the auditors, one vhose consoience t¢ells him
He iz of t_he same mould, - WE CANNOT HELP IT.®

4. Suctonius, 'L:Lfe of’ Domitian'
2. W. L. Sendidge (cd.), The Roman Actor, Pm.ncetorx, 1929. P- 17




47

. This viow of drama echoes and claborates Chapman's comments in The
Revenge of Bussx D'Arboin.  Tn his dedication bhapman gives a dofinition
of tragedy that would appeal to Hasai_ngers

‘.. .materﬂ.al instmc'bion, elegant and sentcntz.ous excitation
to virtue, and deflection from her contrary, being the soul,
1imbs, and limits of an authentical tragedy.’
Massinger seams to have found the germ of Paris's speech in the brief
discussion of drama between Guise and Clermont: Clermont sees a moral
foree in the actor ‘i.n h:ls ability to present all types of men and dcmon-
otrate thoix vices and v:l.rtues.
'Is a man proud of greatness, or of riches? -
Glve me an expert actor;, I'll chow all
That can within his greatest glory fall,
Io a man fray'd with poverty and lowness?
Give me an actor, I'll show every eye
Yhat he laments s0, and o much doth fly,
The best and worst of both.' - (I,i)
Paria's defenco has bieen related to the growing feeling against the stage
~in James's reigﬁ, and to the various attempts to cmnbb.t this, particularlj
_Hoywood's Apology for Actors (1612), which advances avguments similar to
those of Paris.| Paris's theory of drama has been declared Masringer's
own: the play was written as

'a defence, with all the arguments [Mass 05] could adduce,
not for a spocific time, but for all times.

Howeva r, Thc Roman_Actor is not go e:.mplu an embmt:lon of a defined -

attitude as Belimve As You List. Parla's argument is in fact disproved

by the action of the play. The first of the three playlets in which Paris

4.  1bid., pp. 17=23. - o
2- . :L‘biélﬂ’ Pn- 23- Cf EJ.‘%O qpemor’ .J.’ Clt., PP. 3"‘6



is involved, 'The Cure oz;’ Aﬁr:i.ce”., resents a miser vho is eventually
 persuaded to avandon his miserly ways, and is intended as therapeutic
treatment for the avaricious Hiilargus. 'Here Massinger echoes the play.
scene in Hemlet (II ii) | | -

' 'I once observed,
In a tragedy of ours, in vhich a nurder
Was acted to the life, a guilty hearewr,
Forced by the terror of a wounded conscicnco,
To make discovery of that which torture
Could not wring from him, ' (11,1)
The playlet here is inttmdcd to reflect Philargua as clearly as 'The
Mousetrap' did Claudiuss | ' .
'He shall be so anatomized in-the scene, -
And sec himself po personated . . .-
" that I much h0pe the object
Vill work compunetion in him.' -
'I’his is . an- e.q:reasdmlal of Paris's I,revious assertion that
if there be
Among the auditors, one whoae consclence tells him
~ He is of the same mould, - WE CARNOT IELP IT.' (1,iid)
'Moreovar, the play rs ineffectivo: IhllargUS refuses to pnrt with his’ gold‘
and is thercupon put to death by Gaesar
The second playlet (III,ii) likewiso betroys the exalted conception
of drame. Domitia has arrenged for Paris to act the part of Iphis, a
noble, languid vae;r who suffers from the disdain of Anaxarete; played by
Domitilla. Domitie is moved to great pity for Iphis: but her emotions are
actually roused by the real people; Paris, whom she lo_ves, end Domitilla,
whom she despises. Domitia uses the play to titillate her own emotions,
and the cffect of the play is in fact to make worso an unhealthy situation.

Domi tia éubsequently woos Paris; he is forced to yield to her and they
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are discovered together "Iby Cagsar. Caesar then commands a peffomnc'e oi‘l
. 'Thz—. Falée_ Servant', a play whose plot :mughl,v corresponds to the aotu;l :
situation. Cacsar himself plays the part of the lord, Paris that of thé-
sér‘}ant. be]_.oveci by the lord's wife, éﬁd Caesar kills Paris 'i_.n earnest.
Heére drama has been invaded by -actuality,. uééd as a céremonial to I1én6.
dignity to the brutal focts of murder:
'to confirm I loved thee, 'twas my study,
To make thy end more glorious, to distinguish
' My Paris from all others.' _ (1v,i1) .

- fi‘he Roman Acter camot be regarded simply as a glorification of

: dramn It is rethera discmépion, pi‘fe:‘:'ing‘ no definite aoluti.on__, suggest-
ing but not pheor_isﬁ\g. criéics_ have rarely given the play unqualified
: @pW:' some have felt that 'it aims at too mach'? end fails.! The

- smcv#al '\?.'éj'al-m'.ess that has bee_ﬁ zbrit:lciﬁédz is sym_ﬁtmnatid of a confusion
in thouéht. The sense of deep disii]__.u.sion in thé_ lz;zzesenjbaﬁion of tho
Z&egraded Raman so’ciet—y 'i»:q accox{qpanied by si_belief in the- valj.dity 'c]f '

drmnatic.art that is’ nevér_t!wless ‘beset by doubts and perplexitj as to i‘l;_ss
| fqi@ction in 'a- corrupt sooiety: At the seme time the play has a solidity
andl aséux-ance that to some oxtent hide the innér uncertainty. This polese
is acmmved by ?r‘hséinger's- rhetorio, his eloquence and sense of gesture
- and ceremonial which emerge forcefully here in thé senate scb_ne and the

device of the play within the play. W. D. Brigge has seid that in both

A O A Par & M Fye e SRR ST OB

1837, 1I, 289. cf, also ireland, GAfford, 1, 42k.
2, Dunn, p. 65; Chelli, p. 160. _ '

1. 8. A. Dunham, Lives of the most eminent literary and scientific men,
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. Sejanug and The Roma_h Actor the "gravity anc'l heiuilt' interfere:a with the
worlidng out of tho plot: ' o
'Masainger is misled through the attraction of the rhetorical

opportunities of hls subject to comnit dramatic errors very
like those oonmﬂ.tted through a similar attraction by Jonson

in Sejanus, ! _
But the rhetoric is in fact more impoftant for Massingor's purpose than

the plot. Rhetorical exccllence, embodying as it does 'the paasive forti-

tude', is his principal refuge in the uncertainty of his speoculations on

the individual and society, partic\ilarly in Believe As You List and The

Roman Achor. His work has boen oriticised for its lack of vitality:
', . . we do not feel. that any one foizls very kely who;dan :
take his sorrows for e toxt, and preach in his agony upon_the
vanity of human wlshes or the excellence of resignation. '€

His tragedy has been definc..d as

'the highest degree of vorbal excellsnce compatible -with the
most rudimentary develormen‘c of the senses.' '

These criticisms Loth arige from the foot that Massinuex s attitude is
basically that of the eatirist and commentator. In The Duke of Milen end

 The Unnaturel Oombat hoe venturcs intb the traglo world with uncertain

success; but Bolleve As You List and The Roman Actor are primarily playé
of disgust and dlecussion, concerned with men's soocial and politib_él

dutios rather than with ils personal relationships. The rolaxation of the

1.  'The Influence of Jonsm 8 Tragedy in the 17th century', &glia,
Xxxv (1912), 320. .

2. Sir L. Stephen, 'Philip Masainger', Hours in o L.ibra;_r‘x, 1877, 1I,
162. .

3. T. 8, Eliot, 'Philip Massingor’, 1920, Sclected Esé'gx 8, 1932, p. 2;114.
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tragic mood resches its height in The Roman Actor, whore, in the absence .

of any morc urgent problems, the drama turns in upon itself and dieausses
itf:-s own Inﬁture. But the play is not simply a _rhe,toricai indulgehce 'or_
‘a series of striking _situatidns"': the confliot of thought that 1ie_‘s
beneath the aﬁrﬁ_‘éee - assurence typifies the quentioning attitude tﬁat

is the basis of Massinger's tragedy.

1.  Dumn, p. 65,



' GIIAFP II; ' : ' ' , Jonsonisn Comedlies

Two of lnosinger's pluys, A Now Way to Pay 01d Debts (4621 or 16227)

" and The City-Madam (16322) show a markeﬁ inTluence of Ben Jonson in
charcoterisation and subject-matter, the plays. showing a prooccupation
with contemporary social ‘and economic prt‘:‘t)le'ms.,‘l Although these plays
form such a small proportion of Messinger's total output, they have been
invariably regarde'd-. as the peek of his achievement, and critics have |
usually .-_f'elt satirical and moralising comedy to be his particular excel~
lence.2 The relation of eaz'l‘, seventeenth century éomedy to th.e contempo-
rary .social and elcononui.c backéz‘mzfzd has been presented in great detail by.
L. C. Kn:!.-gh'-'cs,3 and his acmgﬁt of the changing structure of society in
the sixteenth ond carly ceventeentl;z centﬁries is necesgary for an under-
standing of the satiricel impact of Mats ingc'r':a comediea.

Knighta has traced the- 'breal\down of the whole fabrio of mcdi.eval
socioty that attonded the chenge in the ownership of landz

"Hitherto .'the pf:;saessﬁ.on of lond had 'fneen assoelated with

certain duties, rccognised expliocitly or implicitly,. and the

Lligabethan sristocracy had {raditions of public service and

responsibility . . . Tt was becausc that tradition was not

ea.quly acsirdlated by the newer commercinl clagses that their

acgiisition of land moont so much more than a mere change of
ownership.?®

' . e ' . - T ' New York,
1. cf. aﬂ. u.,err, Ths Influence of Ben Jonzon on fnglish Comedy,] 1912, p.42.

- a. '[I‘.Liscinger] found his place to bo in o censorship of society, and
was right in concerning hinself with vhat he could do so well® (A. Symons,
Philip Yascinger, I (1887), xcd).

3. Drama and Soclety in the Ape of Jonson, 19%6. k. ibid.,, p.114.




The reigns of Flizabeth and Jomes I formed a period of transition,
'the transition from a subsistence economy fo the early até.ges
of .an economy of plenty, with a corresponding change in men's
habits, attitudes and general outlook: and the new ecoriomy was
based on the purohaning power of money
The medieval aonception of ‘'status’ E w:!.th its insistence on degree and
decorum, was finally supcrseded by the modern ‘class' system, which was
determined, in the long run, by the posscasion of money, Traditional
soclal morality was still a living force vhen the new class of wealthy -

business men emerged: they were

'individualists, at a time when current opin‘i.on:set the
cmphasis on coxmnum.ty, order and organisation’,“

" The needs of the new capitalist economy cventually changed the general
_ Bocial structure anc'l attitudes: _

"By the reign of James I the social i1deas inherited from the

Middle Ages were already proving incompatible with the demands

' of capitalists; and theory followed practice.' 15

Knights analyses the reaction to this state of‘ aff'urs, the 'anti-
_acquisitive attitude', in Jonson prmxarily, but alao in the comedies of
'l‘.fassingefx‘."" Both playa are concerned ‘o expose the materiallsm of' the -

new tonied class, The City Madam Madam showing its i.mpact on city life, A New

__@;; on countrJ lz.i‘e.

1. ibid., p. 121,
2, ':l;bid., P- As7Z
dbig., p. 157.

3. . _
4. A New Way has been called 'a romance of £1nance" (report of the
Clifton Shakespeave Society, Academy, Juno 1892, P. _;96)

5.

« Knights, op,cit., p. 163.



The women in The City Madsm, Lady Frugal and her daughters, who,

oince Bir John Frugel ves knighted, have conducted ﬂlenl}éselves in a manner

far exceedmg their citizen clasn origin,
1their dreams are L

Of being made dountesses; and they take state
As they were such already’, (1,1)

find o countex:part in Lady ﬁomwell in Shirley's The Lagy of Plensure
(1635). Both plays hint at the traditional patternm of 1living as something
which has abuost passed away. The steward in Shix 1e.y play comments
- overtly upon it: -
"'he case is altered since ve lived i' the country;
Ve do not now invite the poor o' the parish
- To dinner, keep a table for the tenanis;

Our kitchen does not smell of beof; the cellar

Defies the price of malt and hops; the footmen

And coach-drivers may be drunk like gentlemen,

With wirie; not will throe fiddlers upon holidays,

With aid of bag-pipcs, that.called in the country '

. To .donce, and plough the hall up with their hob-nails, . -

Now make my ledy merry. Ve do feed )

Liko princes, c-md feant nothing else but princ o, ! (11,4)
Massinger nowhere makes such an explicit otatement: his evoocation of the
older, wore lumane life is rather implicit in nis piafure of the city.
Plenty, a country gentlénan who essumes the poulition of a city gallant, is
a flgure of ridiculs, in the first part of tho play at least, but his
rural background is introduced as sometiing stable and honourable:

'I eat my venison

Vith my neighbours in the country, and prescnt not

My pheasants, partridges, and grouse to the usurer.' (1, ii)

MBI‘J I‘rugal,, dest:med to nmarry F’I.enty, like T.mly Bornwell ( Q,z__f_

Pleasurs, I,i) disdains. the menia_l tasks of country life:
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'And can you in your wisdom,

Or rustical simplicity, imagine

You have met some imnocent country girl, that never

looked furthor than her father's farm, nor know more
: Than the price of corm in the market, or at what rate

Beef went a stone? that would survey your dairy,

And btring in mutton out of cheese and butter? .

That could give directions at what tim¢ of the moon

To cut her cocks for ocapons against Christmas,

Or when to ralse up poslings?’ (11,11)

Contemporary records show 'country luswifry . . . to be an eesentiél par!i'_1
of a lady's aécomplishmente; ond although the depreciation of country
' lif'e,. common in Restoration drema, begins to émerge in. this pia_y, especielly
in the unga:l’.nl& figure of Flenty, Massinger's eudience would on the whole
regard Mary's _épeech. as an implicit criticism of hérself rather than of
rural life. | -
. There is rot, however, simply e contrast of city and country in The
City Madam, but aiso a comparison of the o0ld city life and the new. The
former structure of oity society laid greaf emphasie on decorum and-degree,
VIt being for the olty's honour that
There should be a distinction betwsen _
The wife of a patrician and plebeian'. (IV,iv)
'i‘he neglect of this convention is the fesu]:t of a growing greed and self-
indulgence, s new materialistic outlook. Luke upbraids Lady Frugal for
her incressing extravagance since she first became a merchant's wife
(IV,iv), showing her to be n particular example of the general trend
which Jonson bitterly denounces in The Staple of News (1626):
' '"There was a certain trade, whi;l.'e th'age was thrifty,
And men good husbonds, looked unto thelr gtocks,

L)

1. Memoirs of the Verney Family, quoted by Knights, gp.cit., p. 112.
For further raecords, cf. p. 286, n., 1, . : :
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Hed their minds bounded, now the public Riot

Prostitutes all, scatters away in coaches,

In foot-men'’s coats, wmiting-women's gowns,

They must have velvet hanches (with a pox)

Now talken up,; and yet not pay the use;

Bate of tho use? I am med with this time's mammers,®

(111,1v)
A similor state of social trensition is presented in Eastward Ho (1605)
hy Chapman, Jonson and Marston, a play which, as Crulkshank indioates,
has several points of resemblanoo with The City-Madam. Gertrude , fired
with ambition to be a great lady as areo the women in Masmi.nger's play,
marries a knight, for which she is censured by her sister, who in contrast
chooses her father's apprentice for husband:
*Where Titles presume to thrust before i means to second
them, Wealth and respesct often grow sullen and will not follow,
For sure in this, I would for your sake I spake not truth.
there ambltion of place goes befors f:ltness of birth contempt
end disgrace follow. ' (1,i1)
In both plays there is a general background of commerce and shipping,
though this is much more prominent in Eastward Ho, end in both theie is
significant reference to the colonisation of Vifginia and voyages of
exploration. Iuke Frugal, a masterpiece of humility in the first part of
the play when he is dependent on his brother, Sir John, becomes extortion-
_ até in fhe extreme when Sir John, supposedly retired to a monastery,

leaves his wealth and household to Iuke. Sir John and the rejected suitors
of his dAughtérscoma to Iuke digguised as Indiens, and promise him preat
wealth if he can provide two virgins and a matron to be sacrificed to

heathen:rites in Virginia. te persuades lady Frugal and her daughters

1. ankshank, p. 113.
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to accompany the Indians, pretending that they will be made queens in
Virginia. ' The action is £inally rogolved when 8ir Johm and tho two young
men reveal thelr truc identﬁ.es. The episodes involving the Indiens have
recelved scorn and censure from critioe: they have been called 'ocumbersome

inoldenta’

and "baldéz'dah'z. However, fontastic a¢ this part of the
plot i3, it has some significance when related to tho éon{;emporary back-
ground 3 The authors of Lastwnrd Mo ridicule the vogue for voyages of
cxploration in the voyage to Virginia attemptn.d by Sir Petronell and his
compenions: Petronell. and Seagull are eventually washed ashore, think they -
are in Prance, and attempt to talk in French, only to dlscover they are
still on English 8011(IV,1). Massinger, in a more heavy-handed fashion,
is aﬁteumtihg a gimilar burlesque. - Moreover, the idea of Virginia and
colz':lniaat'lon is directly linked to thei main golal theme of g,reed‘and- '
acquisition. The contemporary conception of Viz-ginia is apparent fx.'om_
Seagull'ié description: ' | -

'I toll thee, Gold is more plentiful there than éopper is wﬂh

us; and for as much red.Copper as I can bring, I'1l have thrice

the weight in Gold, Why man all their dripping Ponsg, and their

chamber pots are pure Gold; all the Prisénors they take,

fettered in Gold . . ,' (I11,44)
This has obvicus associations with Volpbm and The Alchem:l.e‘ﬁ, and with

“the theme of mold 1n The CityMaden, in partioular in Luke's soliloquy

1. JéGJ Jusserand, A Literary History of the L‘_gglish People; 1906-9,
111, bi

2. Dunn, p. M

3. For some accountof this as it affects the City-Madem, cf. R. R. Cawley,
Vo*la_gorra and Eligobethan Drama, 1938, pp. 2959 302, 308-9, 357-9, i?h-5
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on his weslth (ILI,i1i). This kind of background, gives a certain .weight
to the Indian plot, and Luke's linship with Sir Epi(él—lre ’.ianmon a-n_d Volpone
relates him to the economic conditions which Jonson and Massinger were
both concerned to satirise, Chelli, however, in his analysis of the play
as a combinotion of 'réaligsme et romanesque' ,1 aeéa on.ly Lady Frugal es a
realistioc représentative of sooclety, Luke as an abstract personification
of avarice.z But in the 1ight of bontemporm'y soclel and eoonomic‘ con=
ditlons end their treatment by dra'matists lulze seems to be more than this:
he - |

'representa the attitude that was becoming common of acquisi-
tiveness basing itsdlf on legality. 03

Similm:‘ thames are developed in A New Vay {o ggz 014 Debts. Sir

Giles Overreach is a member of the new aristocrecy, a maltl'u nan of low
birth fighting his way upwards in the social scale, and wishing to marry
-, his denghter Margaret to Lord Lovell 4in order to unite wealth and eristoc-
racy. Margaret, shriniking from the marriage, | - |

' tissues matched with scarlet suit but 131} (III,.'i:;L)
eohoes the imagery of Mildred in Eastward Ho,

*I had rather maLe up the ganment of my affections in some of

the same pdeece, than like a fooli wear: govms: of two collours,

_ or mix Sackcloth vith Satfin.’ (11,1) B

Therg is a further social significance in the apparent foimdation of the

character of Overreach on Sir Giles Mompasson, and that of Justice Greedy

1. - Chelll, p. 175.
2. 4bld., p. 17
3. Knights, op,oit., p. 289.°



on !!mnpesSoﬁ'a assoclate, Sir Prancis Michel, who both terrorised the
country im the years immediately preceding the compoaition of Massinger's
play. R. H. Ball has written of the career of Sir Giles Nompesson in

some det—ail, M.P. singe 1614, he suggested in 1616 the creation of a -
comnisslon to grant licenses to ale-hous;es,' was knighted, and was appointed
commissioner when the patent was granted. - Other wonopolies followed,

~ end he became notorious for his e*:tozt:.ons,, until in 1620/1 the House of
Commom held an investigation into his practices. Honopolies were a ‘

i‘requent mbdcct of abuse: as early a5 1616 Jonson in Ihe Devil is an Ass

-defined a pro,jector' an
| 'one that projects

Ways to enrich men, or to make ‘em gz‘eat, .

By suits, by marriages,; by undertakings.' (I,vii)
Merecraft in Jonson'a ploy is in some respects 8 8lighter, less terrifying
version of Sir Giles Overreach, but with a similar unscrupulousness:

'"We'll talcc in Citi...ens, Commonera, and Aldermen,

To bear the cherge, and blow ‘em off agam, .

Iikeso many dead flies, when ‘tis carried.' (II,i)

" Massinger himself introduces a P;-ojector in The Emperor of the East

(1630/1), who is criticised gs one vho would advise the lking:

"no men should dare
To 'brﬂng a salad from his country gaxden,
Without paying gabel; kill a hen
Without exciss: and that if he desirec o
To have his children or his servants wear : . -
Their heads upon their shoulders, you affirm ' :
In policy 'tis fit the owmer should
Pay for them w the poll' A (I,ii)

1. 'S’Lr Giles Mompesson and Sir Giles Ovcrreach' - [Parrott Pregentation
Volume} Princeton, 1935, PP- 277- 81. ' '
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In The Bondman (1623) a ohoracter speaks of 'your new counterfeit gold
thread' (II,iii), a reference to the gold-thread patent granted to
Yompesson in 1618, which ﬁroauced one of his notorious ventures. Refer-
" ences in The Guardian (1633) to

'The cormorant that lives in ezpectation
- 0f a long wished«fdr doath, and, smiling, grinds

The faces of the poor,’. . .. (17,1v)

and

'The grand encloser of the commons, for
Hie private profit or delight,'. . .

serve to empha.sisa the relat:.onalxip of' Overmach to contenporary events.
The commendatory verses by Henry Moody in the 1653 quurto suggest a
topical significance:

thou couldst not .
So proper to the time have found a plot.'

_!_\__li_qﬁ Vay, like The City-Madam, is £irmly moted.:l'.n contemporery economic
affairs. luke's avérice 4is that of the oity, for gold; Overreach, like
‘Merecratt and Fitadottrel in The Devil is an n Ass, 45 greedy for land and
position. Massinger

'observes the s_.gmflcant economic aet.witiea of the time, and
sees their significance’, 1

His comcdies, however, are not simply social commentary; his satire
mey to some extent be desmdhed as Bliot descrites Jonson's:

1. Knighta, gg.cit., p. 277. TFor Overrcach's relationship to the usurer;.
of. C. T. Wrig;ht, 'The Usurer's Sin in Elizabethan Literature', Studies

in Philologz, 21938), 178; A. B. Stonex, 'Tho Usurer in Ellza'bethan
Drama’, BIA, XOXL (1916), 195, 206. ~ . . .

i
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*But satire like Jonson’s is great in the end not by hitting

off its object, but by oreating it; the satire i1s merely the

means which leads to the aesthetic rcsult, the impulse which

pro.jeots a new world into a new orbit.'1
I\nights indicates how The Alchemist and VYolpons are constructed to isolate
ond magnify the central theme of lust and greed:

'. « o 81l the interests aroused In the recador point in one

direotion, so that effects of exaggeration are possible here .

as they would not be 12 a "realistic" play inmlﬁng more

complicated emotions®.
Massinger seems to .be trying to create a si.milar kind of world in his
comedies, implying o c-onceptlon of arama that makes irrelevant Koeppel’a
_eritiolam that 'the sober light of day is unfavourable to Massinger's
characters' 3 Slr Glles Overreach has somthing of Volpone 8 quality in
his dynam.o.c v::.gour and vitality, and the action of A New Way rcvolves
'round him. [Ile plans ¢o marry his .dauL,htor Margaret to Lord Lovell, who
pretends to acquiesce, but secretly ennbles her to marry his page Allworth,
and Ovezreéch is finally outwitted. W'ell'bozh, ‘nephew -to Overreach, has
been disormed by his uncle, but when Lady Allworth.allows it to be thought

that shc and Wellborn are to be married, Overreach aids his nephew, plot-

ting to eventually win lady Allworth's lands for himself. However, he is

1.  'Ben Jonson', 1919, Selected Essays, 1932, p. 158.

2. Krights, cit.y, p. 207. of. W. Hazlitt, ‘lectures on the age of
Elizabeth', i1820), Yorks, ed. P .P. Howe, VI, 267: '[Wassinger]
enﬂeavourt.d to embody on a‘bstruot principle; labours hard to bring out
the pame individual treit in iis most exnggerated state; and the force
of his impassioned characters nrises, for the most part, from the obsti-
naey with whidich they exclude every other feeling.'

(3. ' )'1'111361113 Massinger', Cambrides History of. Ilngliah Litera,ture rature, VI
1940), 160.
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1

thwarted here too, by the trickery of his servant Marrall," and by lady
Allvworth's marriage to Iora Lovell instend of 4o Wellborn. Hezlitt's long
and exuberant description indicates the forcefulness with which he domi-
nates the play:
'His cteadincss of purpose scarcely stands in need of support
from the common sanctions of morality, which he intrepidly
‘breaks through, and he almost conguers our prejudices by the
consistent and detenmnined manner in which he braves then. "
Tho mamner in which Overreach is presented has, howover, caused some
‘uneasiness. Sir Leslie Stephen complains that Hassingexr has not pro:)eoted
himsélf into his villain, that vhen Overreach’ speaks ho. describes a wicked
. - .
man from the cutside,” ¥liot hes analysed this further:
'There is no reason why a comedy or a tragedy villain should
not Geclarc himself, . . . but the sort of villain who may
run on in this way is a simple villain . . ., Barabas and
Volpone can declare their character, because they have no inside;

appearance and reality are coincident; they arc forees in
partlcu.l%r directions. Massinger's two villains are not

simple, *

The complexity that Eliot detecﬁs in .Ma_-xss:lzxggr_'s villains does help
to ‘explein the dissatisfaction oritlos have often folt with Sir Giles,
but further explanation is glven by Enright in a cdmparison of the verse
of Jonson and Massinger.l" fxn'ig;ht analyses tho douﬁle nature of Volpone's-
speéches » the magnificence xlvhich forms a standard against which the other

- characters arc criticised, and tho owr-assertion, tho exaggeration, by

1. Hazlitt, gp.cit., p. 267n. ' I
2. Sir L. Stephen, Hours in a Libravy, 1877, II,154.
- ® - 7. %, Eliot, 'Philip Massinger', 1920, Selected Essays,(1932), p. 218.

t(; ])) J. Enright, 'Poetic ‘datire and satire in verse', Scrutigx XVIII
1952), 211.




63

vhich Volpone himzdlf is subtly criticised. In Mass:i.nger, he says, there
is not thiz double quality: the vord has less pover than it usdd to have.
There is certainly a good deal of overt self-cz'iticimﬁ and self-declamtion
in Overreach's utterances, as if Massinger felt ﬁé could not rely on the
poatry of his speeches to act Wded. He is most successful when self-

deolaration is fused with a statement of his practical aime called for by

~ the dramatio context, as in the passage quoted with approval by Ellot:

Merrall asks why Overreach does not secizro the post of Justice for himself,
and he réplies,

*Thou art a fool;
In béing out of office I am out of danger;
Vhere, if I were a juatice, heaideo the trouble,
I might or out of wilfulness or error
Run ﬂWSGlf finely into a premunire,
And 80 become a prey to the informer.
Ah, I'll have none of't; *tis enough I keop
Greedy at my devotion: so he serve
My purposes, let him h;mg or dam, I care(not,). -
11,1

The practical demonstration of callous worldly wisdom in speeches of this
kind 1o convincing and sufficient; 1t is when Overreach continues to com-
ment explicitly upon this than one has a sense of artificiality:

'I would be worldly wise; for the other wisdom

That does prescribe us a woll governed life,

And to do ripght to others as ourselves,

T value not an atom.' : (11,1)
There is no need for explicit moral comment, heret 4t has en eir of

intmsion. As Enrj.ght says of Massinger's .fatyle in general,

1. *And how well tuned, well modulateﬁ, here, the diction! The man is
audible end visible' (op.oit., p. 219)+ :
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"Massinger saunters smoothly along, explaining what doeé not
need explanation; never daring to leave ax\vtlﬁ.ng unseid, 1

In the same scene Overreach's project to have 'ladie.s of errant lmights
decayed' to attend his dsughter in itself points the antith:aals of‘ court
and o:lty, the old order and the new, ond his subaequent overt statement,
'there having ever been

Yore than a feud, & strcmge antipathy,

Between us ané true gentry',
again has an ai_r of x'eﬁum:ancy."3

Stephen, however, does not quote this kind of ‘speech to 11lustrate
his objection, but instend Ovemach'a cl:mactic speech to I.ovell ; Lovell
asks 1f he is not frightened by the curses_. of_‘ his wctims, and Overreach
replies: N | '
'Yes, as rocks are,

then foomy billows split themselves against

Thiir £linty ribs; or as the moon is moved,

then wolves, with hungor pined, howl at her br:l.ghtness

I am of a solid.tempor, and, like these

Steer on, a constant course! . . .' _zIV,i)
But this is surely not so.much sel&t‘;dcscriaitién as self-agsertion almost

in the manner of a tragic cIm'ractar.B If we feel any difficulty here, it

© de rather the result of the complexity of Massinger's villeins suggested

. 1 - 9'2.01t , P. 218.

2. B. Matthews sugmests that Massinger profera to drive his moral home
hovever inartistically, rathor than risk the danger of its not being per-
cei\)red-aﬁ all' (Reprosentative English Comedies, cd. Gayley, 1914, III,
303). _ _ : gLl —=

< -
3. A, H. Oxufflohink acutely reuarls: 'Hazlitt had often seen Sir Giles

on the stage; I wonder if the writer of Heurs in a Library had followed

his cxemple' (4 New Way to Pay 01d Debts, Oxford, 1926, xx1): The theatri-
cal impact of this speech is evident from J. Doran's account of Kean's
performance (g_ge::.r Knjestiea® Servants, 1861.., III, 390). "
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by Eliot and of the senss that Haséinger is moving beyond the limitations
of comedy, -striving for a lkind of tragie stature for Overreach in align:lng
him with thecosmic and inanimatoc, The villainy which e have seen him
practise earlier in the play is sufficiently grim to carry the weight of
the poetry here. As Eliot] has pointed out, @ false note is struck later
in the aspeech in Sir Giles's simple self-description:
- ‘Wey, vien ny ears aro pierded with widows'! cries,
And undone orxphans wash with teavs my threshold,
. I only think what 'tis to have my deughter
- Ripght honourable; and 'tls a powerful chaxm
Uekes me Insensible of remorse, or pity,
Or the least sting of conscience.'
anight, it is tme, i‘cela tha.t Zliot is being over-subtle, and claims
that those lines are operatwe as & '"formal" statement of policy to Lord

Ilovell' and 'a deliberate chringe ofl'-bone on the part of Sir Giles. 2

But
| there ig -an i.r_ietrlfable sense of éntincliinax and inadequacy about the
' Pansege, :f‘ollm-_:inf; as it doos tlxe_heightéﬁec_‘:l opening to the speech:  the
" stereotyped embleqna of the vrldo-;.?s and orph_ané. sirike a jarr_iﬁg. note after .
-the genu:ine poetic force of the x-'oolg- and mé:on- :_i.th_ajges. ‘The ..;inlxperson'e;l-. |
quélit-y of the 6pen:’in;g lines raiséé lthe.-stt;ture- 6f‘ Ove:"ree_xch to a new
: lovel .of evil and power: tho conventionsl t@g of the closing lines meke
them s'elf-ééclara.-tioﬁ of 'bhe inferior Ikind and reduce Overreach's villainy
to a8 pOse.l_ )

The tragic element in Overreach's character iz brought to ito climax.

' in his final outburst of madnes:;, and ap'am he speaks in teras wh:.ch

1. op.cit., p. '219. S IS
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move beyond the limitationa of satiric comedy and attaumpt to oreate for
him a tragic tstatu:.re:-
" 'Umy, is not the whole world
Included in myself? to what use then
Are friends and servants? . . .' (V,1)

There ia en echo of the last scene of Doctor Faustus as he sees the

devils coming to capture him:

"M% I am feohle:
Some undone widow sits upon mine arm,
And talkes away the use of''t; and my sword,
Glued to my scabbard with wronged orphans’ tears,
Will not be dravm. Ha! what ave these? sure, hangnon,
That come to bind my hands, and then to drag ne.
Before the jJudghent-seat: now they are néw shapes,
Mnd do appear like Turies, with steel whips '
To -scou'rge my wlcerous soul.'!

Ag L‘nr:‘n.ght re:narka,

"That is perhezps the one no:mt at Whlch Lassinger B twidows and
orphans really wme v.livc. 'l

fle ‘are reminded here of other i_nstanoe-s of wadness in Masmi.nger"s plays,

'nota'b'ly Sforza -in The Duke 'of‘ ﬁiiluﬁ, hi.mseif a ti‘agic hero. '.l‘he conf]lot

in Overreach bchveen the comic villa.m. sunerbly Gominating thﬁ satirical
vgorld of the play, and the tragic villain, stxuggling to treak out from
the social setting and identif"'y himself with forces beyond it, hes been
surmarised by Eliot;' -

' 'Giles Overreach is a great foroe directed upon small objects;

a great force, a small mind; the terror of a dozen parishos

insteod of the congueror of a world.,  The force 1a misapplicd,
atteruated, thwarted, by the man's valgarity. . .'2

. - -
1. -~ op.git.,p222,
2. -O-E' citp ,P- 2189
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Enright challenges this: he does not find
any such suggestion of the perochisl about his aoﬁvitles,
within the terms of the play, in fact, he.does threaten to
conguer a world.'
But the 'temms of the play' camnot be precisely Gefined: the 'mere compli-
cated emotions'? which Kinghts says must be excluded in Jonsonian comedy
are here in evidence. Overrcach hiwmself expressds his inability either
to dominate in his own world or to break away from it:
'Since, like a lLibyan lion in the toil,
My fury canmnot reach the covard bunters, _
And only spends itself, I'1l quit the place.
Alone I can do nothing; but I have servants,
. And friends to second me; and if I make not
This house a heap of ashes (by my wrongs, .
What I heve spoke I will make good!) or leave
One throat uncut, - if it be possible,
Hell add to my afflictions!’ - (v,1)
But friends and servants are of no avell; his fury can only spend itself,
and he goes mad Becouse there is no outlet for his passion in the comioc
-fromework of the .play'.'a There is a similar suggestion of verging on the
borders of tragedy in the final act of Yolpone, but Jonson handles the
downfall of his villauin=hero with the utmost restraint: Massinger on the

other hand goes out of his way to create something epproaching tragic

stature for Overxeach at the end of the play. Enright's comment that

1 L ] g!):c:li. p p. 221 L]
2. of. p. 61 above.

3. '. . « in order to rid humsnity of the f:.end the conolusion of the
comedy . . . touches the borders of tz“agedy (L Koeppel, Camb Hist.Eng,
Lit., VI, 160). But Overrcach's madness wos regarded as primarily a
theatrical effect by A. C. Swinburne ('Philip Massinger', 1889, Works, ed.
B, Goese and T. I, Vise, XII, 252); A. V. Vard (Znglish Dremetic Litera-
ture, 1875, IIX, 2.); A. Waéres (Contemporains et successcurs de Shakes~
peare, Paris, 1881 p. 32); E. A. Peers, Elizabetban Drama end its Mad
Folk,] 1914, p. 1025 o

Cambﬂdse

f
3



"The poetry through which Sir Giles has bheen oreated lacks

the double nature of Volpone's great revelatory speeches,

and the devices of intrigue and character opposition on

which Massinger relies to dounteract and dismiss the villain

have let hin down,'1_
secms misapplied. .Iﬂaésizxger is nof simi;iy trying to destroy Overreach, as
Fnright suggests,? but appears also to be delihcrately attmptmg to
-create in him a lkdind of tragic f‘:.gure. . '

This double view of Overrveach is a‘l:rengthénec’l- by a certain ambiva-
lence in %he presentation of the other: chax'aﬁters. ‘The 'good' charecters,
 ledy Mlvorth, Lovell, 'Wel_lb-om, Allvorth and Margaret, with whom ve
sympathise :m their oppositioﬁ to 0vem:°c.aach, are not wholly ‘_attracti'-ve_.
Wellborn's calld_us trickery, his treatment of .'Tapwell eind Froth, are
hardly in keeping with the concept:]:on of the repentant man néwly set in
virtuous wa,,'a, and his final request for a commiss:.on from Lord Lovell in
order to redeem his roputation throurvh m11:1tary prowess (V,i) seems a too
obviously convenn.ent means of securing a comfoftable posi tion and :mc:ome.3
Lady Al]‘mrth and Loxd Imrc.ll, the true aristocrats in anti thcsis to the
upstart Overreech, present gentility iwmca not vholly pleasant light.

Overreach's vulgarity is to some extent paralleled by an excesaive snob-

bishness and sense of aristocracy on their part, as in lLovell's rejection

1. op.,cit., p. 222,

2. "Massinger created him by means of poetry, and then attempted to
destroy him with the feebler means of overt mora.uzmg, plot machinery
-and character manipulation'{ ibid., p. 223).

3. of . however Crujkahank Yellborn's chm:'acter is fine piece of work;
ve pity his disgrace, we rejoice in his suCCess, We. believe in his desirs
to do better in the future' (p.- 125)
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of any possibilty of a marr“n.ag,e with Margaret:
Wore Overreach'states thrice centupled, lxi.s daaghtor _
Millions of degrees mubh fairer thon she is,
Howe'er I might urge precedents to excuse me;
. I would not so adulterate my blood,
By marrying Marparet, and so leave my igssue
Made up of aeveral pieces, one part scarlet,
And the other london blue. In uy own tomb
I will inter my nane first.® g::v,_i_:-z)
His condescending patronage of Allworth implies membership of a cliquish
soclety rother than true gentility: ‘
o 'T cen make
A Titting difference between my- 1oot‘boy
#nd a gentleman by want compelled to serve me. ' (lII i)
His af:sortlon, in reply to Lady Allworth's qua]ms, of the c’leconun of
m..n‘ying a widow is a]most g!thSque.
ST grant, wore I o Spaniard, to marry
Ailwidow might dlsparage me; but being
A true-~born Englishman, I camot find
How it can taint my honourt . , .° (v,4)
Allvorth and Margaret, both shedowy charactnrs, _are not tmnleasino, but
their mthef atzliecl diccugsion (xv, 11.1) as to whc..thcr Margaret has been
ﬁupo_rior in virtue because she has not f_a_llen_:.n,l_ove with Iord I.ovell,
' or whether Lord Lovell is to be thanked for not falling in love with
Margaret, is almost ludicrous in its excessive politeness.. Enright com-
ments on the unfavourable presentation of these chnracte;:'s: he remarks
" that Wellborn ‘remainé profourdly :aml’):i,gr,l.zr:ms','I but regards this as a
failure on Massinger's part &6 createt.effectiva{_:forae to oppose Sir Giles,
However, it acoms posaible that this playing»uovm oi‘ the 'good' characters

is deliberate. Lhe idea of ax‘istocmcy preaentpd in the play is that of

1 » | dl-z. C:L té ] P- 223‘!
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a decayed order in vhich affectation and snobbery. tend to replace true

honour. Massinger is concerned to show up the weakness of the old order

as well as of the new.1

Viewod in this light, the moral statements of thc. play do not seem

2

a0 stra:.ghtfoxv:ar&ly didaotic as they have usually been regarded Lovell

_ .speaks pioudly of the heavenly simplicity of the young people.

' judgment, bBelng a gift derived from Heaven,
Though soxnetimes lodged in the hearts of worldly men,
That ne'er consider from whom they receive it,.
Porsakes such as abuqe the giver of it.
¥hich. is- the reason #hat the politic

~ And cunning atatesm..n, that believes he fathoms
The counsels of all kingdoms on the earth,
Is by s:lmplit‘lty oft over-roached." (V 1)

However, it is by no means thc qimplic:.ty of the lovers that brmga about
the solution of tho plot, but the maclﬁmtlonﬂ of Lovell and Marrall.
The main moral of the play is also summarised by Lovell,
'Here 1s n preccdent to teac;x vicked men,
That when they leave religlon,. and turn atheists,
Thelr own abilities leave them.'  (V,1)
Trom his lips the moral fal_is xvith_ a senae of :‘mo.déquacj,' ferhaps a
{feliberate irony on Mamsinger's part. The play is certainly not a simple
moral  tract, as Thann secms to see it:
'A New Way to FPay 0ld Debts, thnugh not nom:i.rm'lly a tragedy, is
really an oxample of Aristotle's third catcgory of unsatisfactory

tragic plots - "an extremely bad man . . . falling from hnppn.-
ness into miseryt!3

1. It is more usual to é"’ind 'a rculiarly narrow soclal v:lew' in the
play (A. H. Thorndike, B sialish o, Canédy, 1929, 'p. 233).

2. e.g. by Mra. Tnchbald (A New Way to T’aj 01d Debts, p. 5 The British
Theatre, 1808, VI).

3' Dulﬁll, P. '2‘.‘..'
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Hor can the characters be oimply fitted to morality types. Dunn's state-
nment that

'"The characters here seem even more than uswally drawn in
blacks and whites'!

seems a superficlal juc‘lgm@ﬁ the apparently white chesracters are almost
all decidedly tinged with grey.' A New ng 4s a diétg-m’bing play; construc-
ted in the menner of a Jonsonian comedy and yét striving to break away
from the limitotions of comedy; raﬁ;ai!ig important social 'énd moxal themes
but not of fer:.ng, a final so.l.ut:.on, ending with a sense of unoeztainty and
pe::plemty

The CityMadam is in many respec.ts a simpler play, and ILuke a less

perplexing charac,tfar than Sir Giles. lThe comic and sa-t:l.ric world of the
play is moré compact, the ﬁz‘eaﬁnent di‘-. social and economic problems more
- prominent and obvious.” Jonson's influence is most potent in luke's '
reaction to. his newly acquired weelth:

'In by-corners. of
. This snored yoom, w4k silver in bags, heap'd up
Like billets saw*d and reedy for the fire, :
Unworthy to hold fellowship with bright go]_.d
‘That flow'd about the room, conceal'd itself.
Therc needs no artificial light; the splendour
lakes o perpetusl day there, night and darkmess
By that still-burning lemp for ever banish'd, . .'*(III,1ii)

1. : Dunn, pe 1334
24 Cru~§l :chank's association of the play with Goldsmith is surprising:

'In its atwosphere of ease and prop@.ety there. are no harsh 11Lhts or
discordant tints' (p. 124).

3, 'In The City-Madam the traditional social morality is even more
potently prosent. The intrigus is of muech less imporiance than that of A
New \Jg.;'[; ‘the whole ei‘fect lies in the presontation of two major social

themes’ (Knights, op.cit., p- 280).

4. _'. . . one of ths most splendid efforts of elomxence in English'
(Crudkshank, p. 73).
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The similarity to Volpone's address to ilis gold. ia obvious: Kairhts also
comments on echoes of Ipicoene and Sejanus, but remarks, .
. Mapsinger is ho a mere unconscious plagiarist. The passage

has a 1life of: its om, and it forms a genuinely original vari—

ation ofi the Yonsonian wode. '?
Luke's character as a rogue exposing the wealnesscs of others re;:alls
Volpone, anfl establishes a cértain measure of sympathy in the sudience
which we do not feel for Ove_rreuah.z However, in Volpone the dual nature
of rogue and moral agent is conceived as a single force: Volpone's casti-
gation of the o%hcr characters is :i;nsepa_rabie from his delight in his OV;n
Ivillainy,'and his superiority is that of a greater vitality, a more'
exuberont roguery * In Luke, on the otl-ler hanr,i, ‘che two functions tend to
fall apart: his exvosure of the vices of others is more strictly didaotic.
‘His upbraiding of Sir John (I,31ii) and of the women (1IV,3v) is delivered
in homile'lﬁic speoches and diréct statément. " Take is e hypoc:rite,— .anfl
these qpeechcs serve to empnan lse his hypocmsy by the gulf wh:wh separates
them f‘ro_: his true nature. But they are not merely i]lustrations of his
n/pocrmsy. they embody moral standard:s which are active in the play in
effecting the reformation of the clwracte;'és to whom the speeches are
addressed.” Thla diff_erentia.tes.s' luke from a hypocfite 1ike Molidre!s

Tartuffeos '.l'arﬁxffe‘s profession of virtue is completely sham and has no

1. ©opscit., pp. 271-2.

2. Critics have usually inclined to the extremc view that no sympathetioc

contact is possible: e.g., 'Sympathy with his villains was beyond Massinger's

power. he makea them odious, but theixr odicuancss, if' it satisfies |
ctly moral requirements, interferes with their reelity’ (Review of . '
fshank's 1’111.1'133 Mnssinger, Durhsm Univorsigg Journal, XXIT (1920), 1
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sipgnif'iconce es a moral force in the play; Luke on the other hand, despite
his hypocrisy, his obvicus disregard, in his owh conduct,  of the standards
he professes, is in effect the chief moral agent of the play. The vigour
of his speecclws chastising the women ig more than hypocrisy:
. Do not frown;

I:t‘ you do, I laugh, and glory that I have

The power, in you, to scourge a general vice,

And raise up a new satirist.® (II1,iv)
Masainger does in fact 'raise up a new satirist® in Imke, a rdle that
does not entirely cohiere with his character as a materialint and hypoerite.
Massinger scems to be manipulating Iuke to fit in with the moral scheme
of the play: it is surely this lack of depth and underiying force that
makes him a lesser figure %han Overreach, not merely, as Duni says, that
" Overreach is hateful, lLuke merély despicsble.’ Eliot says that

‘Luke Frugal Jjust misses being almost the greatest of all hypo-
erites. His mility in the Pirst act of the play is more
.. than helf 1%&1.
Mansinger‘s crroxr, he says, lies in the premature di:‘sclosure of his
villainy (II,1): - ’
. YBug i‘or th::.r:., he would be a perfect chameleon of clrcumstanoe. '2
"His humility ce;rta.mly is more than half recal; in the m‘.mdle of the play
he expresses his. nenitance in a soliloguy:
'I deserve much more .

Than theilr scorn can load me with, and'ti.s but justice,

That T should live the family's drudge, designed

To all the sordid offices thelr pride

Imposes on me; since, if now I sat
A Judge in mine own caume, I should amclude ,

1. Dum, p. 126. . ‘2, og olt., it 29, .
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I amn not worth their pity . . .
0 Heaven! it is not fit

I should look upwaxd, much less hopo' for mercy.' (III,ii)
There is no ono to hear I.u.l-:o'; his piety har an apparent sincerity:1 this
is surely the error in his characterisation rather than the early dis-
closure of villainy, neccsamz;y to esteblish his hypoorgssy, to vhich Eliot
objects. There is about Luke's Character in general a sense of a lack
of cormleto g,r'as‘s on. La..ﬂ:.nger s part, a i‘orcei‘ulness w.thin the individual
. scene rather than in the play as a. whole 2 |
A similar kind of 1noomi..1:e ay ‘can be seen in the cheracterisation
-of S John l‘rugal ‘At the ‘beg..nmng of the play hae is presented in an

unfa vourab.Le 1l 'mht

*for Sir John Frugal, =
By some styled:. Sir John Prodigal', (I,1)

and his conduct towards his debtors: is, until Iuke's intervention,
deoidedly ha.i‘sh;‘ in fact; there scems to be an echo of Shyloclkk in his
opcning v&rc:rr.‘.'s:.3 | |
What would you Have me do? reach me a chair,

When 1 lent my moneys I apeonted an angel; -

But now I would call in mine own, a dowil!l (I,1ii)

Dy tho end of the play he has become an cmbodiment of virtue and Justice

1. It is posslble. howevay, that Iuke intends bis speech to be overheard
by Am1e and Mary; of. Cruilieshantc (ed.), A New Vay, Oxford, 1926, p. xxxi.

2, cmnfkshmnq however, speaks of Luke as_'thé most skilfully drawn
example of devc.lopnent of character' (p. 73/.

3. Crui lshank on the other hopd dosorihes him as 'the ‘bluff‘ successful
British merchant, tender-hearted, yet ashamed of being unbusinesslike, -
and a road ;jwagc of men' (p. 133). -

|
|
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" and his early unpleasentness scems completeplj.forgotten. .I.ady Fz"ué,al
acknowledges that Imke has been the means of her own reformation, |
*Yet, sir, sﬁow séme mercy;

Because his crueliy to me and mine

Did good upon us,' (V,441)
but there is no similar recognition on SirJom's part. His funotion in
the play, it seems, is to act as a foil to'Luké, o bring out the meximum
effectivencss of the individusl scene, to piay a part in the general
| dramatic pattern re}t‘ner. than as an individnal oMract&. " The whoie play
- has an air of deliberate manipﬁlatidn, and 1ts general design Bae ét;me_

' e 'ste.gﬂnegs'z that critics have

| ' likéness to that of the moralities.
often criticised.in the play's conclusion is not really out of keeping

with the deliberately abstﬁtci: kind of thuc_:_tux.'e of the -play as a whole, |
Dunn has listed the numerbua featu‘rea. in the play which indicate that the.

" Prugal houséhold are Roman Catholics:3 perhaps the suggestidn of- Roman -
Catholicism in éhs general baokground is intehded to underline the morality _-
and ritual eleneﬁts in the‘play.as a who_le.l |

. , Deépite the suggested lack of coherence in the preéente.t;.on of
Andividual charactérs, the development of the plot and the playing off

of the charactorsagainst e..-zch other give the play a satisfylig compact-

ness., Unlike A New Way, there is no attempt to break through the

1. Dumm's cgsipmment of all the characters to distinct morality types
(p. 133) seems, however, an over-stotemont. '

2. Dumn, p. 72. He interestingly compares the Masque of Orpheus and
Burydice (The City-Madam, V,1ii) to 'The Cure of Avarice' in Tho Roman
Actor, II,i. The coming to life of the evatues recalls The Winter's Tale,
V,iii. - - - _ B

3. Dw.m,_,p. 186.
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limitations of comedy; and Luke fadeslquietly from the picture at the end.
There is certainly an element of horro? in Iuke's plot to dispose of the
. Frugal women? (v, :I.): Hassinger is ctmcterist:l.cally extremne in demon-
sfrat:hg the threat of evil, but it remains no more then a threat. This
structural akill is also a feature of A New Wa , and has be_eh analysed in

detail by Dunn®: 1t serves to off-set the inner uncertainty and conflict

of the play.
Mosainger's comédies hold en interesting position in relation to the
© drama of his time: stemning from the ccmedy of Jonson and yet inoving
towards the comedy of high soclety mamners of 3hirley and his contempora-
rles, Yassinger's plays strike an individual note.
"The ability to perform that slight distortion of all the eloments
in the world of a play or story, so that this world is complete
in 4tself, which was givento Marlowe and Jonson . . . wes denied
to Maspinger. On the other hand, hls temperament wos moxe closely
related to the Lrs than to that of Shirley and the Restoration
 wits. "2
His diffefence from his contemporaries is perhapq most stﬂld.ngly illus-~
tratod by a con;pariaon of A New_'_(g,z with the play which seems to have

‘been its source, Mldc‘l.leton s & Trick to Gatch the 01d One (160:,-69)

In ’Hiddleton's play the hero Witgcod suffers at the hands of his miserly’

unocle, Lucre, 'but succeeds in winn..ng, his favour by pretending that he is-

1. 'Act V of 'l‘he City Madam is deformed by monstrous end unnatural
horror' (Swinburne, VWorks, XII, 252),

" 2. Dugn, p. 58. S 3. Eliot, op.cit., p. 220.

he E. Koe'ppel Quellm—Stud.Len zu_den Dramen George Cha wpmen's, Philip
Masainger's und John Ford's,L1§97, P 137. Courthope also seems to have
noticed this independently (History of anlish Poetry, 1903, IV, 348).

b Strassburg,
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to merry a lady of wealth and renk, who is in fact a disguised courtesan.
‘The parallel in the main plot of the two plays :ls.obvious, but on this
similar framework two very different plays have been constmcfed." The
primary effect of Middleton's play is that of witty intrigie; quite remote
from the sombre tone and moral earnestness .of_?ﬂasainger's.z Even the
alterstion of the hé_m's namc secns siénif'icemt! both ‘are morality ticket
names, Witgood suggeating the sprightly wit and intrigue that chnracter-
tthe both play and hero, Vellborn @g,ger—:ting ‘the more serious social.

theme, Witgood 1s pay as Wellborn never is: the ralish gaity of his
opening c,onversaﬁibn with the ﬁpst (1,i) is far frog the moral stress of
Wellﬁo:h'e presentation as the reformed rake. The devige of the pre-tended
marriage is given muich greater prominence by Middleton and is the focua .
of considerable intrigue and comedy: Iiasai_nger's éharhctei*a » Wwho are
altogetﬁer more grave and'd'ignified, are never involved in such intrigue,
end the plot is very rﬁuch a means to an end, rather than providing comedy .
in itself as :‘i.n Middleton's play. ‘Mm\y features taken over from the
carlier play are treated with more austerity by Massinger. Both Witgood

and Wellborn are approoched by thelr oreditors whon they become wealthy:

1. Koeppel, polnting out the source, says that Massinger shovwms. little
imagination in framing his plot (Quellen-Studien, p. 137). cf. Knights,
however: 'In his comedies Middleton's inspiration derives from nothing
more profound than the desire to make a play. UNassinger doce at least
feel indignation at a contemporary cnommity' (ap.cit., p. 274).

2.. [What Middleton] treats in a spirit of pure and reckloss geity,
Massinger converts into grim didactice' (H. dJ. Grierson, The First Half
of the Beventeenth Century, 1906, p. 129). A _
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but whercas we merely se'e Wellborn distributing }gaym‘ent_ (iv, ii), Witgood's
creditors appear several times (II,1i; "11'-15:,1;_' IV,v), and act out a 1little
sub-plot of thelr own. A similar paring down of the plot is erident in
~ the scene of Overreach's change of attitude towsrds his nephew. Lucre
mekes overtures of f’rimdshiéb Witgood in a scerie of some length (XI,1),
and his efforts to pretend that he has hever born any 1ll-will towards his
nephewv are the source of mg'ch comedy. This pért- of the plot is disposed
of much more quickly in Maa_aai.ngef_'s play: Overreach briefly and overtly
declaresn lﬁs change of tactics to ‘;-‘Iellbo‘x‘ﬁ in a business-like manner _-
(11T,ii1); Overreach is ..neve_r a coﬁical figure of' Incre‘é type, and
moreover Maésinger seems eager to speed up the plot and 6oncentrate on
the main iine of action. This elemé.n.t of 'conc.c-)ni‘:rafion an& of a much more
grim kind of comedy in Massinger is further emphasised by the fact that
Middleton haes really two _v:i.llains, the uncie lacre and his enemy Hoard,
‘while inAfNew Way all the villainy is concentrated 1nto tlf;e oone dominating
figure of Overreach, Be.;:ides_ pﬁrallels of_': i:lof and character, _Maés{ing'er
also echoes ﬁ_;lddleton verbally. Occasionally the resemblance is quifé
close: Hoa:ﬁ's descriptibn: of Iucre has something of Mas-s:ing.er's- serious-
ness in tone and language: | | - |

His uncle, a severe extortioner;

A tyrant atl a forfeiture; greedy of dihers'

Miserdies; one that would undo his brother,

Nay, swallow up his father, if he can, :

Within the fathoms of his conscience.', (III,1)
But this kind of writing is rare in Madleton's. ;:p'medy, as is the use of
verse; although Massinger may owe something tp)him here, anfl ;aaptat:i.on

1
:
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of the lively prose characteristic of A Trick into Messinger's own more
leisurely verse is much more typical of his verbal bor:_‘owings. For
example, Witgood speaks of his uncle in a brief epigrammatic prose |
statcment* '

'if his nephew be poor indeed, why, he letér God alone with
him; but if he be once rich, then he'll be the first wan
that helps hdin?, : (1,1)

- In Massinger's play the description comes, éig,nificantly, from Overreach
himself, z-md becomes a speech of scli-declaration lengthily expanded into
verses

"We worldly men, when ve see friends and kinsmen
Past hope sunk in their fortunes, lend no hand
To 1ift them up, but rather set our feet |
Upon their heads, to press them to the bottom;
As I mast yield, with you I practised it:

Bug now I see you in a way to rise, .

I cen and will assist you: . . ."  {IIL,13i)

The complete difference in mood is bropght out by the conclusions of the

plage.. At the end of A Trick to Catoh the 01d One all are reconciled and
.a .-gen'eral good humour: prevails, _while the play's character as an exuber_ént
series of :i.'n&igues 4is stpessed by Hoard's .conciuding moral,

"Who seem most orafty prove oft-times moat fols'. (V. 1i)
The final scene of' A New Wg is a sharp contrast with its disturbing hint
of tragedy end grim moral, '

‘Here is o precc__edefxt to teach wicked men,

That when they leave religion, and turn atheists,

Their own abilities leave them.' (v,1)

The sombn, ’ austere tone of Haaningcr 8 thoughiz and e:@rcssion, the

‘concentration upon a moral purpose, that are revealed in his ha_ndling_ of
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his source material in 4 New Vay, emerge also in his relationship with
his period as a whole. The City-Madam has for its background the 1ife of
t8e oity and port, but it has little of the breadth and vitality of |
. Middleton's picture of city life in, for example, The Roaring Girl (c.1610),
or the actuality of the port sefting in Eagtward Ho or Davenant's News
from Plymouth (1635). Massinger is concerned not so much with a repro-
duetion or direct commentary upon city life, as with a presentation of .the
moral issucs involved, in the manner of .Jonson. His handling of the
affectations of the higher level of society links him with Shirley: but -
the preoccupation with social frivelities and love-making in _a'play like
The Lady of Pleasure distinguishes it from the moral severity of Massinger:
| '+ « . his intercst is not in the follles of love~making or
the absurdities of social pretence, hut in the unmasking of
villainy.' 1 . _
Some i’eétvzfes in I.iasairlger’s comedies eem. to foreshadéw later developments,
The wooing scene in The CityMadem (IT,11), in vhich Anne and Mary declere
'I:h_e conditions on which thoy will agree to mérzy their suitors, seems to
be the first of a line of ‘proviso’ scenes in English dram_a.z- Anne's
_siaeeches have something of the ax_-istooratic affectrtion th;_lt wa find in
Shirley and the Restoration dramatistes:
Yes, sir, mine own doctor;

French and Italian cooks, musiclans, songsters,

And a chaplain that must preach to please my fancy:

A friend at court to place me at a masque;

The private box ta'en up at a new play
For me and my _retinue ; a fresh habilt,

1. T. S. Bliot, op.cit., p. 217

2. TFor the subsequent history of the scene, of. K. M. Lynch, 'D'UrfS's
L'Astrée and the "Proviso" scenes in Dryden's comedy’, E@, IV (1925), 302;
The Social Vode of Restoration Comedy, 1926, p. 84.
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Of a fashion never seen hefore, to draw _
The gallants' eyes, that sit on the stage, upon mej. . .°'

Mistress Carol in Shirley's liyde Park (1632) propounds similay con;iitions,
though the {one here is much Llighter, more arch, the moral implications -
much slig,htér:

'You shall not ask me before company
How 0ld I am, a question most untoothsome.
I know not vwhat to say more; I'1l not be
- Bound from Spring-garden, and the 'Sparagus.
I will not have my tongue tied up, when I've
A nmind to Jeer my suitors, among which
Your worship shall not doubt to be remembered,
Tor I must have my humour, I am sick else.?® (II,iv)

Mass‘inger's device, moulded by the tone of Shirley, is finally translated
into the polished prose of the bargaining scene in Congrove s The \‘ng
the Vorld (1700). 1

Massinger's olosest linka, however, are w:ith the early comsdies of
Joﬁson. Jc;nsan's later plays, comedies like the The Stagle-‘ of News (1626)

and Tne New Irm (1628-9), sugpest Masaingcr ia tha:.r satire of contempo~ ™

ll

rary vices, 'but they have 1QSu concentrated drive than the earlier

Volpone, with which Ma_ss:mger s comedies are chiefly ‘associated. Massinger's

2

presentation of vice is extreme, his moralising often heavy-handed;” but

~

1. In view of later developments 1t is surprising te find Anne and
Mary designated simply as Extravagance and Vanity of the earlier
moralities (Dunn, p. 133).

2. This has becn over-emphasised by B. Matthsws: 'To a cortain extent

he suggests Hogarth, 4 moralist also with an obvious enjoyment in his

. own portrayal of degrading vice and its appallmg consequences . . . He
is heavy-handed and, coarse-fibred ethically as well es aesthetically’

: ('Pl)lilin Massinger', R@resenfsativa English Comedies, ed. Gayley, ITI,
318
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"his two sombre sati_i‘in' comedies are perhaps the most alive and satisfying
of his plays. Jusserand has disparegingly relegated him- to the escapist
world of roﬁ'aantio comedy," but ther_é is more ;jtisticé-'in the vliew that in-

these plajym Massinger
'combined his own g,enu:.ne eernesiness with o plwtog,z aph:.o
reproduction of manners like that of Middleton . . . For a
' gober presentation of Iondon life without :E'l:t.ppancy or.

caricature, thoy have few rivals in El;zabethan dramatic
. Yiteraturs.' '

1. @.c:l.t., p. 428

2. R. B. Forsythe, ‘I'he RelatJ.ons of ShJ.r Lex's Elaxs to the Eliza'bethan_ B
Drama, 1914, p. 6. - . ,
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CHAPTER IV _ ' . Romantic Comedies

Hassinger's romantic comedies, wiitten in the form established by
Fletchor and popular with the later Jacchean and daroline audiences, are
diverse in character. Only one ia closely modelled on Fletcher: The
Guardien (1633) is in fact .the most Fletcherian of all Maaﬂinger'.;.a plays.1
It has a recklessness and multiplicity of intrigue that d&istinguish it
from the rest of his work and associate it with Fletcher's comedies,

_althdugh Massinger's clumsier and more sober hand is still verj much in

evidence. The Great Duke of Florence (16277), however, which equally '

invites the ‘I.abel of ro*nant-c comecly, is wrltten in a mode thut is peculi--
erly Maaomger's mm.z It is the most courtly and deliberately artif'lcial
of his plays: its pre-em:lnently 'aristgcrat.r.c and restrained tones are

remote from the: greater vigour and more varied ac_:cen,ts of Fletcher's comic -

world. Ths Parliament of Iove (1624) is an uneven play: its ecourtly vorld

is as romantically artii"ic:i.él as tlﬁit of ‘I‘he Great Duke, while the intrigue'

of the sub-plot is aldin to the comedy of manners of Fletcher or Shirley.
.']'he three plays embody Mav.,:.ngev"s nearest approach to gaiety, though even -
here the tragic thrent and- the morzlist's strictures are not _entire]y

_abséh’t.

1. This has often been no'l.ea, e.g. by A. H. Thorndike, Enelish Comedy,
New Yozk, 1929, p. 228. - ' '

2. '. . . cette gracieuse fiction ne rappelle pas le brio de Fletocher'
(Chelli, p. 95). J. Ferriar oslls it & 'speoimen of elegant comedy, of
which there is no drchetype in hia great predecenor' {i.e. Shakespeare]
(Bosay on the Drmmt;ic Writings of Massinger, 1786 Gifford, I, oxi).
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Critics have censured Mapsinger for adopting in The Guardian a style
1

foreign to his own more serious bent of mind and failing in the attempt.
Massinger's plays are usually constructed round a single theme, but the
blending of several strands in this play recalls the mothod of Fletcher,

as does the shift of emplm.s{;;. There is a cerddin disunity in some of

Fletcher's plays, for example, The Humorous Iieutenant (16197) and The

Cuaton of the Country. (e. 1619-20), where the plot seems to change direc-
- tion midway and the final ocutcome is in some respects detached i‘rom the
initial situation: the drematist seems to be trylng to include as muoch as
posaible in the play, depending :E“or éf‘fec't;. more upon diversity of
pitusation than.on the de'w;lopment of onc particular theme. This also
geems to happen in The Guardian. At the opendng, Dirazzo, who provides
the title of the play, is one of the most prominent characters, as he
defonds the e&ucatibn of h;x.s w-r.u'd, Caldero, and urges him.on in h.l.s WoO~
ing of Galista. Whon Calista mistakes Galdero in the @ark for her lover
Adorio, it :m Durazza who takes advaniage of the n’d.staké and o;‘gaﬁises
Caldero'slf-";l.ight with the unsuspecting Gal:ista. ‘But Durazzo soon f‘ades.
to the ‘oe.ckg;mﬁnci. Interwoven with the adventures of the young lovers is
| the story of Iolantlfe, Calista's suppoéedly' widowad mother, who solicits
the love of a st:r.anger., who is in fact her imothecr in disguiée,- and is
betrayed by the sudden return of her husband, Beverino. The last act

" brings all the oheracters together in the forest court of Severino, who

1. Chelli is particulerly severe (p. 262). But the play's 'vitality
and strength’ eppealed to Orufkshank (p. 134).
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is now the most prowinent figure, though the final climax is the appear-
ance of the king, Aipho_nso, who g0 far has been only a counter in the
background but now emorges to shape the closing of the play. The discus-
sion of city life and romantic intrigue centred upon Durazzo when the .
play:-opens has eventually been abandoned for e rhetorical court scene at
the close involving different characters a_nd issues, The intrigue is
nevertheless skillfully handled and the interweaving of ceneé glves some
sense o'f contj,.‘n;xity, .' wljﬁ.le the famlly relationship of Calista to.' Iolante
and Beverino gives a certain anity at the ¢lose. '

One of 'Lhe moaat interesting f'eaturen of the phy is 1tr approach to
the comedy of manners as it is f‘ouna 1n Pletcher and dcveloped in the
Restorntion dramg, J. G. McManaway has commuented on this, and on it

“bases his oleim for Magsinger as 'the best Jink betwecm the early drama
ang f.he 1atex"2-~ here Massinger. 'co'nes neayest to u’rbanlt-y and suavity'. 3
The play opens wi.th Durazzo epl.ﬂ.tedly defending the unbring_m&, of his
'nephew:l’ -
Riots! what riots_?- '
He vears rich clothes, I do so; keeps horses, games,
: and wenches;
*Tis not e:miss, 80 it be done with decorum:

In an heir 'tis ten times more excusable
Than to be over-thrifty. (1,i)

'(l. Chszlll. allows the play only thc external unity iposed by the setting
p. 172).

'2. 'Philip Maseinger and the Restoration Drama', REfl, I (1_93u), 280.
3. ibid., p. 278,

“%. '"This sounds very much like the opinion of Sir Bdward Belfond in
Shadwell's Squire of Alsatia . . . Both aramnt_sts may have had in mind
the Adelphi of Plautus’ (:una., p. 279). .
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Durazzo's genial indulgence approaches the amorility of the Restoration
world, but the fact that he has to defend his ideas, ths expliocitmness of
‘his assertions, betray an immer uncertainty., The opening converaation
does in fact seem to be detached from the rest of the play, pert of an
.experimént that is not properly assimilated into the dramatie structure,
It prepar'e'é us for a rcokless, dissolute Caldcro, but we actually find
hin virtuous almost to the point of precicusness. Adorio is much closer
to the 'pioture of Durazzo's nophowd ho seems to be closely modelled on
Fletcher's ruke Mirabell.1 In particzulaf his rejection of marriage is
" close to that of Mj.rabell (The wild-Goose Chase, I,' 11): |
'La.n I part with - .

My wneurb'd liberty, and on ny neck

Wear such a heavy yoke? hazard my fortunes,

With all the expected joys my life can yield me,

~ ¥or one cormodity, before T prove 1t?. . .' (f,1)
But again i'.h:.a stra:m is cut shor t* {the next 't.ime we see Adorio (II iii)
he haa suddenlJ rcpentcd and. dbendoned his fomer way of living
There is so1xet}ﬁng too ue.!.iberata and formal about the rekishness of

Durazzo and Adorio: the passage in the play which comes nearest to the
Kestoration spixvit ie.. the conversation between Calista and her mald,
Mirtilla, after Iolantc has forbidden her daughtexr ‘even 'to look upon a
mon’ (I,11). The two girle are horrified; but Calista's perturbation
is not so much gﬁef for & lost lover as ﬂisam;aj{ at being deprived of

1. of, McManawaJ, op.oit., p. 278.

s of s t recall any

2. J. R, lowell suz‘pri.alngly says .of Iﬂaasinger I do no

5f those sudden conversions . . . whSih trip up all our expsotations so
startlingly in meny en old play' (’i‘he 0ld English Dramotists, 1892, p. 126).
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soclety and its enterteirments:

‘ Calis. Not stir abroad! :
The use and pleasure of our eyes denied us!
Mirt. TInsufferable.
Calis. Nor vrite, not yet receilve

" An amorous letter!
Lirs. DNot to be endured.
Cali Calis. Nor léok uwpon a man out of a window!
hﬂrt. Flat tyranny, insnppov-bablc tyranny,
To a lady of your blood. ' (I,ii)

The hint here of the languid protestations of Congreve's Millamant" finds
a closer rcesemblance in Mirtilla's suﬁimary of the conditions which alone
can render é._yptmg 1ady's life tolerables ' 4

‘. . . if she wuld allow you

A dancer in the morming to well breathe you,

" A gongaster in the aftermoon, a servant .

To air you in the evening; give you- leave

To see the theatre twice a.week, to mark

How the old actors decny, the young sprout up,
- (A fitting observation), you might bear it;

But not to ses, or talk, or touch a man,

Abominable! '

The sub-plot:of The Parlisment of Iove has also something of the

spirit of the obm(aclv of_f'ashidmible society. ﬂOVall and Ferigot make
"love. to -the _wives of Dinant end Chamont: the husbands discover this and
Jead the courtiers on until they are finally entrapped and punished. The
: pui‘auit_becomes a ‘battle of wits in which the plotters ere out-plotted _

Just on the brink of sucéess, the kind of situation that ocours in The

 Little French Iawymr (1619-23), by Mass’inge‘r end Flotcher, when Dinant is

1. Csillata 'is not unlike her Reqtoration nieces* (Mc!'lanaway, opioit.,
P. 2/9 )

2. cof. a similar antzclpation of bongreve in th- provisec scene in 'l‘ho
. City-Madam (TX,ii). : _ .
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enticed by lamira, with her husband®s consent, ohly {0 be finally. -
thwerted (ITI,1). In Mapsinger's play, Novall protends to be 111 in order
4o gein access dxo the house of Dmant, ‘the court physician. Dinant per-
ceives the plot and seems unwlttingly to promote it in prescribing
exactly the trestment degired by lovall: he comwands his wife,
'you whall, '
In person, wait on him; nay, hang not oﬁ',
I a@ay you shall: this night, with your own hands,
I'1l have you air his bed, and when he eats .
Cf what you have propared, you ghall sit by him,. . .
more, I durst trust you,
" Wore ﬁhis our wedding day, you yet a virgin,
To be his bedfellow;. . . (1v,1ii) _
A similar device is used in Shirley's The Witty Fair One (1628), where
TFowler pretends to be 111 in hie nttempt to .,cduce Penelope (III, iv).
The battle of wits in both plays fé rec,hadowa the combats of Reatorat.l.on
comedy, but Shirley's is much nearer t_:he .1at_.er plays in its 1ightness of -
touch.” Mapsinger's intrigue is. heavy—handed:_ Dinant's instructions to
- hia wife are too explicit:and extreme, and laak the poise and delicacdy
of Fmvler's_insinua.tiohs, patent tho.ug!i théy ."be: . '
'Yow. . . I have a great mind, an twere but for two or three
minutes » to have a maid wara oy bhed -
- Pen. That may be done. ;
Four FPou. Vith her body - elsd 'twill ao ne no good, the doctor
says ~ to put lif'c in sowne of my limb.:, a little vi.rgm
warmth would do it.'

Hausingor intr.lgue 1s not worked out in 1 ._ntellectual terms: his 1over:3

are not thwarted by remson as in The Little Ffench Lawyer and The Witty

Fair One, tut the plot ends in horsepla.y, Perigot 'be:lng tossed in a

hlanke t, Nowall rendered h«.lplefss by a drqg
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A similar lack of suavity is apparcnt in The Guardiaen, which also

has certain points of contact with The Witty Fair One. The contrasting

figures of Caldero and Adorio at the opening of the pimy are paralleled
by the similar characters of Abmwell end Fowler in Shirley's play.
Adorio's speech on ma:::‘rfiage_q has becn cited as an exposition of the
Restoration attituc’lq,1 but tha' rhetorical, abstract kind of style in
which it is delivered is Massingor's own. The full flavour of Massinger's
peculiar manmerisms, the general, Gonventional nuture of his imagery, the
formal qualilty of his verse which makes almost ev'ér;J -sposker a public
oi‘ator, is brought cut hy the contragst between Adorio's speech (I,1) and
TFowler's on the ‘same themet '

'‘Dost think I am so mud to marry? sacrifice my liberty to a

waman; sell my patrimony to buy them feathers and new fashions,

and maintein a gentleman-usher to ride in my saddle when I am
Imighted and pointed at, with Pythagoras for a tame sufferance;

have my wardrobe laid forth and my holiday breeches, when my

lady pleases 4 shall take air in a coach with her, together

with her dog that is costive;. . . '"twere a sin to discretion,
and my own freedom'. (The Witty Fair One, I,iii)

-

The catalogue of conecrete details here, the note o::f' flippancy, the attack
on individual ;f‘enﬁ.nihe.affegtations , are very much in the style of '
Congreve. Adorio's spsech, however; is conceived in terms of ebatract
principle:s rather than concrote demonstrations. Adorio is a kind of
skeleton sketch of a rake. Moreover, he is only presented in this light
in the opening scene, whére the contrasting natures of the two men seem

to be taking stands on either side of a 1;l1eorétiéa1 discussion. However,

it is not a nimple contrast of vice and virtue, The exaggeration of .

1. of. quotation, p. 86.
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Caldcro a pz'o‘restotmn.; of virtue seems deliberately iv 'on:.ce.l in thu
1ight of Dura"zo‘s deflating comnents:

'?:y nephew is an ass;

Vhat o devil hath he to do with v:x.rg;in honour,

Altars, or lawful flames . . .' (I, )
“his device of deflating the ostcnsibly g:_mnéiloquen‘c recurs throughout
the play and is one .-oi‘ the chief sources of lumour. Caldero's siae_echeé
of adoration as he stonds, Romeo-like s in the aark beneath Galista;s
window are again exposed by the blufi‘ conmon penze of Durauge (.LI.L,V) s
vho 1s alweys present with Laldgr—o and acie as a kind of standard aga'mst
which ell the paasionaﬂé u{:j'ceranqes of the young man -aré. méasufed. The |
high-flown discoufgse bet\yeén Caldero and Caliéta’ vhen Calista discovers
she has beon carried away by the wrong. man (IV ;1) s sub'jectéd to the
same treatment. Although Massinger secms to set out to present imorality
' positively in Durazzo and Adorio, in the fashion of the rakes of contem-
. porary and 'Le.ter comedies oi‘ m._:mcrﬂ, the. cmplm.:is shifts to a presenta—
"tior. of’ v:.ftue and gallantry, made comic b,,r its exa.g;rerat..on._ This method,

the. comic traatment of virtue rathexr than v:i.ce, is more clmractcr-ist.!.c

of Massinger, and is developed with greatest consistency in his most

successful comedy, The Great Duke of Florence.

The play as a wholc is closer to Fletcher then to ﬁeatcrétion
comedy in its dependence u'non chance and its abundance of phymcal action.
It is a series of exciting incidents z..uthf.r than a sustained witty
intrigue. The scene in the dark (IIT,v) in which Calista mistakes Caldero

for Aderio, and Adorio mistukes Mirtilla for Calista, recalls Fletcher's

 The Mald in the Mil1 (1623), IV,1ii; and Iolante's coarse sensuality is,
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in the _ménnei- of Fletcher, more conscibusly,immoral than the smoral type
upon which the inltial po‘rfra,yal of Adorio is modelled. But perhaps
Iolante's closest affinity is with Sir Penitent Brothel in Middleton's
A Had Viorld My Masters (1608). A feature which distinguisheé both
Middleton and Massinger from the later comic writers is their firm recog-
nition of moral standards. Sir Penltent fnd .Iolente are ".bdth’iwpocrites:
both are aware of their imsorality, and -emplicitdy¥ - comment upen it in
the midst of their rempectivé intrigues. Sir Penitent Brothel, just as
his seduction of flérebrain's wAfe is in full progress, utters a homiletic
verse speech quite out of tone v.'j_th the pay irresponsibility of most of
the play '(I,i_), and I_olante; likewige, at thg_height of her preparations
to receive laval, acknowledges to herself her own evfl: | '
_ VI, that did deny _
My daughter's youth allow'd and lawful pleasures, -
And would not suffer-in her those desires . '
" Bhe suck'd in with my milk, now in my weaning
A scoxch'd end burnt up with libldinous fire
. That must consume my fame; yet still I throw .

More fuel on. it.' _ ‘ (T1I,vi)
. Both characters are finally brought to shame and full repentance. The
movement towsrds the Restoration mode that is apparent in parts of the
- play is checked By this inslstence on moral standards, which Massinger
seems unable to discard: he Gould not 'feel at home in an amoral societ;g'."

However, Iolante's reformation 1s by no means so umequivocal as that of

Sir Penitent: there is even a suggestion of .jooulaﬁty about 12, We do

1. MC:M&!I(-:I-\*{B&Q‘ op.cit., p. 277. ef. Chelli, p. 95: 'la comédie de
Massinger & un fond sérimix. A New Way, The Clty Madam, et meme The
Guardisn ont une morale.’ - C

y



92

not {eel that Iolante has been lrahsformed .into a pc;__z__aitively virtuocus

" woman, but ‘t:'hé.t .she has merely succeeded in restraininga potential immora-
| 1ity which its,elf" ic a2 strong as :..c-ﬁrer. Her commendation of life in the.
fofest, '

'here are no allurcmente
to tempt my frailty’, (V,i)

suggests a virtue as sensationally rrecarious as that she claims earlier
in the play,

'I keep no msmld.nd servant ':’u.l-my'hnuse,_
'~ In fear my chastity may be suspected.’ (1,11).

M ss:.nger seems Lo be ureatmg even h_.s usually gerious moral pron«;Junce-
mants in a somewhat comic wvein, for Adordo's re-pentanoe has likewise a
Suggestion‘ of irony. After Durazzo's moékery of Caldero "s 'lawful .f'lame.'s'
it ig @ifficult to take seriously Adorio's high-f’lowh regolve to meet
‘chaste desires with lawful heat' in 'Hymenenl sheets' (IT,1i1). The -
dramatist's a"ctitude o his characters and themes is not aitogether clear.
In Adorio, Caldero and. I&Jlante- virtue seems to be eécpige,seﬁ, to aome
extent, to a geritlé ridicule, 2nd this jntefpretation'is in keeping with
the generpl tone of the comedy., But invariably there seems to be a serious
moral intention in the ,é.)re,sentation of Severino.' Caldero's sententious
and not altogether relovant philosophising (IV,1), mocked as it is by
Durazzo, seems intended to provoke a smile. Vhen, howaver, Severino
: pluloaophlqes in a sum.la.; vein, |
"Danger, Claudio! | _ _
'Tis here, and everywhiere, our forced companioni
The riging and the sething sun beholds us

‘Environ'd with it; our whole life a journey
-/ Ending in certain ruin', (IT,4v)
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and discourses on sﬁici&e._. there is no suggestion of u'onzf Massinger
seems to be try:.ng to creatc a potentially tragic figure in Severino, but
the result in unconviﬁcing:. his reflections are streined and flat and seem |
irrelevant in a play of- tids na‘l-:urea..“ Severino is the chief moral agent
of the play: not only does he ratc.re his wife %o virtue, but he also acts
as a judge of societ;-;r in general. In his banishment from Naples he has

~ formed his own forest kingdom, lure Shakespeare s dulke in the Forest of
Arden, where he perml:.ses pa.ssers-by in the manner of Robin Hood. The
scene in \miéh the articles of the forest code are proclaimed (IT,iv)
enables Massingor to display his ‘keen eoye for soclel enls' 2 Th'el con-

cern shown I‘or contu.mgorax'y problems, the very language used,

'Tlie cormorant that lives in expectatmn
Of a long wish'd for doarth', _

recall the themes of & New Wey and The Clty-Yadem; but here the social
théme forms dnJ.y a brief inc:lde_nfal gphisode.

The sense of_tmaartaq'.nty'in éhe moral import of tha playj-makes
‘difficult an ovefqll Mterﬁretation', and its émbiva.ier.ée is nowhéz_‘é more
apparent than in the climactic scene of Severino's a':‘n_sc(-)\_rery of his wife
(-III,Vi); It opens with great theatri-cal éffeof: Tolante, hidden ;by a
curtain, sliealts of her .sin; Severino thinks sghe is praying and draws back

i:ha- ourtain, only to find her richly fressed and preparing a banguet. for

her lover, 3 Iolnnte':; ha_l:"-»re_.v_aentent soliloquy is ironieally followed

1. Dz) I'c'eland, howuver, prazses Severino' 8. tmoral melanchioly' (Gifford,
v, 23 : : :

2. Gmﬂclmhmﬂt, D. 12.

3e Dmm’c:oxments on the theatrical effectiveness of th...s seene (p. 79)
It is-a powerful elaboration of the first story in Westwerd for Smelts,
= ) —

i
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by Beverino's speech, as he hears her voice but not 'i'xer wordo,
"'14s8 her volce, poor turtle: '
She's now at her deavot:lom » braying for
Her banish'd mate . . .
and the ascene that is rovealed when he draws the curtain has the incon-
gruity of comedy. The quarrel that follows hovers uncanfortably between
the tvagic and the ludioroua. Severine's exclamations in the grand
manner,
- "hat do I behold! _
Soma iudden flash of lightning strike me blind,
Or cleave thc centre of the earth, that I
May livineg £ind a scpulchre to swallow
Me and my sheme togetheri'
- are too. suddenly provoked, too extreme and elaborate, to be convincing
as serious Gi'ama, und his subsequent speech of revenge, knife in hand, is
even more patently contrived snd unsubstantiated by any genuine feeling.
The scen¢ has boen regarded as a .rmg:le excursion into tregedy in an
othervlase light-hearted play:1 but at best it is no more than melodrama.
Severino's threats and nrmed atiack, cen, however, be rogarded as comedy,
of a macabre kind., He finally wounds the méid Calypso, who, unknown to
him, tukes the place of her mis%ress. Calypso's reaction to the wounding
“of her noge and arms is in a coarsely comic veins: -
*A kiss, and love-tricks! he hath villainous teeth,
Nay sublimed mercury draw them! if ell dealers

In my profiession wore paid thus, there would be
A dearth of cuckolds., Oh my nose! I had one. . '

Massingér's probable source (cf. Gifford, IV, 123), v.rh_ere' the husband
merely discovers that his wife has been out of the house.

1. TF. H. Ristine, Epelish Tragl-Comedy, 1910, p. 132.
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Iolante .returns, and Sev«-:rino," hearing her pray that her wounds may be
healed as a proof of her innocence, is obliged to beliejvg in the api:arént .
miracle. ioiante's folgned senctity cannot but be intentionally comic,
and the whole episodé is little more than a melcdramatic f‘_arce_. The cut-
ting off of Calypso's nose 1s crude and repulsive: it is used merely for
Qenaatiunal effect and in soon forgotten as the piay proceeds. Iolante's
sudden repentance in the middle of the scene after a few minutes spent off'-
stage with Laval, is somowhat invalidated by her subsequent cunning and
au'dacit:;r' in devising the mifaclg. The scene is lively and exolting, the
action well planned: But it leaves tho feaaer with some pe'rplexing, ques-
tions. How genuine is Iolante's repentan_ce?. Is Severino heroic or m_rnck-;
.he-roic? How much are we intended to shudder, liow much to f!.augh? Ina
- modern production the comic element would need to be stressed, but the
general impression is so blurred fhnt Masainger’_a owvn intention is not
¢lear. . _ | .
| This confusion is symptomatic of the disinteprated quality of the
- play as a whole., Critics have pointed out that the moral intentions of
the play do not work, that although Massinger intended virtue to triumph
~his presentation of vice is far more attractive-.". Cer-:bainly Iolante
remains in our minds as an immoral rather than a moral figﬁre, the final
sylven court scene at which all are reccrciled (V,iv) leaves o much less
distinot j:npre‘sion than the intrigues and accidents of the lovérs ,;and the

prevalling temper of the play is established Ly the personality of the

1.  e.g. McManawmy, op.cit., p. 277.
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~ benevolent but hardly moral Durazzo. However, to say as Enrightﬂ" does,

'the poetry of the play . . . has operated in a contrery direction
to plot, character alignment and moral intention,’

is to ovorsimplify, as .Massingez_' was perhapa. in pai‘t deliberately exposing
the ostensible moral to ridicule, as he does with greater delicacy in The
éreat Duke. Perhaps the main cause for dissatisfaction is that Massinger
was trying to do too much within the bounds of a single play, reaching
out towards a Resf;oration type of com-edy, but unable to sustain it, trying
to achieve a full-blooded Fletcherian Jz‘oxmmce,.2 but hendicapped by a
lack of Fletcher's lightness of touch and a temperamental necessity to
moralise on vice and industice,—,' both private and public. It is nev-erthe—
less a lively and in meny respects attrective work, and Chelli's dismissal
of the play as '.’ln,s:i.p:l(l3 aéems quite unjustifiable. |

The Groat Duke of Florence is remote from The Guerdien in many

respects: its atmosphere and cfxaa:_;ac'bers seem to belbng to a different -
world altogother. The gap between_'them is to some extent br:.dged by The

Parliement of love. This play, pmnted for the first time in Gifford's

edition from a manuscript alrcady cona:.derably dmnaged,_}* is difflcult to

1. D, J. Enright, 'Foetic satire and satire in vorse', Sorutiny, XVIII
(1952), 223.

8, P, S, Boas is surprlsed 'that in so late a ploy Massinger should
show ldnship to Jletcher in his most questionsble aspeots' ‘ituart Drama,
1945, p. 325), Chelli, however, refers to the two recent failurcs men-~
tioned in.the prologue £0 the play: 'Peut-etre, dfcouragé par son insuccls,
se fia-t-il, pour mconquérlr les applavdissements, eux. moyens éprouvis

et classiques' (p. 171)..

3\’ P' 1710 ' . Vo e
4. For an acoount of his acquisition of the MS cf. Gifford, I, c £f. .
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asseas completely because of its frasgmentery condition: the first two or
three scenes dre entirely missing and there are several smeller gaps. -
Thorndike - says that it 'retains the trappings of romance in a comedy of
mavmers'. It would perhaps be more accurate to say that a éomedy of.
manners is inserted into the form of a romance. The play is concerned
with heroic themes in the vein of a medieval romance, King Charles of
France establishes a parlimnmat to which all lovers may bring their com-
'pfl.ai.nts,2 and the action of the play consists in the negotiations of
various sets of lovers v_.'hiéh are eventually Jjudged f)y the parliament.
The minor plot, with its roots in the contemporaxy city life comedy, has
' already been desm'l'bc.d 5 Link:.ng this intrlgue to the exclu'uvcly courtly
plot is the luq'ti'ul pursu'l.t of Bellisant, 'a noble ledy', by Clarindore,
who is .the most intelligent of the group of lesser fipures to which Novall
and Perigot al'so bPlong. Bellisent is as .hardencd a woman of the world
as any Restoration lady in her defence of‘ her life of 'continual feasting,
princely en uertaimnents' H -

"What proof

Should I give of my continence, if I 1ived

Not secen, nor seeing any? GSpairtan Helen,

Corinthian ILaifs, or Rome's Messaline,

Bo mew'd up, might have died as they were born,

By lust untempted: no, it is the glory

Of chastity to be tampted, tempted home too,

The honour else is nothing! . . .' (I,iv)

However, her rhetorical style, clasgical allusions end: lof'ty manner ace

1. A. H. Thorndike, English Comedy, Wew York, 1929, p. 230.

2. For some account of the mc.th.ev..xl Parlmmantsof love, of. Gifford,
IT, 237-8.

_"5- Of. Ppt 8" ":8 above.
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very mch in the‘vein of the"main heroic plot. Ieonora fefuses to accept
Cleremond as her lé)ver ﬁnt:i.l he has slain his best friéndt this involves _
Cleremond in a f'.iuel with Montrose, who has just won the love of Bellisant.
| dleremond' emotional conflict, torn betﬁéen love for Leonora end love |
for and loyalty to his friend, gives the play a tragic threat. The play
is a more highly charged .developmc'-:nt of ~the plot of Marston's The Dutch

' Courteg-an' (.1605);1 In Marston's play Franceschina has a motive of
jealousy in ordering Malheurcux to kill Freevill: Chelli remarks on this
and. severely criticipes the \mﬁ&méas of leonora's unmotivated demanél.'2
~ But IvTass:.nge: is not i:ry:lng to crcate raaliqtio individuals with credible
mot:.vatlon for their aotlons. thot Leonore. dmmd should be totelly
unreagonsable. is part of the romance pattern, an ar'bitrary command to set
the play in motion which we accept within the framevork of the play as in
a fairy-tale. The play certaﬁ,nly involves serdous issues in the idenl of
friendship, and the -c_onflict. it causes 'bet\lveen love snd honour, But even .
at the most ﬁ:i‘i:enée moments there peems to be a certain detachment in the’
‘drematist's attitude, ss if he were conseiously mn:l.?ulath‘ghis thenes and
_ charécfers .‘Lnto a rhetorical pattern, discusscing rather than fe—créating
.the situations of the plot. | The ornate quality of the verse is the chief
mefd of conveying thio: for instance, Cleremond, at the height of his
affliction, posss as & tr_a\gic figuré, but bis method of describing his

4. P, L. Iacas (Gg_:mlete Vorks of Joanebster, 1927, IXI, 5-9) and
. B, Stoll (John Webgters 1905, 132—1715 have both comnented on the
relationship of Massinger's play with The Dutch Courtesan and also with
Webster's A Cure for a Cuckold.

2. P 130-
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pogition, the analogles he draws, sre almost leisurely:

'But I rise up a new exsmple of _

Calamity, traenscending all beforeé me; -

And I should giid my misery with false comforis,

If I compared it with an Indian s}ave s,

'lhat with incessant labour to search out’

Some. unknown mine, dives almost to the centre;

And, if then found, not thank'd of his proud master.

But this, if put into an equal scale

With my unparsllel'd fortume, will weigh nothing; !
(111,11)

Moreover, the very structurc of the plot, stemning from the parlisment

set up in the fi;::‘s_i;'o.c1;,'l does in a measure conditioﬁour response to the
‘events of the play. As Charles enters(I,v) on rds return homé from the
wargs and erroaches the courtiers for their lang,midnes.s, there is a

' atrong, senge of retirement from the world aof action: the vital militaxry
effairs are now dispntched, in the abaenc.e &f a:uunng of more serious
concern the king diverts the activity of his court to more trivn.al natters;

: 'Tamed Italy,
With fear, confecses me a warlike king,
And France shall hoasst I am ¢ prince of love.
. Shall we, that keep porpetual parliements
Tor pctty suits, or the least injury
Offer'd the [,ooﬁ., or bedles of our subjects,
Not study a cure for the sickness of the mingd;
those venomous contagion hath infeoted '
Our bravest servants, and the cholcest besuties
Cur court is proud of? These are wounds require
A kingly surgeon, end the honour worthy
By us to be accepted.'

The king's solemn tones are not without ff‘ony The whole purpose of the

establishment of the parliement is to restors the court to merriment,- and

1. The inadequacy of the Parliasment as .8 unifying factor has been
oriticised by Chelll (v. 12‘)) and Dumn (p." 73).
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the scssioms at the beginning and the ¢lose of the play frame the action

1

like a tableau. There is a holiday atmosphere about the initiation of

the Parliement of Iove: it is a kind of royal geme, dignified though it
it-i.z This is reiterated at the alose of the play, where Charles's speech
to the courtiers merges into an epilogue to the audience, and first the
orliament end theﬂ the whole play recedes into an atmosphere of revels
endeds

'So bresk we up LOVES'S PARLIAMNT, which, we hope,

Being for mirth intended; shall not meet with

An ill construoction; and if then,. fair ladies,

You please tc epprove it, we hope you'll invite’

Your friends to see it often, with delight.' (V,1)

. Critics have always seemed unegsy.ébbut The Poriiament of love, but

they have usually agreed on the quality of its .verse.3 The plot gives
Massinger ample opportunity for the set aﬁeech and for debate. The play
concludes chara.oteris_tical;ly wii_:h a court scone. ChArles's openi.ng
sf?echl* on the ngw."lmre of "pure 1oiref _r_ecélls the achlevemnnts 'qf ancient
X tines and pfeéen-ts‘ the herolc -and'i'o:na;;tic code around 1i1hi;ch_'cixe play ia
-co“Sﬁﬂlctéd: . . o o |

', . . pure Love, that has his birth in heaven,
And scorns to be rece:wcd a guest, but in )

1.. 'It is & picture rather then a drama’ (S. A, Dunhem, Lives of the -
most eminent, 16837, II, 290). .

2, G. B. Smith says the play is 'written in an casy, sprightly mammer
and the proceedings of the court, for mirth intended, are, on occasilon,
mirth-provoking' ('Philip Massinger', New Quarterly Magezine, V(1875), 55).

3. ‘'This fragment is in Massinger's best style' (J. 0. Halliwell,

D_ic_tiowlighlzlm 1860, p. 189). The only virtue admitted
by 'l'he I‘.d:.nbargg_g eview 1s its *fluent and elegant versifiocation® (k11

(1808}, 119).
e I-I-J.ghly praised by Cmﬁkslmnk, P 42.
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A noble heart prepared to entertain him,

Is, by the gross misprision of weak men,

Abused and injured. That celeatiel firs,

Which hieroglyphically is described

In this his bow, his quiver, and his terch,

First varm'd their bloods, and after geve a name

To ths old heroic spirits: such as Orpheus .. . .' (V,1i)

The elogucnce of the play is largely directed towards the creation of a
remote romantic world. Cruikshank's summary of the play is on the whole
a falr comment:

'The Paxrliement of love contains much fine poetry and one

great foren.:ic acene, such as our author loves. It is,

however, in too fragmentary a state for us to judge it

. -fairly. The atuwosphere is unreal, the interest flags,
boisterous comedy is mmttractive vl

The unreality of the atmosphere is, howe:ver, not a fault in idself': thé
fault lies in that it does not become a completely artificial world that

can_' impose. its own- terws on sudience or resder. This Massihger was to

'achieve in ohe of h'i.b most consistently moulded plays_, The Great Duke of.
Florcnce. | . |

"‘he Grcat Dulke has. usually won h:-.gh ooxmu.ndation.z It is the ep:.to:re
of Ha.ssinger s c*ourtliness, and in its exclusion of any ,Jarring or serious

elements it holds a unique place in his work 3 ‘Yassinger's source has

been shown to be A Knack to Know a Knava-,l" which itself ls a dramatisation

1.- p. 139.
'. . . the mbst purely delightful play . ‘ever written by Massinger'

(A. Symons (ed.), Philiv Massinger, I (1887), x:{:l.x)

. 3. ', . . absence d'émotions trés fortes, de périls véritablement grands,

~de méchanceté et de misdre extrames, cela suffit pour que la pidce ne soit
‘claséée en sucun genre que le comique’ (Chelli, p. 263).

4, Tor a comparison of the two plays of. E. Koeppel, Quellen~3tudien zu
den Promen Georpe Chapman's, Philip Massinger's und Jobn Ford's, Strassburg,

_ 1897, pp. A17EF., and ¥, M, Stochho]m (ed.), The Breat Uuke oi‘ F‘lorencg,
Baltimore, 1933, pp. v £f.
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of the chronicle story of Edgar and Alfreda: But, as Stochholm comments,
nothing can ‘béft_e_r'throw into relief the characteristic atmosphere of
Massinger's play than e comparison with the grim, unsophisticated source
pluy.‘i| The first act, which Stachholm Justly descr‘-'ibe—;s ‘as 'a model.iof
efficient exposition and economy of plot' ,2 creates the world of the play:
'. . « N0 serious passions disturb the serenity of the characters,
who move in an artificiol and beautiful world with stateliness
and grace and decorwi. These men and women are emotional but
not passionate; they ave gifted orators, speak.mu with eloquence
and fervour rother than with deep comr!.ctlon. 3
The play opens on a noteo of ornate compliment, characteristic of a society
where  each strives to outdo the other in courtesy. " Charamonte's long
" end elaborate eulogy of the young prince Gibvaimi.,' vwhoae education he has
been supervising, is tinged with a delicate humour as Contarino adopts
the same extreme phrasecology in which to ask the simplest of qﬁestions-: .

. 'And what place
Does he row bless with bis presence?' (I,1)

Gibvahni; smmoncd- to court, bids fax'ewé:_il to his. tutor and Lidia, the
daughter of Charamonte. He laments that his high birth prevents him from
marriage with Lidie and pictures the rural .'-_Lﬁ‘e they might have Bhared:

. 'we might walk

In solitary groves, or in choice gardens; .

From the variety of curious flowers ‘
Contemplate nature's workmanship, and wonders:
Ind:then, for change, near to the mumur of
Somc bubbling fountain, I might hear you sing , . &'

1. op.eit., p. xl1.
‘2, .ibid., p. lxomv.
. 5, i-bld'., Pe IJDBd.:li. '.
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: Muc;h- of the plsy takes place :m the cdﬁntzy,_ but it is a rusticity pef-
meated by the coﬁrt, very different from the rural scenes of The Guordian.
The wanderings of the lovers in the foreést and the presentation of
Soverino's court faintly echo A Midsummer Night's Dream and As You Like It
but the country setting has no sctuality and is only slightly sketched.
Duraszo's bng and eloguent account of country sports (1,1) is, Yowever,
surprisingly vivid, but is not really assimilated into the world of the
pla:,'.1 In The Great Dukte the pictufe of rural life is patently artificial,
but delibera‘.bely 80. M&éaihger,' with an undorlying vein of subdued
hunowyr, seems to be oons&ioualy creating a rural community in the manner
of Marie-Antoinette., Giovenni's idyllic viaion of ".ﬁ poor sordid éotta.ge His
- of ene surrounded by gardens and untouched by povex;éy. Charomonte's
houedhold is only a more fragal exténsion of the court, and the highly

efucated Iidia is no everyday country maiden.

. The second scenca“ moves %o the court, the other'.settimi; of the play,
and here again -th'e .elsborate arti._i'icia.l' structure impresses itself upon
us. The rémo.te elegance of this kind of life is apparent .:l.n Cosime's
‘\velcome to Senazarro, who comes o rc.a«pox_'t'the selzire, under his directions,
- of some treesure-ships. Sanazarro's sﬁeéch ig brief‘ and factual: ﬁhere ia
no extended narration of the _aea;-f’:l.ght, sorzxeflﬂng that one foels would
be almost sordid in -thé context of fhe play. ‘The Wortmoe of the naval
succennd is the honnur it beétbws upon. Sanazarro in the hierarchy of the

courts his actual military cereer iles quite outside the play. TForinda

ALin-. aamave

¥

1n Oft.m, p.256.
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" later tells how she has listenéd, Desdemuna-li_ke_, to tales of his

adventurea:

'T profess,

VWhen 1t hath been, and fervently, de'!.i.ver'd

How boldly, in the horror of a fight, -
- Cover'd with fire and amoke, and, as if nature

Had lent him wings, like lightning.he hath fallen

Upon the Turkish gallies, I have heard it ,

With a kind of pleasure, which hath whispexr'd to me, .

'his worthy mist be cherish'd’. (IL,1) '

'As she r-ont.mues to aclmmvledge, it is Sanmzarro the courtier rather than
Sanazarro the soldier who has won her heart:
'Hls anmour .off, not young Antinous

Appear'd mare courtly; all the graces tha‘L

-Render a man's society dear to ladies,

like pages vmi‘l.ing on him, . .
The soldler must abandon his exmour f'or_ the rich robes of the court, the
£1e1d of hervic action for the strategies of avistooratic life.’

A pimilar sense of detachment from anything urgént is conveyed by
Giovarmi's account of hiq-edncatidn to Fioriﬂda "~ As it is expounded in
the first act this has becn regarded &b Massinger's ideal of the upbring-
ing of a prince ;' but there ia-a suggeetn on of mild emzsement on Massingers -
part in Giovami's poriphrastic swrnury of his studieg:

- 'I'had a grave instructor, and my hours
Design'@ to serions studies yielded me
Pleasure with profit, in the knowledge of
What before I was ignorant in; the signior,

Carolo de Charomonte, being slrilful
To guide me through the 1abyz_‘:lnt-h of wild passions,

1. '. . . cette grace qui con.siste a rwuvoi.r dans une intri
plaisante, au-dessys du réalisme, en dehors des d_f'f'icultes ot des infor-
tunes yulgaires' (Ghell:l., p. 266). '

2. _Stoohhoilm,.-_.‘.?l’.-s.cit-.b p» Loodii.

“ .
\
\

A
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That labour'd to impr:.son my fres soul
" A slave to vicious sloth. (xX,4)

m.ovo.nmt 8 ec'lucatlon it seems, has not been ine pu‘ed by sny high aspirations,
but merely to avoid slothfulness, a fault that the leisunely pace of -life
in ‘the IMlorentine court scems only to avoid in the f‘ollui-'_n'.ng out of its

omn 1little intrigues. | ' )

As in The Parliasment of love, the ronmntic world of the play is

largely built up through the quality of the verse; here the effect depends
mainly on leisurely ornamentation.. Dunn has criticised Massinger's use .
.o'f imagery for its 'precise pedantry’ and J._if‘elessness,1 and quotes in .
illustration two of Gc;zjjgg's_ sp‘eecl.zes as he v-:e].come_s Sanazarro back to

the court: | -

'Still my nig,htmgalc,
That with sweet accents dost amsure me, that
My sprj.ng of happiness comes fast upon me! , . .'

' ¢« » ® WO hﬂve nO'h
Received into our bosom and our grace
A glorious lazy drome, grovm fat with feeding
On others' toil, But an industrious bee,
That crops the sweet flowers of our enemies,
And every happy evening returns
Icaden with wax end honey to our hive.' (I,1)

Dunn has severely criticiscd Massinger's use of imagery here:

'Both these metaphors are patently_'"s'tuck on" ms ornamentation.
Sanazarro is first of all a nightingale and thon "an industrious

1. 'His meotaphors tend either to give the lmpression of verbal
appliqué work and of something not-ebsorbed into the speech or to swell
out and take charge of what iz being sald, the completion and elaborate
carrying-out of the metaphor becoming an end initself rather than a
mesns to an end' (Duzn, p. 251) oo
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bee™y and in any case a bee, industrious or otherwise, in his

bosom would create upon the Duke an effect very different from
that Massinger is wishing to express. The metaphors are both

inappropriate and, if not dead or moribund, at least dormant,

and, givan no life by Massinger, sprihg from no life in '
Cozimo's speech. i

But the.whole tone of the play prévents us ﬁ'om making any such literal
appliéation of the metaphors as Dumn suggests: the effect of superimposed
embroldery is deliﬁer#te. The bee is hot an image from actuality but has
-li.{erury »ootsi it recalls the comparison of the world of the bees and
that of man that is used by Virgil in The Georgics end by Shakespears in
Henry V. lassinger is mqst succeseful in this play when he makes fun of
his own forwal eloguénce, 'J_?he first meeting of Giovami aﬁd Fiorinda is
invested with a gruvé. humour: their politeness ds just a little too
extrame and finally they are obliged to aan it. |

'Giov. Madam, that, without warrant, I presume
To trench upon your privaclies, may argue
Rudeness of manners; but the free access
Your princely couriesy wouchsafes to all
That come to pay thelr services, gives me hope
To find a graclous pardon.
Fior. If you plezse, not
" To make that an offencce in your congtruction,
Which I recelve as a large favour from youw, .’
There nceds not this apology. '
Giov. You continwe,
As you were ever, the greatest mistress- of
Fair entertailrment. :
FPior. You are, eir, the magtcr;
And in the country have learnt to outdo
A1l thet in the court is practised. But why should we
Talk at such distance? . . .° (17,1)

" This pésaage characterises the quallty of the language of the play as a

EY

1. p. 252,
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‘whole, .affected, languid, but always with a Siigh’b .h:i.n't. of irony that
preserves its delicacy:end saves it frum flainess. _ |
The sophistication in which every aspeot of the play is steep_ed
scems to have.-been ignored by many cm'.tics in the ass\essménf of f.he
character of Lidia She has usually been regerded as the ideal of rural
J'.i'm_loc:re'nc:ea,.‘l buft in her own way she is as courtly and elegent as Fiorinda:
her yei‘y-_protestatiom of hmility and innécence are framed with a certain
coyness. When Sanazarro, smitten by her beauty, turn'é- away in confusion,
. she is'qui'te :lhdignunt at his neglect of"l'lc-:r,‘ and when he -aéks ir 'she v.rj.ll_
. give him 'hope Of future happ:mcsa', she replies. in the tones of‘ a
hardc.ned :mtriguer-
' 'That, as I shall find yous

The fort that's yielded at the first assault

Is hardly worth the taking,' (11, 11:1,
. It is perhaps sigxﬂﬁcaﬁt that in the scene immediately precedhg this a
certa:.n coarseness is revealed in Charamonte that is surpr 1smg in one 80
. ref‘ined. and restra.med as we have so far seen him At Sanagarro's. arrival
ho excitedly tells a serva.nt

| _ 'Blu my daug,hter ‘

Trim herseif up to the hclght, T know this courtier

Must have a smack at her.'. . . (IL,14)
A similar 6EN08 of :Lntmsion is felt when Peu'onel.ta, the drunken kitchen '
naid, is aubs:tz. tuted f'01 leln, s0 that Cozimo will not fall in love

with her.z' This primarily farcical goene ham genera.lly been regarded as

'1. e.g. by F, w. ‘Harness in The le of Philm Massinger adapted for
Family vreading, 1830, p. 108B. :

2. Thzs dovice is 'borrowed from A Knack to Know a Knave
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'a blot upon the comedy’ 1
*Cet Gpimode détomne,sur 1l'ensemble de 1'ocuvre, polie, 'cour-
toisie, pleine de golit: puisqu'elle est, d'un bour & 1l'autre,
une conversation entre persomnes d'élite, esprita et coeurs
raffinds.'2 - ‘ :
But perheps in all these instances Ixiassi.ng,_er ig hinting, with a smile, at
the artifioiality of the play's refinement, at the existence of a more
gross actuality outside the rarified existence of the court. The
Fetronella episode has also been condermed for its improbebility:

'am a trick it is so mross and palpable, that the duke could
not have been:deceived by it for a moment. . . '3 -

but this is surely to misinterpret .the plot of the play Gilovanni and
Sanazarro ere the most az-nateur of‘ 'consPirators' they are like children
trying to dedeive grovm-ups and there is not a “touch of real vtllainy in
the plqv The undcratatanent ‘of Giovenni's rueful comment,

"This is gross: nor can the imposture
. But be discover'da‘, (v, 11

Bhe' foo"l ishness with which the intriguers realise th_nt fhey have - forgotten
| to teke the .sim.olest of urecautions,
. G'lov. , my Yord,

Tiow grof-sly have we ov rshot ourselvea' '

Sanaz. Inwat, sir?

Tiov. In fornetting to acquamt _

My guardian with our purpose. ' (v,11)

are instances of‘ a deliberate clmnsiness. -.'I‘he inef‘ficiency of* the

1. W. Azcher, Tl'he 01:'1 Dmma. and the New, 1923, p. 408.
2. Chelli, p. 168. '

3.~ Gifford, IT, 503: o L

%o of. Chelli, p..468. . ¢
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plotters is part of the play'é humour.

Thegnf.vailing tone of the play is indeed one of "good-humoured
indulgence in which the wrongdoers. find forgiveness: Fiorinda consents
to mexrry Sanazarro (V,1iii) without a hint of reproach, in marked contrast

to Camiola (The Maid of Homour, ©.16217), who finds herself in a._esirniiar

position. The duke, we f'éel, rules a court _.invented with make-believe,
The play closes characteristically with a trial scene at which leia
pleads for the pardon of Giovanni. For a moment there is a serious .
threat as it seems that the auke is going to marzy Tidia h:.\.nself' butl

he ranembers his vow at the death of his fz.rst wife never to marry again,
-and Charamonte ingenioualy exola:l.ns, .

'The prince, in care to have you keep your vows
Made unto heaven, vouchsafed to love my daughter.' (V, ii:\.)

The duke good-naturedly yields to th-l.s. interpretation and all is.
. omicably settled: '
'Though we know
All this is practice, and 'l.hat .both are false:
" Buch reverence we will pay to dead Clarinda, -

And to our serious oaths, that we are pleased -

With our own hand {o bHlind our eyas, and not

Know what we unﬂarstand ' _
This again has been blamed fox i:rmrobability,1 but its px‘epostei-ousnesa
is in k.eepmg with the humour of the play; which appropmately ends upon

a Joke.

The remote artificinl world of The Great Duke, presented with a

gravity that ceems to gently mook itself, is the peak of Massinger's

achievement in romantic comedy. The Guerdisn end The Parliament of Iove

1. e.g. by Gifford, II, 525.
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are uneven plays, and The Guardien in particular is written in the

mammer of other plays of the period, but The Great Duke has a Flavour
that is peculiarly Massinger's own:
Yo mustiiot-lokfr profundity or sublimity, but at least we
shall not be troubled by false and inflated efforts to achieve
the profound and the sublime. Readers who savour a delicate
artificial grace are best equipped to cn;;oy this play. o1
Its artificial serenity is consistently maintained to the e:ctent- of
making irrelevant charges of improbability. Great dellcacy would he
needed in the play 8 performance:

'Tt should be acted by I.,ysi.s and Clmricleq, Glaucon and.
Adeimantus, '2

A report of a prodnction in 1922 has caught accurately the ihdivlaual
quality of the play and suggests that it was conveyed in this perfonmsnce;

- "Magsinger's virtue is that he is consistently artificial; he

never peeps out apologetically from behind the mask he has

assuned . , + Tho loves of Giovanni and Lidia, of Sanazarro

and Fiorinda, the little complexities and misunderstandings

so easily swept away ~ are all no more- than the outlines of a

formal and exquisite embroidery, a thing og mlka and. bri.ght

colours and pleasant embell.lslmnenim e al o
Masslnger 8 work in this field is var :i.ed in kind end quality. The fact
that so few of his plays can be designated simply romantic comedy wit-
nesses to his leaning towards serious themes, his incapaciﬁy to realise
olther the reckléss;galety of Fletcher or the 'golden world' of
Shakespeere's romantic comedies. For a moment he achieves a f’fa,gi;l.e but
sustained serenity in The Creat Duke, hut for a moment only: in his tragi
comedies ‘he sets out to pregent the invasion of the courtly world by the

more grim actualities outside it.

1.  Stockholm, op.cit., p.lmmaviii. 2. Cruifkshenk, p. 4%, n. 2.
3. Ihe Times, Feb. 24, 1922, p. 7.. of. pp. 13- 1% above. -



CHAPIER V - - o Trggi-bomedies_

The tragi-comedies claf Massinéer,- like the more light-hearted
rom'anti.c'-plays s Bre closoly associnted with those of Fletoher. It is in
'bhis group of‘ pla.ys. that Fletcher's influence is most apperent, an influ-

“ence that has beon vericusly assesscd by critics. Some have seen
Massi;rxger as following too closely in Fletcher's footsteps, to his
detrimentﬁ‘];. buj‘: usually Mus'siixger has been d:_i,ffgrentimted by his moral-
istlc attitude,” and a new spirit has been dotected in the established
form: _ | |
'Son théatre est un théatre a'ides’.”
There is certétihly a marked difference in the tone of Massinger’s tmgi—

.comeélj.es. Fletaher 8 defini.tion of tragl—comedy in his pref ace to '.l‘he

: Fﬂtbﬁhl ohephexﬁess is a much more accurate indication of his own plays
then of Massinger's:

'A tragi-comedy 1s not so called in respect of mirth and
killing, but in respect it wants deaths, which is enough to m
make it no tragedy, yet bLrings some near it, which is enough
to make 1t no comedy, which must be a representation of
familiar peoplc, with such kind of trouble as no life be
questioned; so that a god is as lawful in this as in a
tragedy, and mean péople as in a comedy.'

The putol‘mork quality suggested by Fletcher's definition, the awift

_z.. 33 .. R. Bo,,r.le, "Beavmont, Fletcher and Massmger' Englische Btudien X
188{ ] I+11n -

2. e.g. by M. Kerr, The influence of Ben Jonson on Engli omedy, New
York, 1912, p. 43. '

3. P. legouis and L Cazamian, H:.stoire de la Lit'l.emture an:g..aise,
1935: P- 4’q4
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movemént from one extreme to another and final resolution in an ingénic‘m_s
twist of the plot, is not so marked in Massinger's plays whioh have

- usually an underly'lng and unifying thane of some seriousness. The happy

. solution ip not easily achieved: those who sin must repent, and only
_ﬂlroggh ‘their repentance; a long and difficult process, can general con-
cord.be aoMek&. " Such is the c}mi'ac'heristio pattern of Messinger's
tragi~comedies. Lioreower, he uses the flexible form of theé romantic play
to include the discussion of :s‘(-:at‘iouts= topics,. politida.l. soolal, religlous.
'1._‘he. general effect of theae plays is _of‘ a certain disintegz-_atiop, a survey
 of va:r-;iousl elements which do not conqjleteq.y oéhwe. The comie world, |
presented :m its fullness in The Greétln__l_xlc'e of Florence, partly submits
to the pressure of éyctuall'_ity, the intrusion of moral problems land threats =
of disaster. Ristine distinguishes the buik of Massinger's work in this
- kind from the 'f‘ul'lness of incident, profusion of tragic possibilities,.
and thrilla and surp!.‘isesﬂ that characterise.l"‘letcher's plays, and com-
ments on a greater conéistency of tone. Massi.ngéf does, fmwever, repeat
some of the themes of the tragedies in these plays. His tragi comedies
are an atteupt 'I;o compromise belween the tragedies and the sooial comed:n.es_ )
on the one hand and the f'ashionable romantic plays on the other; and yet
they have a pﬁ,ttem of their own.

The closest resemblonce between these plays and the tragedies is in
their presentat-ion and Judgment of emotional ex‘tremea, yparticularly
uxoriousness and its close ally, Jealousy. King Ladisles in The Picture
(1_-629) closcly resembles the traglc hero 8forza (The Duke _of Milan). The

1.. P. H. Ristine, English Tragi-Comedy, 1919, p. 130.
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courtiers Ubaldo end Ricexrdo, describing the king's passion for his wife
Honorda (I,41), use soms of the same terms as are used in the presentation
of Sforza: for example,

‘As she were still a virgin, and his life
But one continued wooing' _;1

and like Sforza, ladislas is so absorbed in his love as to become indif-
ferent to the milltary affairs of his kingdom. Here, potentially, is the
tragic ‘theme of ‘The Duke of Milen: but Ladislas' passion is never alléwed

to assume theﬁimensiona of Sforga's. The king and qﬁeén enter, make

| elaborate speeches of matual gdoratioh, and are openly criticised by- the
old court'le:.r Fubulus, who t'_:eJ._.l;-, the story of Semlramis and Ninus as &
warning to the lcing. '_I'-Ionorla' proceeds to defend both herself ar‘;ci the king,
and the scene develops into a kind of debate, a battle of wits between

i Honoria and Eubulué, in vwhich the whole qﬁastibn_ of #he doting husband is

" as 1t were held up for theoretical diScussion. Ladislas is little more
than a puppet fr&-mioz’_i of".S_f‘orz'a-, end remains very much in the background.

" He later sho\;m signs of jealousy and rﬁak_es & slight gesture ;af' tragio- h
]_aassion; -

~'I am much troubkd,
And do begin to stagger] (I11;dv)

But it remains nothing more than a ger-stuze. Dcspj.to 1ts inclusion in the
concluding moral of the play,

4. 'Isab. You still court her,
As if she were your mistress, not your wife, -
Sfor. « «» «'« mno night to me -

But is a bridal one, . . .' (Th ggce of Milan, I,J 11)
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'Neitherr:iote too much, nor doubt a wife',

the theme is onJ.y of subsidiary uzpoi'tancga. |

The main plot of ggé__ﬂgsgp_z_e concerns the jealousy and temptatlon
of Mathias, {vho, at the openin;_.;; of the play, leaves his wif'e to win glory
in the wars. -This hé does, and is received at the court of Ladislas. The
queen Honorla, Jealoué_of Mathias' love for énd confidence in his wife,-
sends courticrs to seduce Sophia and herself mokes love to Mathias. He
only submite when the magic picture of his wii‘é, whic.:h-he carries with
hdm, f_bempora:i:'i-ly changes colour, which implies that she 1s heing unfaith-
- ful; however, the picture becomes clear again, Mathias rejects the queén's
advances, end she revedls that she only wished to test him. |

Massinger's therixle here is chastity, temptat:i.on; and the 'disl;tortion
-t'hat results from deaiéﬁsy,' and, just aé Ladislas, Honoria and Eubulus
are placed in their debating positions in the early court scene, so the '
main clmréé:tc—':rs -are allotted their parts in the action of the play as a
_ vdlc;Ie. fl‘here is reu.lly'l little that is genuinely romantic about the play_:
it :i.é a discussion of chastity rather than of lovg}. I_)unz{1 ‘ond Lamb? ha\'re.
admired the prcfsen_tatic;n éf marriage here. | ﬁowéver, the stiffness -and
fomaiity of'the 1anguagc can hardly Se paid to be distinguished by any

'peculiar lifeliness of fancy' or ‘intimote knowledge of the human hxa:s:x::"t:".3

1- Dm’ Pl 161'

2. C. Lamb, Specimens of English Dramatio Poets, 1808, II, ed. W.
Macdonald, 1921, 169. ' T |

3. Dr. Ireland, in Gifford, III, 236.




Marriage is presented almost as a kind of business arrangement:
'You have been an obedicnt wife, a right one;
And to my power, though short of your desert,
I have been ever an indulgent husband.
We have long enjoy'd thesweets of love, and though
Not to satiety, or loathing, yet .
Ve must not live such dotards on our pleasures,
As still to hug them, to the certain loss
Of profit and preferment. Competent means
Maintains a quiet bed; want breeds dissention,
Even in good women .' (1,1)
This objective, homiletic mamner of discuasing one's own marrédge is not
éltogeither attractive, but the play is consistont in making its characters
impersonal in this way. Mathias' chief cause for disturbance at leaving
his wife ia not grief at thelr parting but the fear that, left unguarded,
shé will succunb to tcmptation. It is the 'sweet coldness' of Sophis's
chastity (III,v) rathcr than the heat of his own love that binds him to
her, and both liusband_ and wife regard their love as terminated as soon as
either is convinced of the other's infidelity. The marriage relationship
is very much a matter of chaétity rather than love, and eveﬁ chastity is
a negetive lkind of -'r;luality: Schelling has comzented on Massinger's
'oonception of‘ good and evil as less innate than a matter oi‘
extrancous cireumstences . . . [he saw] all humen virtue as ;
potentially oolu'blo in the acid of temptation’.1
Sophia's mudden overt remnciation of chastity when told of her husband's
disloyalty has shocked end worricd critics.2 The fact remains that

Massinger does'tnnc'l to make his characters behave in this wayJ ¢ he seems ’

1. T, E. Schelling, Elizabethan Playwrights, 1925, p. 258.
2. of. Chelli, p. 269; W. J. Courthope, A History of English Poetry,
1916, IV, 360. ' S o

- 3. 'Bvorything is extreme: -and yet weak; the characters are mede of india-
rubber, and the dremstist presses them down or pulls them out as he sees
fit' (¥, Gosse, The Jacobean Poets, 189, 2 211)
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often not 80 miuch concerned to explore the :state of mind and motives of a

person committing a giﬁ_en action, as to place a character in a given
situation and to develop it mot in torms of the individual personality
but in relation to an overall: moi‘al pattern. It‘ f;.s a convention of the
drama of the time for a character to fall suddenmly in or out of loves
Massinger oxpends the minimum amount of care to hide the suddenness.
Donusa is afflicted with a violent passion for Vitelli the first time she
sees him and at their seclonc'i mueting becomes his mistress (The Renegado).
Theodoaius, E_zf‘ter his i‘irst glimpse of Athenais, leaves tho stage w_ith
the words, |

'From foul Juat heaven guard me!'
(The @peror of the East, I,14i)

Aurelia, as she aces for the first time Bertoldo walking on the stage,

. remarks?

'A priconer! nay, a princely SUIL"SO!‘, rather!'

(The Maid of Honour, IV,iv)

Almira_'s love for the disguised Antonio is much more delicately hahdléd,-
as we see her musing and q_ucstioning Lconoxa, but i.t has been’ thought
 that A Very Woman bears traces of Fletcher's hend.' In The Unmatural

Combat Massinger presents in some detall the gradual development of

- Malefort's love for-his dsughter, but usually he is not interested in

tracing 'la transition, la nuamce’ ;’2 end in The Picture more than anywhere

olse his characters have the nature of hyphpthetic_a-l figurcs placed in the

1-. cfm p- 1[].9.
2. Chelii, p. 269.
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necessary situations, SoPhia's renunciation of chastity is unpleasant
and jarring, but to scriec extent it la made accoptable hecause it accords
with the manner of the play as a w‘w_ola.
At this sta.ﬂc in- the play there x-..eems to be o threat of tragedy in
the rising pasﬂions and effacts of' ,jealou..,y But all is brought to a
happy conclusion, not by any aroltrary neans, but through the reassertion
of moral stondards. Sophie is the first to rcpent of her temporary lapse:
she enters, bool in’'hand, diseursing on damnation in a speech that has a
genuine moral seriousncss:
"Nor custom, nor exsmple, nor vest numbers
Of such as do offend, make leas the sin.
For each particular -crime a strict account .
N Will be exacted; and thet comfort which
The damn'd pretond, fellows in misery, _
Takes nothing frem thelr torments: every one
Must suffer, in: himself; the measure of
His wickedness.' - _ (xv,11)

When he sees her nmture clear a.gm.n, Yathias: too is restorotl to virtuous’
thoughts and eloquently denounc-es Honoria a0 that she too repents, 'l‘he.
scene 4n v'hic'h he refuws to yle]d to her ‘and urges her to chastity (IV iv)
is strongly raminiscent of the scéne in The Renegado (1II,v) when Vitelli
discards Domusa. Both are rhetorical, debate—'like soeneb in which the man
overpowers thc women by his eloquence. Doth men have auccumbed_ to tempta-
tion, only to rise again atrengthened in virtue, and both scenes form the
turning-point in the moral pattern of the play. In The Picture  the process

of repentence is continued when Mathias and the king and queen visit
Sophie in the country. Sophia has already brought the two. ocourtiers, sent

t6 tempt her by the q.u'een, to subjection, snd they are shown meckly
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spinning; but both Mathias and Honoria have to beg fordglveness from her

before a happiy conclusion can be reached. It is of interest to note thatin

.-the story told by Paini:er,1 Massinger's appsrent source, the courtiers cone

as the result of a wager made with Mathias, in the manner of Posthumus and
Iachimo, while Massinger has made the queen's jealousy responsible.
Honoria's motive is ms umnatural as Sophia's fall from virtue:

‘How T burst

With envy, that there lives, besides myself,

One fair and loyal woman! *twas the end

Of my aimbition to be recorded

The onlywonder of the age, and shall I

Give way to a competitor?’ (11,13) -

'But again it is in keeping with the dramatic method as a whole. The play
as a whole is distin_gus‘:.&hed from Fletcher's tragi-comedies and from the '
 others of Massinger by its dcpendence on mental events rather than exter-

nal action, its scinge of having been constructed round & theory: ,ti"xis

quallty is ma.icated by Whipple,
L the tmptatlons ore often contrived out of the natural
course of things; and exigt rather as possib:.l}tms “to the
intellect thar realitics to the imaginetion.'
'It_is a sophisticated, and somewhat perverted,_ form of mérality play: its
chief significance in relation to the rest of Masainger's tragi-comedies
is its é:tn_ptyasia on moral standards, and the suggestion that through

repentance end rightminded action tragedy can De averted.l"

1. W. Painter, The Palace of Pleasure, II, Novel .28.

2. B Koeppel suggests Massinger altered the source to avoid similarity

with Cymbeline (Quellen-Btudien, p., 124).
'3, E. P. VWhipple; Essays and Reviews, 1850, II, 66.

4. Critics have usually pralsed the play, e.g. G. B.. Smith, 'Philip
Massinger' M (1875) WV, 59; though the magic picture has been condemned
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The Pmperor of the Bagt (1630/1), like The Picture, is concerned with

the potentially itragic thewes of uxoriousness and jealousy. The writer's
grasp here is, however, for less sure. One of its most obvious Aiffi-
 oulties is its presentation of two quite different plots, A the first part
of the pley being concerned with Pulcheria's ufbringing of her brother
Theodoaius and her arvangement of his marriapge, the interest being centred
on the discusaion of kingship, while the second helf prescnts the love and
. Jealousy of the married emperor. Dunn has understandably said that the
play, . |

'which is full of talk and disputation but has little real

actlon, leaves a very ungatisfactory impression. It seems

in an 'undgfinable way to lack unity of purpose'.
The avoidence of tragedy here is much more Fletcherian in method.
Theodpsius dotes on his wife, as does Iadialﬁs, end his passion leads him -
to be too liberal in his grants of petitions. His sister Pulcheria
teaches him the folly of this Ibyewitming his umvitting permisaion to seize
the empre-ss- as her maid, This is in some respects a p;-adtica?. dc—;monst.ra-
tion corresponding to Bubulus'homiletic narration of Semiraxds and Mmis
(The Picture, I,ii): the dic]acfio 't_‘tmction of the spiaodc. aga:l'p ca.pries
the sense of scmething hypothetical. Theodosius' 'dolta‘ge eventﬁqll’y leéds

to the tragic development of jealousy. He io presented m._th an apple of

for improbability (e.g. by S. A. Dunham, Lives of the Most Pminent, 1837,
II, 289). The best summary is perhaps Cruikshank's: 'The Picture is full
of power, end enriched with some good strolkes of satire, . . . there is,
however, a crudeness and havdnens of texture about the play’ (p. 135).

1. 'Défaut rare chez Massinger, cette pitce pdche par la construction'
(Chells, p. 143). ' : .

2. Dumn, p. 73.
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extx‘aord:!.nary beauty by e countryman (zv, 11) which he sends as a 'gift to
his wife. She at once zends :i.t to Paulinus, a courtier i1l with gout
(1v,i4i), who sends it to the emperor (IV, iv). Theodosius accuses Eudoals
of wifaithfulness and orders the death of Paulinus, The play._ suddenly
veers tovards t;'.;.\ge_d;v: Theodosius® speeche.é are heevy with the imagery and
declamatory tone characteristic of Massingey's tragic herces:
'What an eerthquake I feel in me!

And on the sudden my whole fabric totters. .

My blood within me turns, and through my veins,

Parting with natural redness, I discern it

| Changed to a fatal yellow. (IV,V)

The soéne in which Theodo';d.us questions Eudocia about the apple (IV,v) and
‘she p;;‘etends to have eaten it ias _closely modelled oxn Othello's similar
questioning of Desdemona sbout the handkerchief. Theodosius, believing
- Paulimis e‘.xeou‘{:ed, . ia- béset by a sense of gu‘iit against which he atruggles,
“end fmal;y assures himself o!‘ hig wife's :u'mécence by disguising himself
as a nr:.est and. hea: ing he'r' confession. In the emotional. conf'lict of the
last pert of the. vl.;\y we come clo.% to h'ragedy, but,. with ‘l‘heodosius'
t:v.mely di..;coverv of his wife's innocence and the sudden revelat:.on that
~Paulinus is still alive, the pl c»t is brought tc: a happJ conclua:l.on.
Mo Ilvra:l.th has in fact suggested that the play was in 1ta orig;lnal state-
a trag;_ady : we know that it was originally a _f'_allure.z and MeIlwraith

_suggests that Masai‘.ngei‘ reshaped the play fér the later court performance.

1. A K, Mc'Ilwruth, Did Biuming,er revise The m__nperor of the East?'-,'
RE3(929),

2. cf. conmcndatury vcrue:; by John Clavell and W:.lllam Singleton (Giff‘on‘i
., chii-:l:.i) and. ’Pmlogue at Court' (Gifford, IIL, 245).
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MceTlwraith has pointed out several instances of carelessness and incon-
sistency which suggest re'&'rlsionill but the most important point is the

- reappearance of Fgulimug alive at the end of the play. In the story as
it is told by Zonaras and Cearefms, Poulinue is in fact executed.a and
the emproas goes 'into_exile and dies soon after, and McIlwra:’Lth suggests
that this was the original conclusion of lasminger's piay.s Recent
research haa-; however, discovered a new, and more likely, source for the

play in Nickoles Caussin's The Holy Court (1626);% this version of the

story_méntions the possibility that Paulinus suffered only sequestration,

S-In any case

which may have gii?en Mar;:s;lnger the hint for his happy ending.
the ux;evén and disintegrated quality of the play mokes speculation aiffi-
cult,. ..The eaxlier scenes do not prepare us for th.e. neaxr~-tragedy of the
last two acts; and it is difficult f.o aseess Massinger'é intention.
Theodosius is delivered .from Sforza's fate by i_'.lr:l'.clcery and chance, .
tut Massinger's most chﬁractex-istl_c methoq of defleoting -the cbnsequenceé
. of ein is, as in The Ploture, the large-scale repentance of the sinners,
The sense of guilt which precedes full repentance and atonement is often
| attended by pl_jysical illness: Massinger sees o close oonneotién b_etween

disease of the body and of the mind and convalescence is invariably a

1.  op.cit., pp. 36-39.
2. B. Koeppel, opsgit., p. 126.
3.. op.cit., p. 39

4. J. B, Gray, 'The Source of Lhe Enmperor of the Fast', RES ]I1950),
126, and P, G. Phialas, 'The sources of Massinger's Eupe ;ﬁ* of the Bast',
BOA  UXNOa50), 473,

5. Gray, op.c¢it., p. 132,
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spiritual es well as a pﬁysi‘cal matter.- There is a suggestion of this
even in the presentation of 1‘heodo§ius= a_lthoﬁgh it is not fully developed
here. As doubt and gu:l_l‘l_'. assall him after his commend for Paulinus'
exequ‘tion he ia cl_.escr;i.béa as heing Lﬁ a .'mx'a-lancll;)ly £4t', and the violent
nature of the fit is described:

'Like a Numidian lion, by the cunning
0f the desperate Inmtaman taken in a toil,
And foxced into a spacious cage, he walks
About him chamber; we might hear him gnash
His teeth in rage, which open'd, hollow groans
And murmurs isoned from his 1i pe, like winds
- Imprizon'd in the caverns. of the earth
- Striving for liberty; and sometimes throwing
His body on his bed, then on the ground, .
And <rith such vi.o'l.ence, that we more than fear'd,
" And stil]l do, if the tempest of hils passions
By your wisdom, be not laid, he will commit ‘ ’
Scme outrage on himself®. (The Emperor of the East,V, .|.1.)

This recalls, even in the words used, Sir Giles Overreach's self-
description:
'Since, like a Libyan lion in the toil,

My fury cannot reach the coward hunters,
-And only spende itself . . .'{A New Way to Pay 014 Debts V,i)

and Keén s rendering of 5ir Gi]_._ea seems to have been close to the -account
of Theodosius' i:ehaviour. Mapsinger séems to have had & genuine interest
in-men‘l;al dérangement resulting from excess of rassion, Ilis potentiall&
tragio fig\wea;, in the tragi-comédie_s and in A New ‘quc,axe robbad of tragic
staturé by th;ls analysis of passion as sometl'ri.hg not emmobling or terxrify-
ing bu‘t abnoxmal and to be cured.

Mass:mger s most detailed treatment of this theme is in A Vem Woman
(4 634),'_, where he presents two cases of combined iliness and repentance in

o

1. F}W Hawlcins, Life of Edmnd Kean, 1869, p. 345 ff.
'l

s e
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1

the figures of Gardenéa and Almiré.. _A.‘lmi.ra_'lms' re,je-actz"e%d' the suit of Don
John Antonio, who is taunted and prokfokefi to: a duel by her favoured suitor
Catdencs. (_!a'rdenes- is seriously wounded énd Antonio eséépes, to .reappear
later as a slave in dlsguise. Almira falls in :ll.t-ave with him end at the
end of the play his true identity is x“evealed; Heanwhile Cardenes, in
‘the course of lis illness » has ropented of his bélmvioui‘ towards Antonio, -
and renounces all claim to Almirs. Ve sce ZL_.it-;tle '6f'Cariiené=_s before the
duel early in the p_la,y: he is revealed to us pr:lmariiy as a sick man
wndergoing a lengthy.cour'se ot trais't.men‘_t.' Iiis 1if e once out of da.n,ger,
Paulo the doctor réveals a deeper cause for eunuety:' .

L. mc‘i.ancnoly, ' : '
"And at- the height, too, near akin to madness, . . (II,ii:l.)

Cardenes' recovery is shown in varilous stages; .at first he torments himself
with _regfet for his vwwrongs done to _zintonio- al;ld éngrily blames the woman
© who was the ultimate cause. This is accompanied by a feeling that |
'virtue's clm.m' is 'bmlcen, that 1life is essentially disovdered (IIT,1i4).
Later, as his mind becomes olearer, ho begma to gl:mrpse a more ozﬁercd
vision though it is still 'beycnd his acluc_vc:ment.

'A strange poéition, vhlch doth much perplex me-:

That every soul's alike a musical insirument,

The faculties in all men equal strings,

Well or 111 hendled; end tiose sweet or harsh, ' (IV, ii)
Pmi_lo’s fask is to vestore order and harmony: he is a kind of divine
| artist and I.his skill is constantly stressed by the réverent wonder of the
o_{:her c]mrac'ce:-re. He occupie§ & central position in the play: nbt only
doés he réestore Gé.‘xﬂenes, tut he volunteers to cure : Borachia's drunken-

ness (IV,iv), and is instrumentel in bringing Antonio and Almira t_ogether
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(V,iv). The prominence of illness sné medecine is sirongly suggestive of

Ford, paticulerly The lover's | l‘,‘!elnnchp;z.1 The two drametists have a

similar interest in the gick in mind and both present elaborate processes
for restoration to health. Tord's characters, however, are not ill
primarily through their owm fault as are ilassinger's: Palador and
Meleander are cured by being yranted their previously unfulfilled desires,
viiile Oardenes has to learn to toalte a new view of what has already hap-
pened., Paulo, disguised as a friar, recounts his own life to Cardenes,
a narration which corrcsponds to the experience o Cardepeé himself. -
Cardenes is thms saved from despair by the example of the fr,ia;', who says
rep'entancé cnabled him to live in peacc. A soldier and a courtier are
then presented to him, and by accepting the ideals of the one and reject-
ing the way of life of the other, Cerdenes fully recovers a balanced mind.
It now only remains for him to make reparation to Antonio, which he does
. at the end of the play, at the same time asserting a humene standard of
honour t6 replace the ideal of revenge: |

'T have received from your hands wounds, and desp ones,

My honour in the general report :

Tainted and s6il'd, for which I will demand

This satisfaction - that you would forgive

My contumelious words and blow, my rash .

And unadvised wildness firot threw on you.

Thus I would teach the world a better way,

For the:yrecovery of a wounded honour,

Than with & savage fury, not true courege,

St111 4o rmm headlong on.' (v,wi)
There is an ohvious parallel in The Custom of the Country, by Fletcher and
Massinger, in the cheracter of Duerte, who provokes Kutilio to a duel, is

injured, end later seeks te thandi his ememy for having brought him,

C \
1. cf. quks}mnk, p. B1.
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through illness, to a sounder mind. Duarte tells the dootor:
'You have bestow'd on me a second life, '
. + » my first being . ‘

Inaolent-pr.i.de mede nmonstrous; but this later
In learning me to know my smelf, hath taught me

Not %o wvwong others.' (zv,1i)
The moral emphasis, with its religious undertones, is yet more marked
in Cardenes:

_ My first life . . .

Was by my headstrong passions, which o'er-ruled

¥y understanding, forfeited to death:

But this new boing, this my second life,

Bepgun in serious contemplation of

. What best becomes a perfect man, shall never

Sink under such weak frailties.' (V,iv)
The prominence and detail of the portrayal of Cardenes are revealed by.
a comparison with the superficial and perfunctory treatment of Duarte.,
Duarte in fact seems to be a rough sketch of the figure elaboreite'él_in
Cardenes.-q.

Massinger's preocoupation with mental ilil.ness. is appﬁrent in the .
inclusion of a sccond case within the play,; the temporary distractionrof
‘Almira. In the first act she is presented as passionate, wayward,
impulsive, even to the point of assaulting her suitor with a sword (I,i). 2
. Vhen her lover Cardenss is supposed dead she suffers temporary deslusions

and is described sleep-walking in the manner of Lady Macbeth (II,iii).

1. The exact date of The Custom of the Country is not known, but G. E.
Bentley suggests 1619 or 1620 (Ihe Jacobean and Ceroline Stage, LLI)(1956)
325~7). A VexyWoman was licensed in 1634, but is a revision of an older,
unidentified and undated play (Bentley, IV, 825-8).

2. Metcher's hend is porhapn to be traced in this incident: it recalls
the atabbing of Arethusa by Philester (Philaster, IV, iii). Antonio's
wound is never referred to again in the play and is not mentioned in
Almira's repentance, but seems to have a purely spectacular funotion,
showing a kind of moral insensitivity unusual in Massinger.
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~ Like Cardenes, she is .Li"aallv brouq,l-t to a fuﬂ repentance by a re-
enachﬁent of her own misdeeds: Antonio, disguiserl as a slave, with whom
she finds herself falling in love, tells her his story, vlich, like the .
friar's rel-ation to Cardénes, acts both as a mirror and an éxample: -
'In this man's otory, hoxv-I look, how monstrous!
. How poor and naked now I show! vhat don John,
In all the virtue of his life, but aim'd at,
This thing hath conquer'd with a tale, and carried.
Forgive me, thou that guid’st me! never conscience
Touch'd me till now, nor true love: let me keep it.'*
(Iv,iii)
Almira's passion for a slave vho is 'in fact a prince and her former
suitor in aisgui,se iy not merely a _roniantic device: it has a moral fit-
ness as neqessarj for Alm.n.ra's.. full repentan&e and recovery, | It hhs some
analogy with the restoration of Eroclea to Paledor in The lover's
Melancholy. |
| E.'Ia,ssinger"s_ conception 'of meﬁtal illness is, however, differentiated
from Tord's in its closo assoclation with moral issues. The suggestion

of religious texminology in Cardenes' repen'i:ance is a feature more

lﬁg!ﬂy devel opec‘l in.gome of the pleys where a priest takes the place of

the doctor. Crimaldi, in The Renenado (1624) » hes committed a crime
' agai:ist religion and is restored through the aotion of the priest,
Francisco. Ve are. 'l;éld'lmw he ha@ once seized the host from the bishop's
hands end 'dash'@ it upon the paveméni;' (1v,i). Later, reduced to
poverty, he begina to acknowledge his sin ancl is at firet selzed by a |
mJ..Lguouc despair (IIT; i'l.) Massinger scems to suggest that this
despair is a kind of discase ’ and ned1ca1 tenn:.nology :.s constantl,,r

used: Francisco is a 'hee.venly physician', cqnce:med with material as
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well as spiritlml wolfare:
'I'11 provide
A lodging for him;, and apply such cures
To his wounded consoience, as heaven hath lent me.'
(111, 11)
Again recovery and forgivoness can only be achieved by the re-enaotment of
| the past: Grimaldl only gains peace of mind after Francisco has appeared
';;o him in the bishop's_lcop'_e he wore at the time of his crime and foxﬁally
f‘orgiv'en_hjm.
| It is not, however, Francisco the priest who restores Grimaldi, but

" Franoisco acting the part he playedlong before: Francisco's treatment is
_ efficacious as that of'; a doctor _in the manner of Paulo., So that even in
this play, where Francisco is a genuine priest, the ecolésiastical
_ element is primarily a means towards an end. This is even more marked

. in The Bashful lover (1636 or. 1637), where fhe_.priest-f:lgum is quite

_6pen1y a -pretenca. Alm;xzd, who ihas- fo:merly dishonoilred Maria, is

unwittingly carried wounded to the home of -her father Octavio. Alonzo

: hD.S been restored to plxynical health, but, :mvaded by a sense of gu11t,

suffers mentally. Octavio makeseliborate preparations to 'cure the ulcers

~ of his mind'.: disgu:l.éed as a friar, he hears Aloﬁ_zo'-s ooni‘eésion and

: repent_ancé, and finally Maria is restored to him (IV,1i). The ceremonial

. nature of the scene ls characteristic of Mamsinger. All 'oi' ‘his repentance

scenea have a sense- of being ‘staged': they are offered to us in a m_anﬁer

similar te the deﬁate scenas of The Picture. .
The pries‘f disguise is also usged at the end of The Emp peror of the

East, but here it is ﬁirther_removed' from the ides of cure and repentence
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‘ and is much moré of a theatrical device. Theodosius, in order tb find 3
out vhether his wife is in fact inmocent, masquerades as a priest and
hears her conféssion. For theatrical excitement the scene 1s one of the
most memorable in Mpssinger's plays. It opens on a sombre note, with
Budocia in sackcloth, singing the one fine song ever written by Massingér:
"Why ert thou slow, thou rest of trouble, Death,
To stop a wretch's breath,
That calls on thee, and offers her sad heart
.- A prey unto thy dart?
I am nor young nor fair; be, therefore, bold:
' Sorrow hath made me old,
Deform'd; and wrinided; all that I can crave, -
. Is, quiet in my grave.
“Such as live happy, hold long life a Jjewel;
"~ Put to me thouiart ever cruel, '
If thou ehd not my tediocus misery;
~And-I soon cease to be.

_-Sfrﬂce and strike home, then; plty unto me, , -
In one short hour's delay, ia tyranny. * (v,111)?

The verse has something of the muted haunt ing cadences of Ford's songs
and macabre delicacy of Shakespeare's 'Come away, come away, death'
.(Twélfthﬁ_ighg, 1X,iv). It bas lyx'ical qua_li‘t:‘i_.es of suggestion and rever-
beration uniqué in Massinger's work. Eudocia's sbliloquy atteanpt_s.f)o |
prolong the element of hutability and the macabre, with its image of the .
d_yi;xg s{van, but the bulk of her speech, proclaiming an austere ;préparation
for death in terms of Christien penitence, has an air of frigid piety.
'Bui-; even here the religious element conveys a primarily theatrical thrill
in the spactacle of the formerly luxuriously clad exﬁpxjess now dweiling

upon dust and ashes: there is soraeth:‘_i-.ng morbid about Eudocia'é severity.

1. The song has been set. to music by C. H. B, Parry, Lng;:lsh Tﬂi(!‘%,
1920, Eleventh Set, no. 7.



Theodosius enters as a frier and urges her not to omit any sin in her
confession. Fudocia proceeds t§ tcll the story of the apple, and the
tension mounts as Theo_dos_ius, in the earnestness of his urging éﬂd warn-
ing, almost breaks through his disguise, and Eudocia passionately affirms
her innocence. The scene, vhich begins as a dirge and continues as a
confession, moves into one of the quasi-court sc@és of wirvich Massinger
is sé fond, as, leaving behind to some extent their r8les of priest and _
‘penitent, Theodosius and FEudocla bécome eloquent combattants, At the

: climax of the scene Tlﬁodosius réveals_ himself,and the piay is .t'hén

" quickly brought to an erl.with. tﬁg reconoiliatiqn of husband end wife

' .E_md the appearance -of‘- Paulinus - a rather 1m conclusion. The confession

soene is something of a tour de force. The theme of penitcnce, -funda~

mental in other of Massmger 8 playv Sy has not the same significance here,‘
and the religious elément is ex_ploited for theatrical effect.

‘Mapsinger's presentati_o_n' of religious featureé as a wholé hasg
provoked much disoussion emong critios. There have been frequent comments
on hia genuine religious feel:r.ng, h'ls lnh:'oduction of certaln ecclesi-
antical features has even corivinced some that he was a Roman Gathblic.2
--The.re can be no doubt of Iﬂaasﬂ:nger's 6hristienity, and his treatment of

gpecifically Ghristian topics distinguishes -him from other dramatists

1. of. for example, H. J. Makkink, Philip Massinger and John Fletcher —

A Comparison, Rotterdam, 1927, p. 121; Sir Leslie Stephen, Hours in a
Iibrary, 1577, II, 153; Dunn, p. 48,

2. Notably Gifford, I, xliv. E. Colby inoludes Magsinger in English
Catholic Poets, 1936, pp. 161 ff,
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of the pez'iod.1 But at the same time one _of'ten has a suspicion that the
chief attraction of mli;_gi_.oue; features for Massinger wan their potenti-
ality for dramatic effect. Massinger had a deep-rooteu Peeling for
ceremonial, for the f’omal speech and gesture, and of all brands of
6hristisnity Romen Catholicism offers the greatest scope for tlis tendenqy:
granted a certain initial sympathy with a religion that expregses itself
in elaborate ritual, perhapa Magsinger's taste for the Catholic olmrch
may be adeguately explained by dramatio, ~and not necessarily personal,

reasons. The theatrical use of the idea .of’ confession at the end of The

Emperor of the East is in fact a mockery of the whole principle.
Most corments on -Massinger's relig,ién have been bés_ec'l on The Renemado

'. (162,) .' which has been called 'a dxjamgtiéed treatise on Christian -
evidences",? The play shows fhe fortunes of Vitelli, who, aided by lthe
Josuit Francisco, is aﬁte:npting to rescue his éister Paulina, who has
been kidnapped and taken from Venice by the Renegade, Crimeldi. The
search tglceé thém to 'Tunis, where Donusa, the sultan's niece, .falls in
- love with Vitélli .and becomes his mistre_se.- '-Viteili' subsequently repents
"of this and repudiates Donusa: but, overheard by other members of the
court, they are imprisoned. Donusa is converted to th-isi‘;ianity by

Vitellli. Meanwhile Paulina, who has beeh sold to the V:I.ceroy Asdmbog .

1. 'Alone of all the ¥lisabethan and Jacobean dramatists he d:.eplays an
almost constant religlous bias' (Dunn, p. 176). ¥. S. Boas says hia
preocoupation with religlous problems is almost unique among Stuart

playwrights (Stuart Drama, 1945, p. 306).

2. R. F, Patterson, Six Centuries of English Iiterature, 1933, II,
315. ©Cf. also Chelli, p, 329. -



by Grimaldi; ils constantly wooed by her keeper, but manages to preéerve
her chagtity:. Tinally, through the plot. 6_f Paulina and Froncisco and the
atd of thg'zepentcmt Grimaldi, Vitelli end Donusa are rescued from
captivity and sail from Tunis. -

- The play abounds in romantic surprises, disguises and intrigue:
Chelli in fact denies it any other quelity.' But most commentstors have
been impressed by Massinger's holdness in his presentation on the stage
of a Jesuit 'within twenty years afiter the Gurg_:_bwder plot' and 'aimosj: :
' on the eve of Phineas Fletcher's denunoiation of Jesuits in his
HZ ;xgnists .2 B, T. Spenoer, however, hag rémarked that Iﬂ:'ancisco is
more of .a stolc te'mher “than a member of his order. 3 The ﬁrtues hﬂ
promulgateskare cerfain],y those of a kind of stoical aristocracy whioh
are a fénture of Ma.,ainger 8 \-*orlc as a whole, although e;q:ressed in
specif’:.cally Ohr:.stz.an tenns

'"Will you, that were tra'l.n'd uwp
Ina rel:l.gz.ous school, where divine maxims,
Scorning comparison with moral precepta, '
Were daily taught you, bear your constancy's tviml, )
Not like Vitelli, but a village nurse,
‘With curses in your mouth, tears in your eyes? -
‘How poorly it shaisin you.' (1,1) .
The primary demonstration of religion in.the play is in fact & kind of

Christiahiéed st@icism, together with. the preservation of chastity,
Massinger's characteristio interpretation of virtue.

1. Chelli, p. 132.

2. T. 8, Doas, gp.cit., p. 30B.. Cf. also r'x. J. Makicink, op.oit., p.127.

3..  'Poilip Massinger', Seventeenth Century Studios, ed. R. Shafer,
Cino:lnmtip 1933’ ]? “8- lo ] o
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There ia; hevertheiess,__e. strohg sense of Clr_aristién rituél in the play, ~ .
which is most apparent in the relationship between Vitelli and Donuse and’
the tension of their two religlons. As often in H‘assinger, we have the
feoling of a debate in the juxteposition of Moslem and Christisn. Chew
has comented upon the vividness of .'l_ocal colour' in the play, the

creation of an exotic Islamic oonmanity.1

-An adait_imml reason for the
presentation of Christianity in a Roman Catholic form here would aeem to |
be its suitability as an cq_uauy colourf‘ul alternative to the Moslem -
creed. ‘The debate reaehea its olim:r when I)onuqz= attezrpts to pcreuade :
_Vitelll to change h;'s f’a‘i th :I.n order to save thelr 11veq but is instead .
converted. hcrself to Gm'istianity, a sn.tuation that finds a parallel in

The Virgin-Yartyr (III,1) where Dorothea converts Calista and Christella,

whose task it was to destroy her feith., Vitelli's tirade against Donusa,

stiffly declamatory as it is, has obviously Massinger's _approval:
‘e « « I vould now : '

Pluok out that wicked tongue, that hath 'blaaphemed
The great Omnipotency, at whose nod
The fabric of the workd shakes. Dare you bring

Youwr Juggling prophet in comparison with '
That moat inscrutasble and infinits Esaence,

" That made this All, and comprehends his work! -
The place is too profene to mention him
Whose only name is sacred.' (1v,131)

However, the discusaion is not completely one-sided; Donusa criticises

1. . C. Chew, T ‘The Gregeent and the Rose, 1931, P 536,

2, Chelli sees the Roman Catholic element as no more than this (p. 331)
Cf. A, Mézitres, -however: 'Massinger répond ainsi aux attaques de Webster
contre 1'église romaine’ (Contemporaing et succegseurs de Shakespeare,

Paris, 1881, p. 291). . :
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Christianity on a point {:hat is not answered by Vitelli: the "narrow
bands® of the Christian Chuzrch are

'Rent in as many factions and opinions
‘As you have petty kingdoms., ' _

This comment on tho disunity of the Churcoh is substantiated in the
opening scene of the play, whsre Gazet satirises i%.in his Vicar of
Bray affirmation:
- 'I would not be confined
In my beliefs when all your sects and sectaries
Are grown of one opinion, if I like it,
‘I will profess mysclf, ~ in the mean tinme, _
" Live I in England, Spain, France, Rome, Genova,
“I'm of that country's faith. v
s impllclt criticiam of the Church is not developed but its mere
- presence in the pley is notcxble. : _

The most striling moment is ‘that of Donusa's baptiom, Vitelli has
prev:i..ousiy consulted Francisco on the validity of baptism per_'fdmed 'by.
a layman 'and has been assured thai in caées of ﬁecessity it is péxmis-_
sible. "his discusaion (‘f »1) is not merely an irrelevant theological =
n:n.cety tha quest:.onim_, of thc, validity of uhu cerenony, the prominence
it is giv_en, add a certain urgmcy to the actua;. baptism scene (v,ii)

- and stress its central importance in the play, - Vitelli and Donusa are
brought before the cou_:ét, to hear their sentgnce, and the ceremony that
follows has o treble significence: they ave celebrat.l.n;r their maxrlage,

;.hey are prepam.ng for death, and Donusa As to be received into the

1.  Mekkink, however, sees in this .:peech suuply a declaration 'that
religlous, liberty was hioc [Massinger's) ideal' '(QE..Q_.‘!.!‘;., p. 128).

. 2 cf‘ Chelli, p. 332. ' . \
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Christian faith Vitelli asks pormiassion tc;: perform a Christian death-
rite, and baptises Donusa. Her sudden c;la:un_ to falth and .:.ns_lght is
somé":'mt facile, but theatrically it is a highly charged scéne, and the
baptiom, with its actual and symbolic values and spectacular effective-
neas, is the culminating moment of the play.

Unfortunately the effect of the acene is undennined by the rest of
the play. As always Massinger secms to hover between a serious line of
thought and a tendency to romenticise, and the comparison is novherse
more apparent than in this play.. Instead of lagically cie‘:veioping his
theme and séndiné, the lovers to. their martyrdom, Massinger proirides an
‘elaborate plot of éséape. Poulina takes charge of Donusa, under the
guise of rnak:.ng hexr l'!.c.r slave, and food is sent to Vitelli, containing
a ropc enabl.lr‘g him to e.-.bcapa f‘rom a wlmicw in his room, -and ships are

ready to carry tho Christians away to safety. The intrigue has a
| cheapening effect, a senso of anti-clixnux-._1 _. ‘

fﬁﬁtem his function earller in the flay_, Franciaco is reduced
to that of a cwmlng Btag,q—nﬁmgers and detective at the end: roligion,
despite its former severe stress on the endurance of all il;é even to
martyrdom, becomes simply a means of escaping from difficulties:

'0 best of men! he that gives up himself
To a true religious friend, leans not. upon

A false deceiving reui. tut bold ‘buildn
Upon a rock; . . . (V vil

1. W. J. Courthope comments on its stagi.neas (Ilﬂ.ato_z_y of @g‘l____
Foetry, 1903, IV, 359). hank, hoviover, comments on the 'good
plot, wmch works up to an eyciting end’ (p. 13).
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A similar ._ncons;'.stency in the trem tment of f'eligiou themes oceurs '
'ln The Mald of Honour (c. 1621?), a nlay whaich has qur:.ably been

highly oommended by those who have written on Massir_xger. Schelling

groups the pley with The Hénegado in a judgment which it is difficult
to accept wholcheartedly in either case:

'. . . fine plays, sustained by a noble sense of eth.Lcs, neither
strained nor perverted.'

The hero in this play,. Bertoldo, is' a knight of Malta, and for this
'reason Camiola, whcm he 'I.och, reﬁmeﬂ %0 marry him Bertoldo with a
- bhand nf adventurers, _jo:ms. the forces of the Dulce of U_rb:ln to fight
against the Duchess of é»ienna. -'He'_"i.é .t-akenzprié;oner_‘bﬁt the king refuses
to rangom h,.’un'; ' Camic:llé.i, however, privatelyl sends the money on -cdndj_.tion
that -he will be her ﬁuahand". '_ﬁertOIdo 15 set free the duchess Aurelia
‘at first sight falls in lbve with him, and they visit the Sicilian
court as pv'ospect'ive bride and bridegmom. Cmniola; howver, prevents
their marvﬂ.a;rc by publicly rem:l.ndinr:, Be'r'tolﬂo of her prior o'!.aim to his
love; she ‘then enters & humery herself, and bids hin resume his dedi-
cated life as a knight of Malta, _
'J‘h<= seriousness of Bertoldo's pledge is stressed early in the play.

Bertoldo says that a dispersation will .e.bsollvé him; but Camiola insists,

'0 take heed, sir B -

Vhen what is vow'd to heeven is dispens'd with,

To serve our ends on earth, & curse must follow,

And not a ble.-,smg (I,i'!.)

There is 2 genmuine note of‘ pathou in thie scene as Cemiola stmggles

1. mizabetmn Playwrights, 1925, e 257, -
. f

\



136

with her passions, end yet even here “the religious issue is not quite
cleoy: Camioln's chief ob;jection seeny 0 be the difference in rank
between the lovers, and Bertoldo's .vow. only a secondary iassue.
. Camlola is left to deal with her suitors in the court, and Bertoldo
goes to war. Q(onzaga, wio captures him, is grief-stricken when he
 discovers Hertoldo's identity, for in fighting egainst Aurelia he has
h‘ro.!cen tﬁe vow of a laiaﬂ.ght. The shame he expresses :ls, however, that
of the proud and powerful man forced into hiiniliation, and the breaking
of his vows seems to cause ‘Ln no concern, - (ne of his most impressive
speeches 1s in fact an accusation of his friends and quite remote fxom
self=blame:
'0 swrmer-—friendship,
: When flatte"-:.ng leaves, that shadow'd us in our
Frogperity, with the least gust drop off -
In the autuim of adversity! How like
A prison is {0 a grave! when dead, we are |
With solemn porp brought thither, and our héirs,
hksldng their Joy in false, dissembled tears,
feep o'er the hearse; but earth no sooner covers
- The earth 'brouuht thither, but they turn away,
"Vith inward smi 'ch, the dead no more remcmber'd . !
= _ (IIL,1)
'l‘he sombre eleg:.;.c note here, the strug:,g,l(, erlth xmioh Bertoldo attempts
to acoept the teaclﬁ.n_qo:ﬁ' ueneca-(IV,ijli), glve a certain depth to the
character, but he sesnps to have a curious indifference to his duty as
a knight of Malta. Camiola llkewise seens to have forgoften all her
. previous scmples in the' GouLse. “of “the. play: hearing that the king
refusés to pay Bertoldo's ransom, ghe gends the money, on cand:.tlon

that he will marry her.

1. cf., Dum, Pe 182-3. yne (og.o:.t., p. xii) points out that in
ha%singt.r'a source (W, Painter,- Pa'!ace of ‘Pleaours, 1T, novel 32)
]'

’l



The question of the 'vows-ié not mentioned aga:in"until the last
scene of the rlay (V,11), and even here et the c:li.nm'c 1% Teceives a
somewhat peri’unctory treatinent. Camiola briefly bids Bertoldo to
.reaarume hJ.S ordex anrl redee-l his 'xrortgaged honour', Conzaga restores
his cross to l'::hn, and he simply says, '

'T'11 live zmd d::.c vo."
The main intcrest here is of course c.entrcrl on Camiola, o.nd 8o a lover
who turns to the cloister she has had fervent preise showeved upon her

ovexr the centuries-.ﬂl Hhe first of‘ all dcnmmccs Bertoldo before the

' lf:.mg and pleads her own case in a forensic scene charsoteristic of

I-&issinger,z Bertoldo is reduced %o shame and sui:mission and Aurelia -
magmah:\'mouély ws.ives_l'zexi' claim to him. However, Camiola now refuses to
marry'Bertvldo » and ce,llé. for a pr'iest, t.vho', to ‘the astonlskment of all,
seizes her 'as a principal ornament to the church'. The scene éasumes
a note of Titual as __-the priest, 'in a speech in octosyllatic couplets

5

that seans to Foreahadow Hlton's Ii Penzeroso, proclaims Camiola's

new life, and she her elf rejoices in her s,rrcbolj.c marriage:

Camicle insists on marriage so that her reputation 1s not compromised

by peying the ransom, and asserts that in Massinger's play she has the

- same motive, PBut thére is no indicotion of this in Camiola's speeches
(1T1,111). : '

1. " eof. for example, G. Bradforxd, Elizabethan Women, 1936, p. 170.

2. We are witnessing a drama cast in legal terms, for the entertain-
ment of an auvdience accustomed to hear law and to tall of 1aw' (J M.
Robertson, The Paconian Heresy, 1913, p. 156).

3. First pointad out by Ireland (Gifford, III, 109) Tt was remarked,
however, in “he British Ciritic, 1806, p. 361, ’uzat af‘ter this comparison
Paulo 8 speech hes 'diminished charms®.

|

i




138

'"This is the marxriage! this the port to which
My vows must steer me! Fill my spreading sails
With the pure wind of your devotions for me,
That I may touch the secure haven, where
Eternal happiness keeps her residence,
Temptations to frailty never entering!' (V,ii)

Critical opinion remains divided in its attituwde to this conolusion. It
has usually been zecogniscd that Massinger wes attempting to do sométhing

1

different from the ﬁsual naethods of contenporary romantio drama.’ Some

2

have scen a 'lofiy moral'® or a 'noble 1esson"’3_' in Camiocla's renunciation

of the world and claimed that 'a mechanical device i1s turned into e noble

1
&

end beautiful drematic climex'.” On the other hand, it hes been labelled
'a quite blatent "'cmm""of the drama of surprise',” ind the mich admired
Camiola, it han been sa.ld,

'beg:ms the plagr 8as a consm:ptlw l:ll,} and ends it as a bitch-
m—-the-mmxger

There is cause for uncasz.nes-a abau ‘the religlous theme of this play,
and for opposite reasons from that felt in The Renemado. In the latter
wh.at seems to be & gé.nuine attempt .to. preosent a religious experience is

_ dissip_gi;ed in conventional romence; in The Maid of Homour a religious. |
motif is Isuddez_il& thrust upon a ramantic structure wiich cannot hold it.
Ristine has commented upon | |

'T&zsu:mger s consistency of purpose in handling a serz.ous

1.  of. Cruikshank, p. 132,

2. Anon,, "Philip Yesasinger', TIS, 1940, p. 134

3. Ireland, op,cit., p. 109.

b. - G. Bradford, Elizabethon Women, 1936, p-‘ 169,

5.  Dunn, p. 183. ' |

6. C. Leech, 'Philip Massinger®, ILS, 1946, p. 147.
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motive that involves a moral question, and his refusal to
saorifice the ;‘)rinciples of his art to the exigencies of a

happy ending.' : _
But it is just ‘consistency of purpose that is lacking. The shallowness
of the treatment of the Khdght of Malta theme is demonstrated by a
comperison with Fletcher's The Knipht of Malta, a play in which many
have detected Masainger's hang:

'. . . one of thesc plays must have inspired the other. In

their frank concern with a religious problea, they stand

alone in the Elizsbothan end Stuert secular drama. . . . In

both, the finzl note is one of a romantic sadness that is

not ofter: found in Inglish literature before ths romantic .

era of the nineteenth century.'2
But The Knight of lialta, inferidr in worlmanship as it is in many regeots,
. treats the theme with much gréatar perlousness and consistency. The
ritual of the final scene (V,ii), in which Yountferrat is formally
expelled fyom the order and Miranda accepted, is the logical outcome
and climaex of what has preceded and has a much more genuine ring thah
Camiola's CEremony, wh:lch is very much a theatrical gesture.-

Yore Buikm,s_, in The ¥aid of Honour is the treatment of polztlcal

proble:ma The ﬁ.ru scene, in which Roberto's 0id is sought Lhy the Duke
of Urbin in his siege of Sienna, is perheps the most alive part of the
play. The significance of "l',h:l.s. in terms of contemporary politics has

been frequently discuseed.-3 Roberto is usually regorded as representing

1. .F. H. Ristine, Snglich Tragi-Comedy, 1910, p. 13
2. Bryne, gp.cit., p. xviii,

3. It was first pointed out by T. Dav.z.es, Some account of: the life
and writings of Philip Massinger, 1789, p. 3.
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James I, who refused to send military aid to his son-in-lew Frederick,
exiled in Bohemis in 1620 by the Hapsburgs. Strong feeling vas aroused
in Englend against James for his inactivity. lfas;sin;ger's play can
hardly be called propagonda, but includes a spirited debate on war,
vitalised with a particular urgency for Massinger's contemporaries.
Mnssinger is certainly on the side of the patriot and warrior Bertoldo
. who oloquently extols ‘Englend, the Fupress of the Purcpesn isles' (I,1)
and her militery cxploita. Howevor, Roberto also haé valid reasons
which are presented cogently by Massinger:
Lot other monarchs
Contend o be made glorious by proud war,
And, with the blood of their poor subjects, purchase
- Increase of empire, and augment their cares
In keeping that which was by wrongs extcrtnd
Gilding wnjust invasions with the trim
Of glorious conquests; we, that would be knovn
- The father of our people, in our study
ma vigilance for their safety, muﬂt not changc
Their ploughshares intc swords . . .
There is a real tension of ideas in this Giscussion which makes an’
arresting of:enim; to the play, although it.is not developed in the sub-
‘seyuent action. |
The same theme is employed in the striking first act of The Bondmen
(1623). Timoleon, the newly eppointed genoral of the Sicilian a:cmy, _
calls upon the citizens o of;.u: their persons and wealth in the defence
of their country and up'bram.ﬂs them for their sloth and needless luxury.
Cleora; daughter of the practor, sibscribes her own Jewels and urges

her compenions ‘o action. The formal court scene has & certain massive

quality and the discussion a seriousness that recall ‘the senate scene
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in The Roman Actor.  Spencer has remarked that the account of Sicily
here is in fact a thinly wveiled pilcture of contemporary England, a
oriticism
‘of Englani's failure to provide funds for national enter:prises
snd of ths ebb of patriotic feeling and decay of milltary
dlscipline. '1
It would be unwise to relats Massinger's drametio world too closely to
seventeanth-century bngland, as 5. R. Gardiner sometzmem seems to do ;2
but there can be no doubt of Massinger's.-sense of political. responsi'bility.
A genuine enthusiagm for war and a lofty conception of the m 14 t_ry '
pmfesqion are frequently found in his plays; it is an attitude he seems
at pains to :impress upon his auaience. In The Bondman_cleom .;.avacates
" the soldier's task as ope only to be performed by the noblest:
Lot these of meaner quality contend
Yho can endure most labour; plough the eaxth,
. And think they are mBwarded when theixr sweat
"Brings home a fruitful harvest to their 1ords== e .
: Honour won in war;. :
And to be styled preservers of their countz',,r,
Are titles fit for free and gémerous apirits, -
And not for bondmen: . o ! ' (I,ili)
The kind of extra~-dramatic urgency :E'c'lt by Massinger abdtjrt' these topies
- ls apparent in the set speeches or ep:.sodcs sonetimes inserted in the
lays Just before Yathias' ':srrival in court in The l’:l.cture ]"ubulus

deliverd an animated speech on the lot of the soldier:

1. B. T. Spencer (ed.), The Bondman, 1932, p. 26.

2, e.g nis interpretation of the end of The Maid of Honour ( *Ihe
Political Flement in Massinger', Transections of the New Shakspers

-.:OC‘.LQ'L'VJ 1875"6. o 3)0)
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"They, in a statc,
Are but as surgeons to wounded men,
'an desperate in thelr hopes, ' (I, ii)

fexrvently halled in tlme o:ﬁ‘ ‘war, but shzmn,fully neglected by 'scarabs
bred in the dung of p_eace' . Thi= speech closely resembles Bolgerde! 8
~apologia for the ‘soldie'r in The Un_natm'al_l Combat (¥II,iii), and both
have the effect of iﬂsertimls.- Mathies' solcliéry is something epert
' from 'Lbemamtheme of The Picture, but the very fact that the grim

" actuality Qf wa:c is acknmowledged disﬁnguishes i'i: from the rérefied

- world of The Great Duke, wi“wex-e wor is no moze than an emblem of glory.

In the frag:u.—comedies Massinger seems to some extent to be provic.ing a
kmd of yards tu.ck from a.ctuality agaln t which the romantio vmrld is to be
measured. .Du‘bul_us is in fact a comnentator throughout the play: his
: -Barc‘e;sm and oriticism place the _copr{;.'{y world in perspective.

| ~ One of Massinger's f,'a%rouritc themes is a consideration of kingshilp
‘and concern for justice.’ 'l‘he topic is most full:} treated in The Fnperor
Q_f;_gx_@__ Ee..st.. The young emperor Theodosius is in the charge of hls sister
- Pulcheria, \7ho mles the court and k:lnr-* Jom with a. justice that all
admire. Hex' justice 1s displayed in the second scene of the play, a
court scene in which she disyens'ses merc;} and ptmisr;ment in an exemplary
fashion. Cértain of the couz't:lers, howevor, are ‘discontented and urge

Theodosius to assume the task of government himself. Theodosius is at
first indignant and deplores the fact that a ruler is exinecte&. to be:
lwxurious aha tyrannicalbr else his glory is not aoknowleaged::

'Cannot I be an emperor, unless
Your wives and daughters bow to my proud lusts?
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ind, 'cause T ravish not their fairest buildings
Md fruitful vineyards, or what is dearest,
FProm such ag are my vassals, muat you conclude
I do not kmow the awful power and strength
0f my prerogative?! (11,1)
However, he does subsequently chs_place his sister,. and after his marr&age
to Budocia falls into the error of
'exorbi tent prodigality,
Hlowe'er his sycoplm_nts and flatterers call it
Royal magnificence. " (III ii)
Pixlcheria_ cures him of 'chls by wimning his consent to an unspecified
petition, vhich prdves- to be that Budocia should be her servant. The
ce;_pture of’ Eudocia and the subseguent explanation and moralising are
rather tiresoxﬁe, and none of the cheracters emerge from it in-a very
attractive light: the whole play is ,a:t fault in this respect-, and yet
there is an element of se I'10118118l!5 in this preocoupatzon with questions
ot;"' gove'mn’:c—mt. Mahsinger seems to come to no definite comclusion: elong -
E m_th the conception of an ail'.-i;oweml Justice in the emly picture of
- Pulchcrm thPre isa str'ong proteat aga:’m';t absoluticm: |
.'Wherefore pay you : .
This adoration to a sinful czeature‘?
I em flesh and blood, ez you are, sensible
0f heat and cold, as much a slave unto
- The tyranny of my passions, an the meanest
Of my poor subjects.’ : (v,i1) .
Dunn has commented on the political implications of the play and the fact
that although it seems to imply criticlsm of Cherles there was a court
per_f'qmzmce:' the ideal monerch presenteé. abstrectly in the play probably

- seemed to echo Charles's own .conception of his jgosition.1 Massinger

1. Dumn, p. 175.
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is cert.,.irﬂy perslstent in his comments on kingship, which suggest a
genuine awareness of cne of the most prominent sub.jects of cliscusuon

" in the .'3eventeenth century, His lost play The Kine and the Sub,ject is

known to.us only by a passage which was 'too ifisolent end to bee changed',
2 bold criticiasm of Oharies’s methods of raising money:l the Spanish
king says,
3 "Yonyn? \Vleo'le rayse supplies what ways we please,

£nd forece you to subacribe to blanks, in which

We'le mulet you ms wee shall thinke fitb. The Caesers

In Rome were wise, acknoviledginge no laves -

But what thelr swords 414 ratifye, the wives

And daughters of the senators 'bowinge to

Thelr wills, as dc:l.tte's. 4
Tt 4s] characteri stic of Ihasingcr that, when Cam:loln. in The Mpid of
Honour revolts against the k m{; 3 command that she I.nru.La marzry Tulgentio,
she does not plead from a tandpoin., of pcrsonal emotion but argues the
crime of the king in making wmuch a comnand: '

'as a man,
(‘S'mce , when you are unjust, the doity,
. Vhich you mey challenge as a king, parts from you,)

'Tvms nevexr reed in holy wrilt, or wmoral, o

That subjects on their loyalty were obliged -

To love thelr sovereign's vices.' (TV,v)-
. The personal situation is seen in termn of the genei‘a_i end political:
and politica'l cdmnento.ry is shaped into an effective dramatic device.

The Bondman, more than_'mzy other of Muoninger's plays, coments

upon ﬁhé struoture of soolety as a whole, the rulers and the ruled. In
the absence of the men of the city at war Marullo leads a revolt of the

slaves a.ga:l_ns'b their ovmers: they take charge of the city and the women,

1. of. B“ntley,, Pa ;95'
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and those men left behind are obliged to obey them., At the return of
the lords, however, theyire threntened with vhips and at once yield.
Méxul_lo, .urging his f'ellow slaves to revolt, propounds the eque_q.ity of
all men: -
'"Bqual Nature fashion'd us
All in one mould. The bear serves not the bear,
Nor the wolf the wolf; 'twas odds of strength in tyrants,
That pluck'd the first link from the golden chain
With wnich that Thing of Things bound in the world’
(11, 1115
and suggests how the partiocular qualit;ea of m&ividual slaves might
have heen trained for nobler purposes. ) '
_ 'Cmbrio, thou art a strong man, if, in place
 Of carrying burthens, thou hadst been train'd up
In martial discipline, thou might'st have proved
. A geficral, £it to lead and fight for b:.c:,ly,
Ap fortunate as Timoleon.' _
However, this idealized view of }nmmn nature irs one that the play in
fact sets out- to disprove. Fiaru.l.lo, the high-minded slave, is in fact
a nobleman in disgu:.se-. The dénouement of the play, ‘the yielding of -
- the slaves to the vhip, which is taken from classical source.:," has been
crlt.n.ciscd for improbability and a gense of antl-clﬂmax 2 There is:, some
;justice in thia, and yet a consistent line of thought can be deduced
from the play. 'I‘he ideal community which Marullo expounds to the

retuming lords is not one where all are equal in rank, but a hierarchy

1, For a full acc,ount, of. B. T. Spencer (ed.), The Bondnmn, 1952,
pp. 12 ££.

2 ef. E. W. ‘Harness, T R gx .of Philip Massinger aaap_tea for fami;x
rea gg, 18)0, s 206,

——— .
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ruled by a 'bénevblent aristocracy:
| 'Happy those times
Vhen lordsvere styled fathers of families,
&nd not imperious masters! . . .
when their lebours

Were cherish'd and rewarded, and a period

Set to their sufferings; when they did not press

Their duties or their wills, beyond the power

Mnd strength of their performencet' (IV,1i)
Spencer has analysed in detail the relation of the thought in the play
to various brands of stoiciem, in partidular to the idea of slavery as
a mental condition:

'Central in the 'Stoic view is the differentiation of the '
slave in fortune from the slave in spirit.'?

Those citizens quelled by the =1J_avés are slavish in spirit, enslaved to

greed and material things, tut the inherent inferiority of the slaves
themselves is apparent in their J.nmmdir.te yielding to the whips.

Spencer's axmlysm dos, ho wever, seem a little strained at times:

however logical the philosophy mpyte proved to be, the dramatic effect

is not wholly convincing. Durm, commenting on this, offers a simpler
explanation: |

'The egalitarian explanation . .-. and the sympothetic account

of the rising of the slaves would seem to demand that the

slaves should be vietorious., Yet, because Massingér is an

antl-révolutionery and holds by political stebility, the

slaves have to be defested. Ie extricates himself from his

6if'f‘icu1ty by a somewhat club:.ous Jugegling with our sympathles.'z

Horeovcr, Tha Bondman 1s primarily a romantlc play, although it is more

1. B, '1‘ Spcncer, 'ﬁhll.Lp HMassinger', .>eventeen1,h Centuxz tu.lic‘s, ed.
R. Sharer, Cincinnati, 1933, p. 86,

2, Dum, p, 165,
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reflective than the usual 'J;'tmr::-.\.nrse.Jl Massinger's divergences from his
sources emphasise its romantic quality:
'[He makes] Pisander's love rather than a struggle for sooial
domination tho actuating force in the play. For a tragi-comic -
conclugsion he hes written a final scene filled with forgive-~
ness and mutual understanding between the bondinen and their
maaters insgead of utilising the severe punidhments recorded
in Justin. '< _
Pisender, o suiltor previously rejected by Cleora, disguises himself as
a alave and leads tho rebellion in order to have her at his mercy, but,
the victory once won, ho doece not teke advantage of his position. In
this Platonic chivalry he iz close to Hortensio, the hero of The Bashful
Iover. Hortensio, likevise a noble in disgulse as a man of low birth,
15 content to afore the princess Watilde unknown and from a distences
'T find it a degree of happiness
But to be near her, and I think I pay
A strict religlous vow, when I behold her;
And that's all my ambition,' (1,4)
~ During the war he fié,hts for her honour in the mamer of a medieval
. lmight. But just as Marullo is finally reve&led to be a ﬁob;c—:mm, 80
Hortensio's identlty is f;mally made known with the news that his father
has died making him ruler of Milan. Both Merullo and Hortensio are
thus enabled to marry the women they lowg, wirich ma_.kes a satisfactory
romentic conclusion but somewhat destroys the validity of the Platonic

ideal set forth previou-s,l;y.'3 Political philospphy and spiritual

1. - of. Chelli, p. 140.

It

2. B, T. Spencer (ed.), The Bondman, '19_52,.1). 13,

3- Of.‘chelli, Pe mﬁc
¥ .
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4deals are alike reolved in romantic surprise and mtmgue
This element of chivalric elevation in the treatment of romantic
themos is cheracteristic of Yaseinger and distinguishes his purely
romentic plays from those of Fletcher. The Bashful Lover in particiilar,
with its presentation of the three rival lovers and their different -
approaches 0 love; has this quality. This play and A Very Voman are
the most pure.l.y romantic of Massinger‘s plays. Both abound in intrigue
and sudden shifta of plot, but the presentation in Hortensio and Antonio
of the di;sgui.sed lover nobly sacrificinp his claims gives an individual '
ﬁo'tich._ A Yery Voman is in. fact distmguﬁ shed from the rest of Massinger's
work by its inclusi(m-' of somo genuinely lyrical pasaages, m*u.ch give a
mmant:n.c- depth not foum. elac\.vhe_'e. Antcr;lo, d.:.sguised as a slave, tells
AJmira in scarcely veiled terms of his negl ect by he'r, 4in accents that
palely echo Viola’a speechea to Dr.s:wo in 'I\:elfth Night. leonora,
seeking to congsole. her mistress, ach_leves. a cv_ertain cleglac. grace:
"Pime's hand will turn ggain, and what he riins o
Gently restore, and wipe off all your sorrows.
Believe you are to hleme; nmch to blanie, lady;
You tempt his loving care whose eye has number'd
All our afflictions, and the time to cure them:
You rather with this torrent choke his mercies,
Than gently slide into his providence.
Sorrows are well allow'd, and sweeteén nature,
Where they exvress no more than drops on lilies;
But when they fall in storms, they bruise ocur hopes; . . .'
(11I,3v)

Swinlime, who designated A Vegz' Voman Massingér's hest p_lay, attempted

1. ci‘. Cruifkshank, p. 199.

2. -A. C. Svindburme, 'HL‘L]..D).ME.SBJQ,BI" » 1889, Vorks, ed. BE. Gosse and
T, T. Wise, XIX, 2C8.
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to bring out this quality in als prologue to the y_:_].at;y.‘1 Hovever, the
original prologti_e tells us that the pley was a rovision, and some have
feli that Fletoliez" was responsible for this:

*there are a grace and delicacy abeut A Very Viman which
sean to suggent the hand of Fletcher, '

Eliot, who wholcheartedly applauds Swinburne's judgment of the play,
sugger.si_::s that the humour is move lively than Mhssinger was capable of
11_1’1::\:1«:163t?L..'3
| Hm‘-singer's moat clmaxctér_istic manner in his tragi-comedies is

not in fact the purely remantic attitude: the feature that makes his
plays interest:i.ng: is. the thoughtﬂxl,' questior_:iﬁg spirit they reveal that
tries to Include as much as possible within the romantic framework.
. Eliot has cri_tici.sed the romantic drama for its leck of emotional unity:

'lixe romentic comedy is a skilful concogtion of inconsistent

amotil ion, a xevue of emotion . . . The dsbility of romentic

drama . . . consiets in an internal incoherence of f\..elmgs,

a concatc.nntlon of emot‘tom which signifies notl'LLng.
This is a nersh p'"onounc.emem ohithe kind of intention ancl achlevement
of Tasainger 3 tragi-comedies. Thc pla‘y's are certainly c.omnrom.ses.
a conc.l.usion like that of The Renegado or fi‘he_._ Bondmwan is unsatisfying
and. :im_'som:s.w'.st;e_ni:T But this dissatisfaction arises Because._lfassinger

tries to make his tragi-vczomedy more then 'a revue of emotion': he also -

. 'Prologue to A Very Women', Works, ed.cit., vI, 322.
2. Crufkehank, p. 129.

H.3. T. 8. Eliot, 'Phlllp Masainger!, 1920 Selected nssaﬁ. 1932,
P 214. ,

- 4.4. ibid., p. 2t
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meicés it a revue of in'ﬁelléctual speci:ulations.. He is trylng to create
a romantic gtructure that con also be an adaptable _vehicle for more
serious comments. In his pmsentatidn of sin and the sick in mind he

' comes near to establiching a tragi—coﬁie pattemm of his own, a moral

" pattern in which the tragilc consequences of sin are averted 'by repent-
ance and regeneration, which finds e clos)ér analogue in the last plays
of Shakespeare than in anyt‘n:ﬁu; by Fletcher. Massinger frequently
lacks the deftness and grace of Fletcher; his attempts to moralisé and
philosophise are often awkward end ill-;placed.-.. But there is a genuine
seriousness sbout his tragi-comedies, that of a xnén groping and stumb-
ling towards a néw énd indivj.dﬁé.l dramatic express;ion.which he néver
fully realised: It is'- this note of serious questioning and moral
responsiﬁ:‘u.lity thét differentiates -hi-s playa from contemporary mnﬁntic

drama and gives them interest, despite thelr exrors and awkwardnesses.



_ CHAFPTER VI ' _ ' Reputation

As an investigation into the stage-history of Massinger's plays
suggests, they were not always grected with great enthusiassm at the time
of first production, and likewise the few critical comments that cen be
found in the seventeenth century suggest a mixed reception. Even the
commendatory verses %end at times to praise In défiance of the populer
m'e_zeption of ‘t_h'e 91&\3’;1 _-anrl a poem by Henry Parker seels to encourage

e downcast dramatist in the face of a mcen£ failure.® On several

; ocoa:;.l.om, hov.rever, he is 11.sted W'H,n other dramatists of the period and
| given equal qtature with them,s and he 15 the sub:;ect of a highly
flutter:.ng ep.!.gram K .

'Apollo' Hessenger, who doth impart

To us the edicts of his learned art,

Who cannot but respect thee, for we }.now,

Princes are honour'd in thelr legats so.
The comparison wlth Beawnont nnd Fletcher, vhich wvas later to be.c-ome the
centre of'_ critical di:—mn:ss,mn, emerges in two different assesaments in
the coimner:xdm‘:ory verses. Thomas Jay, introducing The Picture, rates

Massinger much lower:

1. e.g. D. Lakyn on The Renepado (Gifford, I, clii), and W. Singleton
on The imperor of the Fast (Gifford, I, clxiii).

2. of. Dum, p. 33.

3. - J, Taylor, ‘Praise of :Iempst.ed', 1620; Sir A. Cokayne, 'Fraeludium

to Brome's Playst, 1653; and anonymous referencses in Wit and Fancy in a
Maze, 1656, and The Great Assizes holden in Parnassus . . ., 1845,

L. Anonymous, Vits Recreations, 1640.
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'T lmow you'd teke it for an inj
(And 'tis a well-becoming mdest;f{

To be parallel'd with Beaumont, or to hear
Your name by some too partial friend writ near
Unequall'd Jonson; being men whoso fire,
At distance, and with reverence, you admire,’

However, the same man takes a very ch.fferent stand when pra.nsing A New
?Ja\[: -

"You mey remember how you chid me, when

I rank'd you equal with those glorious men,

Beaumont and #letcher: if you love not praise,

You must forbear the publishing of plays.'

There are only a few references that comment on any particular quality

in Massinger’s work. W. Hemsinge, in hils Elesy on Randolph's finger

(1632~3), described Masé:lng«_er's fluency in lines which were often
reprinted or quoted: ' |

' Mesaenger that knowes

the stmngth to wright or plott In verse or Prose,

Whose easye pegasus Can Ambell ore

. some thresoors myles of fancye In en }wwer.

An anonymous olegy on Daveimnt, who died in 1668, attributes an unexpec-

ted virtue to Hassinger:

- 'Shirley and Massinger comes in for shsres,
T‘or thai. his language was refin'd as the;.rs.

Samuel Sheppard, in The Times Displayed (1646), introduces Massinger 8
neme as ‘his that the sweet Renegaddo pend'; the only other play to be |
singled out for especial pra:%.'ée during this period seems to be The
Bondman; some instances of Samuel Pepys' coﬁmenaation of this play have

already been noted. 1

9. cf. pp. 4-5.
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The first writers to diacuss Massinger at any length were G.
Langbaine1 and A. & Wocvc‘l,2 who both, in 1694, spoke of him as a populer
dramatist in his life-~time. = When Laugbai_.ne mentions his collaboration |
with Pletchier, it is, however, with a suggestlon of condesosnsion on
ﬁ'letclm"s parts

‘Wey, further to show his Excellency, the ingenious Fletcher
took himin as a Partner in several Plays' . . .

Massinger then seems to have been neglected until the middle of the
eighteenth century, when Colley Cibber (17:0)7, W. R. Chetwood (1749)%*,
and Leasing (1758)5 all wrote of his reputation :'Ln.'his own age; and
finally he was brought to prominence by the first complete ed_itibn of his
plays, cdited by T. Coxeter (1761). The :i.ui;roc’lm::'l:ion6 was wx"itten by
George Colman,; who ranks Masginger not far below Shekespeare, regrets his
preaent neglect, and urr;e‘: Garrick to revive hie plays. In 176!} D, E.
Baker! wrote of a revived interost in Mussinger, wrging Gé.rri_ck to uphold
this, ,ana”i_n 1779 eppesred a second collected ‘edition by J. ..?..Joncllt Mason.
This edition, lzﬁrrﬁ.ed:a_rzd- fe.ult'_y“.és it 1'3 s ¥as .the swnbjgct of much .scorn
and ria:i.cqle by G&Lf‘f‘ord,s but 't]‘xé editor's opening adnission that he read

Massinger for the first time onljr two years before and thCﬂ began work on

An_Account of the ¥nglish Drematick Poets, p. 352.

1.
2.  Athenae Oxonicnses, 20d ed., 1721, I, 630.
3.  An Apology jf;‘_g_z; the life of Celley Cibber, 1756 ed., II, 202.
4. A Generel History of the Stage. p. 16. '
5. cf. Chelli, p. 73. _ .
6. 'Criticdl Reflections on the Old English Dramatic Writers'.
. 7. of. Chelli, p. 65. '
8. In the notes to his edition, 1895,
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" him for his om a_rmmmient, ._a_t least te's'ti;'iea to a new :.md genuine
enthusiagm, Co].map_’s‘ remaﬂ%s_. were reprinted and the editio_n_ also includes
©an essay by T. Davies A who wanmly praises Massinger for meny qualities,

. particularly as a moralist, diascusses the politicel implications of his
pleys, and, lilke Colman, speaks of his undeservéd neglect'. This re-
di.sccvni:'y of Massinger in the late eightéc—:-nth century was.fciloned by an
mcre ging stream of critical comment. _l‘-.!.ason‘2 had rated him pexﬁ to
Shakes:pcare,- E_em.nmn.f a_nd ¥letcher; but in 1 782 D.--E. ._Ba_ker' declared him
s'e'con'd"bnly to Shakespea;.re and egual to Iieawno‘nt. an Fl‘e-tchez; and ..Tc:am:;én'x._3
| J Eez:riarl" in 1786. anal:}sed"-lftéssirlgeri# quelities in 'so'mc_e detail and -
- extolled him :,retmore hig_lf‘;"_i.y., 1. .Gazl'clens in 9792 wa_é more cautious, .
‘dismiasing the bulk of"Hagéingef's- tragcdy as 'flat end Qifﬂxse’, though
finding the c:omedie's moTe éuco.éssf.‘ul " C. Dibdin, howeve.r, in 1800, while
c-1~1t.1.c:|.si\'lg c'-‘rt in playr;, declarecl that

'posterity has placed him very llttle behind Jonson, far
bef'ore Beaunont and Metcher',

and. in a broadside of 1803, in which 'lmes f‘rom The The Pondman are quoted
as a patrjotio exhnrtu.tion at the t:.me of‘ the expcoted Nepoleonic

invasion, Yassinger is hailed aa 'our great Drematic Poet' .7

1. tSome Account of the Life and Writings of FPhilip Massingex'!, -'
reprinted as a monograph 1789. .

2. The Dramatic Works of Philip Massinger, -I,v.
3. Bioprephica Drematica, rp. 306-7.

e 'Essay on the Dramatic Writings of uia.ssn.ngrer' reprinted in Gifford,
I, cxi-cxlv.

5.  'On the Drgmatic Vorks of Philip Massinger', Miscellsnies, p. 165.

6. Complete History of the ¥nglich Stage, ITII, 231-46. The passage
7. Broadside to be aeen in the British Museum. [uoted 1s on p.23
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Masainger's pesition as one of the frincipal seventeenth century

_ dremetinte wes finally established by the edition of h:us vorks in 1805

by Gifford, the second edition of whlch, pu‘blished in 1813, as yst rcmaim
the standard text. In a period of remcwed intercst in seventeenth century
drams. Massinger won much enthusiastic approval., Gifford included in his
edltion Perrior's essay ond olso & cerlies of comzents by Dr Irelangd,

who, though shocked by any sugges'tion of immorality or cearseness in the
p'iays P mmﬂgr' proises them. The edition, however, had a mixed reception.

Sir James Maciintosh' end The Bdinburgh Reviewz both regard Gifford's

e'nﬁhusiasm ag cmgguratad, 'LLough they allow the gluys considerable merit, -

b t-'c is in closer agreement with Giﬂ’.)rcl'c edliting and
Ireland's cormnentary. A, w. von ach_legel* made a brief reference to the
edition, but says no more ebout Massinger than that his. work is indistin-

guishable from that of Beaumont end Fletcher., ' Charles Lamb Included -

passages from some of the plays in his Spec¢imens of Enplish Dramatic Poets
(1808),” and comuented on them with qualified approvel. Massinger's
moral, thoughtful turn of mind wes stressed by Mrs. Inchbald® and The -

Miyror of Taste. !

R.J ﬁacktntosh '
1.  Iife of Dir James Mackintosh, ed. 11835, I, 354.

2.  XII (1808), 99-119.

3. 1806, pp. M7-81.

4. Leotures on Drematic Art and Literature (1808)_, ed, 1__8_1,\6,- Dy 470
5. IT, 157-73.

6. The Britiah Thestre, 1808, VI.

7. of. Chelli, p., 1. '
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The next comment of any substence was that of Hazlitt, who, as well
as writlng on current productions of the plays‘ and critioising Gifford's
editing,,a gave some analysis of Mussinger as a whole, and in particular

of Sir Giles Overreach in his Lectures on the Age of Elizeheth, IV.° His

zemazka on the oxtremes of paasiou upon which Massinger's characters are
con‘qt"'ucted were fr equu\blj taken up by later critics and have since
becone o commonplace of. I"asa).mfer criticisn, uir Walter Scott in 1819
e.utm.butc«l to Moseinger gom(. of thc. excellencies of Jonson ang .

4.

Shake’speare. The element of piety and morality which many i, neteenth
- century ci--j'.t:.c.s fmmd and ¢ xuolled in ME.SS'LngF‘r is apperent J.n the vemarks

of N, DI‘ekeB in 1817 and Miss B. W. n’{-acmley .‘36 prose narrative of The

* Duke of Milay, Ietéld fo-r its moral content, B, W. Proctor, Towever, in
182). ‘declared lMassinger 'a 1ittle overrated perhaps, at presenf;, owing to
the exertions 61‘ his editor? ,-_/'and in 1829 H. Neele remarked that, owing
to Gifford's eddition and Kean_'_s performances, the public was better

acquainted with Massinger t‘nar'm.th most of his coritem;_:;oz"aries-.s

1.. In 'A View of the inglish Stage', Works, ed. P. P. Howe, V, 272k,
277, 289, 302; and 'Dramatic Criticism', X!orha, XVIIY, 19_‘7

2. 'The Spirit of the Age', Yorks, XI, 125-6.

3. Yorks, VI, 265-9.

hee 'Bssay on the Drama!, The Ihe Prose Viorks, ed. ,183%, VI, 342.

5. Shakespeare and his Times; II, 561-2.

6. [1Dales of the Drama, founded on the trag‘ed::.ss of Shake.s;gaa a,
Mesginger, Shirley, and others, 1{322.

7. Effimies Poetica®, I, 7. | .
8, ’Lectu,res'qn English FPoetry', IV, Literary Remsjns, p. 129.
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. w. Rarmess in 1830 echoed Iﬂ‘em*im"s_ coznmeno:‘,a'l'-.i.c'-.-‘;';.s,,‘I end in 1832
J. Genest. cau'biot_xsly p:_:'ais'ed'ﬁxcst of tl-xem.'? b

After Hazlitt's charucter-sketch of Sir Giles, the neud .Landmark |
was to be the comnents of Colevlidpe, w}ﬁch urc-; u medley of pralse ard -
écnsure.. At Jeast two of Coleridge's remarks have hud a 1 aéting effect
_on cri t.!.ci. @, his descrlption of Massinger's verse as the ncarest nis-proach

3 and the

to the language of real life compatible with n Pized metre,
renﬁrir that 'his plays have the interest of' novels' .l' Although Coleridge
made his remarks as coxmnend.,.t.wm. » "lib :Lnfluence seems to have damaged
Massinger's reputation as a poetic dramatist, leading uitimately 0
statements that | |

'Mas.u.nger .. . « 1 not a poet . . . His idees are prose-
concepts.

and that he .:-xoug-ht for effecis

‘which %he novelist con undertake but which the limitations
of thﬂ stage render almost impossible. 16

8

W. uiinto in 1834 and 8. A, Dinham™ in 1837 wrote wannly of Vass singer,

pointing out the higher moyal tone of his plays as compered with those

1. The Playn of Fhillp Massinger adapted for family reading.
2. Some account of the Enplish stage, VII, 686-58.

3. ‘lectuves VIL' (1818), Coleridge's Miscellansous Criticism, ed.
T, M. Raysor, pp. 40-97. -The passage referred to is on p. 93.

h. . Dablelglk, 1833, ed.cit., p. 417

Dunn, p. 266.

ruiﬁrcshmﬂc, i). 76.

Chara.cu,r ties of Tnelish poets, pp. Wih=T.

- Lives of the most eminent literaxy and scientific men, Ir, 252-95.

k]

O N &\
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of Beaumont and Mletcher, as did H_allam" in 1839, who, in one of the more
substantial picces of Massinger criticism, ranked him-second only tc;
Shakespesre as a tragic writer, and ':Lx;x the higher comedy' hardly inferior
to Jonson. In the same year appeared Hartley Go:?.er:‘v.ﬁge's edition of the
playsz: the introduction, though primarily concerned with speculations

. on the dramatist's life and character, rarallels Hallam in Pointing to
Mossinger's depiction of virtue and its trials as his chief excellence.

C. Hegnin in 18:33 camparing Mossinger uni‘évourubly vith the genjus of

)

S‘:hakespéare, lohelled him ‘un homne. habile!,” and similarly ¢. L. Craik

in 1845 =maid thet he achieved 'all that oan be reached 'by- mere talent!. b

A certain popular interest in Massinger iz suggested by the inclusion of

the story of A Very Women in Sharpe's lLondon Magazine in 18!-,7,:7 together

with a full page illéstration on the front pege of the' issuwe. L. P.
1".Th:1pp1é6 in 1850 and A, Ifﬂ.ilss—, in 1851 commented on Massinger's reflective
- attitude and dignity.

During the first b:ﬁlf of the nineteenth century Mossinger's reputa-
tion was also enhanced by the appearance of .u number of editions of his

plays. Some of them in ;;:artiéular A New Vay, wére included in many of
_ the stage collections of the period, for exsmple, Inchbald's British

1. Introduction to the litermture of Burope, IIL, 608=15,

A RS IR S P i S s

2. Ihe Dromatic Works of Maspinger and Ford, in The 014 Dramatists
series. '

» Causeries et m__{e_g]_ﬂ.v._l,_g_{;_x_gr_ag, II, 236-8. The possage guoted is on p.236.
. Iiterature and learnding in England, III, 205.

'Stories from the Drwmatists,' IIT, 326 £f,
Imsays and Reviews, 1856 ed., IX, 66-70.

. ~G___he Litersture and the Literary Mon of Great Britain and Ireland,I,
52-6. T T T

£ W

o~ fh 1%y}




159

Theatre (1808), The "li.fmr Brror of Ta.ste (1810) oue:muBn‘.,z.sh‘ Drame (24811),
The: Tondon Stage (1824), and Dibden's The Ion_don Theatre (1816). Extracts

eppesred in Porter's The Bosuties of Massinger (1817) and Campbell'-

_S_gecimcn.s of British Poets (1819), and an expurgated edition of the plays

‘for femily reading'! was published under the name of Murray In 1830, and
of Hamess in 1831. In 1B36 veveral of the plays were translated into

German by Bgudisgin, Meanwhilc origirval scholarship was in progress:

The Parliament of Love was printed for the Ffirst timc in 1805 (in Gifford's

editioh), and in 1849 T. C. Croker edited the recently discovered manu-

soript of Beliove As You List for the FPercy Society.

A' Kew line in the approach to Massinger was introduced by the |
Gezma.n critic M. Rapp in 1856, who regarded him es merking the fourth
period in English drametic history, being preceded by Marlowe, Shekespeare
and Fle"ccher,1 an agsessment that was If'rec_luently to reappear.2 In the
éame year Massinger was branded with Fletcher and others in Charles
Kingsley's con&emrn_atioh of  the immorality of the period. .In Fm_nce
B. Lafond wrofe in 1864 of Mesainger's strong religlous feeling and

translated some of the plays. Threo plays were included in Keltie's

Horki:of the British Dramatists (1870), and in 18¢8 appeared The Plays

of Philip Vassincer edited by F. Cunningbam. One possible result of the

1. «cf, Chell:l., P h.
2. e.g. A. Symons (ed. ), Philip Massinger, I (1887). xiv.

Ploye and Puritens, 1873, pp. 10-13, 18, Le-7.
4.  Contemporains de Shakespeare, Paris, vii-xii.

b
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new edition seems to be a fresh interest in the more minute details of
the drematist;s biograpkw and playa which springs up in the 1ite_x;ary
Journals of the late nineteenth ceni;ury, where Mhssi:m_;er is the subject
of much inconsequential speculation.’ In 1875 A. V. Ward® suggested
that in the general recognition Mgssinger nad mceived. he had possibly
been over-estimated, but in the same yesr G. B. Smith’ echoed the high
approval of IHallem, S. R. Gardinerl'* in 1876 commented in deté.il on
Massinger's reflection of conten;porary politics, an approach that has
become widespread in modein criti;ziam.s -Tﬁis was followed in 1877 by
one of the most vigor_ous. and frequently quoted eséays on Messinger, by
3ir leslie Stéphen,6 whose comments on the ’convertibility' and ‘'lowered
vitélity‘ of his. characters end his féiluxe to pro;iect himself into his
villains have become a focus for discussion of Massinger's characterisa-
tion. ! Massinger's life and career were investig-atedl in some detail in

1879 by J. ?E'l"xe_lax'l.8 . His growing re'pi.tteition in ¥France is indicated by

1. e.g. the comentary on Ma.qsinge“'s name by J. 8. A. C. (N&gq, X6 .
[1895], L8, -5) and the auLsequent discussion by correspondents.

2. Inglish Dramatic thora.‘mre. IT, 1-36.
3. 'Philip Massinger', NOM, W, 36-614.

4. 'The Political Element in Massinger' New Shakspere Societx
Transactions, 1875-6, pp. 314-30.

5. e.g. B. T. Spencer, The Bondman, 1932, pp. 15-43; J M. Stochholm,
The Great Duke of Florence, e, Baltimore, 1933, pp. lxviii-lxxx.

6. ‘'Masainger', Hours in e Idbrary, IX, 131-63.
7. of., for instence, T. S. Eliot, Selected Essays, 1932, p. 218.

8. (1) ‘'Life of Philip Masainger', (2) 'The Playe of Philip Messinger’,
Ang ia., II, 1'61. . ) !
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the high praise of A Mézldres' in .1881_' and Trévenet® in 1886~7. In
487 P, G, I.":ler-).;J ‘had. applied metrical tests to Hassinger's verse in
order to establish ew.d(.nr-e for authorship, and this approuch was
develaoped by R. Boyle‘*‘ in 1-,}:1@ following decade. Stopford '.Eirooke‘:5 in
1882 expressed a combined vepulsion and admiration at the coarse language
and the presentation of purity inm Massinger's plays, a dual as_pect
frequently commented upon and deve‘lopec‘i more fully by J. R, Lowell6 in
1887, In the samo vear (;eo TEe ‘%aintﬂbuxy7 inaugumtod a fresh and
mi'luent:.al approach by pomtmg out the consmtent atanaarﬂ of
Massinger's work and accusing critics of allowing too little for ‘general
campetence as against momentary excellence.

A new wave of discussion was promotéd by the appearance'in 1887
and 1889 of ﬁm volumes of Massinger's plays selected by Arthur Symons.
(in the Menmaid Series). uyronse saw Massinger in relation to the
decline of the drama, h:s work bcuu, charactermed by a lack of‘ imagi-

4 in an outstanding essey in 1889, def‘lned

nation; and Swinburne,

1. ' Contemporains et ‘successeurs de Shakespeare, Paris, pp. 279-328.
2. eof. Chelli, p. 75. '

3. 'On metrical tests as appl:.ed tc dramatic poetry' Trangsactiona
of the New Shakspere Society, I, PP 1l- 84_ :

4. of. p. 2,
6. The 014 Fnglish Dromatists, ed. 1892, pp. 113-28, . :
7. listory of Elizabethan Ia.teratg_r_g, Pp. 394 =40l The passagelsrzf:r;ei;ﬁ
8. ‘'Mhilip Massinger', Philip Massinger, I (1887), vii-ioxidi.

'Yhilip Masasinger!, Works, od. Sir E. Gosse and ¥. I, Wise, XII,
252-68. The pussage quoted is on p. 288. cof. also the sonnet, 'Philip
Masainger', Works, ed.cit., V, 175; and 'Prologue to A A Very Vomen',
Works, ed.clt., VI 522 :

sl Taterature; . p. 106.

18
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Massinger's claims to honour as 'moral and intellectual' rather than
'imaginative and creative'. Ths 1890's saw a spate of general critical
activity in whioh Massinger was mentioned by meny eriters in varying

degreés of detail: he was discussed by L. Bouchsr,1 D. G. Mitcha11,2

6

) .
J. E. Baker,” W. B. Golden,"* I. B. Choate,” H. Budd,” Bammd Gosse,’

and George Saintsbury. 8

Yo st_ril&hgly new attitude emerges fyom this
-gx‘dﬁp of critics: the general appraisal of Massinger seems to be that
of & Gramatist not of the first rank but at the highest point of &
dramatic. decline, lacking in brilliance and j_maginafion but consistéht
and worlmanllilﬁe, deficient in wit and humour but _di_stinguished by a
geﬁu!.ne earneatness and stréng didactic elément - The charge of immora-
1ity, whioh frquently struggles in the minds of oritlics with praise of

moral stability, emergsed f‘ully in the Dictionary of National Bloggg_gm

(1893). 2. A certain popular interest in Vassinger is suggested by the

reports: -of--dame__.meetin,ga, of the Clifton Shakespere Society devoted to

10

&:Lacussing his work. K. Deig}mton edited A New VWay in 1893, E. H,

Oliphant followed Boyle :Ln analysing Massinger's oharacteriatics as

1. H:i.atoire de la Litvérature Ar laise, Poris, 1890, rP. 177-9

2. Enpglish lends, letters, and dngs, 1890, p_p. 93-5,

3. 'The Plays of Fhilip Massinger', Academy, June 1890, pp. 430-1.

L. A Brief History of the English Drama, 1890, pp. 140-2.

5. TWells of Inglish, 18_92, rp. 204-10.

6. St. Mery's Hall Lectures, Fhiladelphia, 1898, pp. 166-95. |

7. The Jacobean Poets, 1894, pp. 203-16; Modern English Literature,189l,
8

9

cA. Short History of English Idterature, 1898, pp,432-3. - 138
XAXVII, 10~-16. By R. BloyllE. '
10. Academy, June 1891, PP. 591-2; Deec. 1891, p. 566-7, June 1892, p. 596
11. of, p: 2,
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a colla"boratof, and in 1897 &, _K_oéppef published his work on IJassiqger's
sources. - o

The early years of the tv;entiéth century cq;tinueﬁ_the stream of
" comuent in a siniler vein, in the work of R. Garnett and E. Gosse,?

3 - and Saintsbury b In 1903 . J Gourthope stressed

H, J. C. Grierson
more f‘:erly ‘than any pmceding critic the spirlt of’ the early morality

. plays to be f‘ound :l.n Haasinger s work, an exh‘eme view that was to
reappesr in later oriticism. B, C. Mozrisé_wrote'_of' .the over-elaboration
and- self—consdiox_mn_f_ass of__!ﬂassinger‘s plots and styl-t_a; J .- . Jussérand-,
'do;'lﬂermud him £6r escaping from reality into m@tio exti'avagance .

G. Stronach, however, in his edlt.wn of A New Wax (1904) declared its
author a wortl'w rival of ..-lmkespeare and ]en Jonson. Saints'burye

examined Massinger's ver%e and wrote of’ ita '11terarya qu:-.lity

. He Ristine9 saw the development of & new kind of tragi-oomsdy in

1 . Quellen—utudien Zu den Dramen Geor@ : Cuax;-man's, Philip' Massing'er's-
und John Ford's; Strussburg, p. 82 £f., This was followed by a number
of German mnOgraphs in the c,arly tventieth century on the gources of
mdividual plays.

2. _Hlstogz £ English Litr"'ature, 1903, II 31~2,

3. _The First Half of tho Seventeenth Century, 1906, pp. 127-9.
History of English Prosody, 1906, pp. 304-5.

History of Fnglish Poetry, IV, 348-68.°

k.
5. .
f'7o 'On the date and ‘composition of The 014 law', BMLA, XVII (4902),
7.
8.
9.

A literary History of the English People, III.(1909), 424-~8.
History of Englioh Prosody, 1908, pp. 304~5.
Lng;lsh Trgg:.-ﬂomegz 1910, pp. 130~5.
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Masginger's romantioc plays., W. D. Briggs1 stepped aside from the general
drift of oriticis:;: in assessing the inf‘luencé of Jonson on Massinger's
tragedy, end in the name year M. Kerr2 wrote of his relations to Jonson
as a comic c’iramati_st, a relat_ionsm.p f‘:requ_ently' mentioned in earlier
criticism but not to be :I’:m_.ly' explored for several years.3 His relation
to Midﬂleffon' as a writer of realistic comedy was indicated by R. S.

L

Forsythe.” During this period there were a number of new editions. A

New Way was iricluded in Nei_lson's Chicf Elizabethan Dramatists (1911);

four of the plays appeared in 1. A. Sherman's Maaterpieces of the English

Droma (New Ym_Fk, 1913); end J. S. Farmer edited Belisve As You List -
(1907) In 190!'+§ Prolss tran.slate& The Great Duke into Cerman. A A New |
Yiay vas edited by C. B, Wheeler® in 1915. In 1914 B. Natthews wrote a
lively essay on Massinger, severely condemnu;g his coarseness.6 . E.
Soholling! and A. H. Thorndike,® however, adopted whet had by this time
become the traditional attitude, relating his romantic plays closely to
those of Fletcher, but astrongly distinguishing him from the latter by

.

his seriOusnesa an& moral sense,

1. '"The Influence of' Jonson's ”ragedy in the 17th century', _A_r_lﬁlia. '
Xxv (1912), 277-337.

2. '.'L‘he Influence of. DBen Jonson on Eg..igh Go eg;[ New York, 191 25
PP. Ziy: b 2=3.
3. By L.C. Kn:.ghts in Drama end Society in the Age of Jonson, 1936

4. The Relations of Shirxley's plays to the Eliza.bethan Drama, 1914,

5. Bix Plays by Contemperaries of Shakespears (World's Classics) PP 5-6.
6. Representat lva English Comedies, ed. Gayley, ILI, 303-20.

7. 1ish Drama, 1911.., pp. 196-201; Elizabethan Playwrighta, 1925,
"PP- 25'2 ~9.

8. Tragedy, New York, 1908, rp. 21 9—26 gglish Comedy, New York, 1929,
PP' 231!—'3!)-0
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~ In 1920 appéama the first full-length stﬁay of the drematist,
Fhilip Malasaingg- r by A. H. Omﬁcshank Cruifcshankh put forward no very

now attitude, but considered the dramatist at grenter lemgth than any
prévious writer. He éfaisc_ad M_ass:inger'.s plotting, his 'Bf.u:ﬂy morelity',
and fluent style: Massinger is 'sober, well balanced, dignified, and
lucid', and 'is the most Greck of his generaiion'. Cruﬁcsharﬂs'a
entlusiasm for Massinger was not, however, v;fxolly.ahared by his .reviewers,
and like Gifford he was sémetime.s' accused of having a little overrated
his subject.! His invést:i_;_ga.ti_on of Masainger's borrowingts ffrom' Shakes-

_ peai‘e was taken.up and developed by T. S. Eliot in the 'same year in an
essay” which remains the most interesting piece of general crit:lqism on
the dramaﬁs‘t. He acufely diagrosed the 'cerebral ansemia' of Massinger's
- style, and showed ﬁassmer's trans_itiqnal pogition, disolated 'from both
the Elizabethan and the later Céroline mind'. His dismissal of
Massingcr 8 tragedies perhaps need.. moc'llf:.cnt:xon, but his comments on

A New ng and The bmmadam, pmsenting Masainger as a great wxiter of

gsombre comedy in lir_ae with Marlowe and Jonson, at last allowed these
plays thelr real value. In 1923 there followed M. Chelli's le Drame de
lassinger, a book already completed at its author's death in 1911;,3 This

ds an exhaustive study of the plays from various aspects, on a much

1. e.g. Durham University Journal, XXIT (1920), 207.
2. - '"Philip Maesinger', reprinted in Selected Essaxrz, 1932, pp. 205-20.

3. - This was followed by the supplementary study, Btudes sur la
collaboration de Maspinger uvec Fletcher et son jroupe, Poris, 1926
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laz'gef 'aca'lé then Cruikshenk’s book, but Chelli's analyti'c' method tends
to hinder an appreciation of the plays as individual works of art.
Chelli's chief' tribute.t;) Messinger is his 'cohérence', a structural
order and unity 'a .la fois technique et philosophique'; and Massinger,

'1a f‘ig,uré '.la 131ﬁs honor_a‘bie de la décaﬂex_xce dramatigue', is distinguished
From his contemporéries by his intellectual calm and the moral and

religious conviotions implicit in ms work.! In 1927 appeared yot

another full length work, H. J. Makkink's Fhilip Massivger and John -
Fletcher - A Comp érié;a'n (Rotterdam). Makkink minutely catalogués %;_11u-.
trations of dramatic and pereon'al characteristics from the .pl-.ays of both
drematists, in an atiempt to provide a basis fon distinguishing their
work in the collnborat ions. Much of the information ci-ted ié 'i:rifling,

. sometimes to the point of absurdity, but at-least the book teatifies to
an aamiratic}n: of Massinger. In 1921 Bammnd Gosse® could still speak of
Iﬁaseiﬁper'-s neglect in 'céorﬁpérison with the fate -of his felloi_vs, but

¥, Arcber> in 1923 wished thab Werburton's c,ook

‘had fod her fire with the works of almost any of his
contemporaries rather than with his.'

. The decade ended, however, a littl_e less auspiciously with H. W. Garrod'sl’

1. ‘.. Massinger possesses an a dramatist those Qualitiea of sobriety,
order, and rhetorical declamation which we should e:q..ect e Frenchman to
admire' (TLS, 1924, P. 334).

2. 'Thilip Massinger', Books on_the Tah'ta, pp. 149-54. The puassage
" referred to is on p. 149.

3. The 014 Drama and the New, pp. 102-—9. The passage quoted is on p.109.

g 'I»Iaqsi:xger' The Profesqion of Poetrv, PP. 225-9. The pessage
quoted is on p. 234. , _
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forthright essay in 1_929': his overall judg&lent ‘'was that
| '‘Massinger is the greatest of dramatic hacks.'
Eiowe've;, Massinger's reputation maintained its height during the
1930's in the comments of J. W. ¥ackail] and R. P, Pattefson,z and the
.nﬁcil discussed question of his 'decacler;ce' received favou}:-able treatment

‘from B, Legouis and L. Cazamian® and Oliver Elton.*

In 1933 the politi-
cal and philogophical aspects of the plays and their roots in classical
.tho-ught were explored with great thnﬁou'grmess by B. T. Spencer.’ A
fresh approﬁch waa mnﬁa b& J .. Iicsﬂanavmy,'é vio, in relai:ing the stage-
l:rlatbx‘jr ana 'influencc-:" of Massinger's plays during the Resltorati;an, |
-.inéicate& certain ‘-fcatureu-that relate them to the pre.vailing attitudes

of that period. Another view of the comedies wes presented by L. C.

Knights, / who, by relating A New Vay and The Clty Madam to contemporary
‘social and economicl'l conditions and showing them to pka-zr.jtake of Jonson's
comic visidﬁ, deveiopga the line of thought initiated by Elio'l;8 and
fevealed' a new _significanca in the plays. - The effect on his plays of

voyages and books of travel was demonstrated by 8. C. Ghem9 and

1. The fpproach to Shakespenre, 1930, pp. 136-7.
2. Bix Centuries of Emglish Literaturs, 1933, II, 315-6.

.. Histoire ae la littérature anglalse, Paris, 1933, pp. 491-8.

. The Enplish Muse, 1933, p. 19%.

3

4

5. 'Philip Massinger', Seventeenth Century Studies, ed. R. Shafer,Cincinr{ati,
pp. 3-122. .

6
7
8
9

. 'Philip Massinger and the Restoration Drama', BLH (1934), 276~304.

. Drama and Society in the Age of Jonson, 1936, pp. 270 —300.
. ~af. p. 165. _ o
- The Crescent and the Rose, 1937, pp. 532-6.
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R. R. Cemvle.*;sr.fI E 'Gol'byz ‘made the usual comments on Massinger's woral
attitude, G. Bradford:' more guardedly wrote of his frigid plety; but
. C; Brac'ibi:ook,l" unusﬁal among, critics of Massinger, assoclated him
with Fletcher in a lack of serious morality, a blurring of good und evil.
In 1939 appoared R; H. Ball's The Amazing Carcer of Sir Giles Ovexieach,

which, by its imnensely dotailed and copiously illustrated account of
| the verious stage pmséxtatiom of_ A New Vay, has given considerable
~ insight int'o “the interpretatioﬁ of thé play over the .centuries. At a
olimactic moment in 1940 an anonymous artiole wes published in the
Times Idterary Supp le.qx__egi_:_ﬁ to commemorate the tementénazy of Massinger's
death: the wri‘t;er, however, seems to havs been unaffected by the body
of sound and serious criticism that had emerged dxir_i-ng the past twenty
yaars, and .‘)udged Masainger's chief qualities to be those of & provider
of" f.i.lm scenarios. The superficiaiity of this attitude wes, however,
exposed by C. Leech,6 and Massinger r_e_a-i_ns-tated es 'the inheritor of
Jonson's and Cha]:man 8 mésoﬁline'outlbok' _

The ﬂood of critloism in the 1920'5 and 1930's was accompanied by

severa.l new edltmns of individual plays. In England A New Wax was

Believe As You Lisk by C.J. Sisson for the Malene Society Reprints in 1927,
edited by A. H. Oz'uJTF:.s}mnk in 1926 and The Parliament of lLove by

1. The Voyacers and blu.ahethan Drama, 1938, pp. 295, 302, 3039 357-9,
5045,

2.  English Catholic Poets, 1936, pp. 161-7.

5 Eli r@bc—r‘.:}mu" Ylomen, Cambridge, Yass., 1936, PE-. 160-70.

. Themes and Conventions of Eligabethen n Tragedy, 1955. Pp. 72-h-
. 'PhilJ.p Mass:.ngex" 'I'IB 1940, pp. 1345140,

. 118, 1940, p. W47.

o v



169

K: M. Lea in 1928, In America there app'eared a muber of critical
editions, thoroﬁéhly investigating the sources and stage-hlstory of the
plays as well as making some critical judgnent. Some of these were

preparcd at Princeton University, where there seems to have been a sus-

tained interest in Massinger studics: The Romen Actor was edited by

W. L. Sandidge in 1929, The Bondman by B. T. Spencer and The Umnnatural

Combat by R. S. Telfer in 1932, The City-Madem by R. Kirk in 1934. The

~series of American editions also includea"l‘lf_xe Duke of Vilan by T. W.

Baldwin in 1918, The Maid of Homour by E. A. W. Bryne in 1927, and The
Great Duke of’ Florence by J. M. Stochholm in 1933. In 1933 Chelli's

translation &8 Fille ﬂ'itonneur vms published. During this period there

also began to emerge a considerable body of scholarship epart from purely
literary criticiam which ha.a continued to the present day. Thexre have
been many bibliographical notes and stud:.es » especially by A, K.
PﬁcIlwrai"l:h“ and ¥W. W. Greg, and Jnézw eseays on the sources of individual
pla&s.z _ | o .

Since the tercentenary tribufe in 1940 éfiticism on Massinger has

been suxi:__risingly sparse. In 1945 F. 5. Boeiaj wrote favourably of him,

1. Mcllwraith has made other noticeable contributions to Masainger
scholarship: cf. especially, 'Did Massinger revise The mrpe;gr of the
East?' RES, IV (1929), 36-42; 'On the date of A New Way to Pay 0ld Debts',
MR, XAVITI (1935). 1431°8.

2. cf, espeomlly, C. Stratton, 'The Cencl Story in Literature and Fact'
Studies in English Drama, -ed. A. Gaw, 1917, II, 136-43; A. Steiner,
'Massinger's The Picture, Bandello and Mungary', MIN, XIVI (1931), 401-3;
W. G. Rice, '"The sources of Massinger's The Renegado’ R, XI (1932),
65-75; R. H. Ball, 'Sir Giles Mompesson and . Sir Giles Overreach', Parrott
Presentation Volume, 1935, pp. 277-87; J. E. Gray, '"The Source of the
Ewpergr of the Fast®, RE3, I (1950), 126-35; P. G, Phialas, 'The sources
Massinger's. '@emu;_gf the East, FMLA, IXV (1950), 473-82,

3. Stuart Drama, pp. 304-30.
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stressing the wide range and variety oi‘ his work He was labelled ‘a

problem playwright® in 191,8 by Stephen Williams,  who writes of him with

uneasiness. A New Way was edited in 1949 by Y. St. Clare Byrne, who

sumparised the play as 'high—clasis melodrama’ ,2 and ¥asginger was treated
- : _

no nore ser:'.oualy' in 195” by Peter Quennell,” who conmeﬂ:ted,

'His sense of drama clung to the surface of life,xarely
involving iteelf in profound emotional issues.'

However, in the same year D. I. Em'ifrhtl" developed and refuted points
in Eliot's easa,,r in a penetrating d.iscussion of Massinger as a satir:.st,
comparing h.lm with Jonson: - '
‘Jonson wrote poetic satire, Massihger wrote satire in verse. '

The most recent contribution is af‘Lsﬁ_ one of the ﬁxo:_at corigiderable .:l.n .
sié.e, T. A. Dunn"a ;H}_j._]_.ig Massinger, published in_ 1957. This is a iong
end. very _thox“ov.igh study of . the plays from various anéles, including a
'de‘tailed biography of ﬁaesinger, but, Llike ciaelli's, 1t suffers from too
'schematiséa an api)mach. Dunn, while stressing Mass:mger s essential
skill as a master of thc stage, has equally stressed hils predominating

morael and didactic outlook end shovn how'that interferes with plotting

1.  Redio Times, 001:.4_5_, 1948; p. 6. -
20 Pl 12-

3. 'Philip Massinger' The Sinpular Preference, pp. 37-43. The passage
quoted is on p. 39.

L. 'Poetic Satire and Batire in verse: a consideration of Jonson and
Massinger®, Scrutiny, XVIIT (4952), 211-23. The'passage quoted is on

P. 223.
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and cmfaoteri.sétion. Dunn does not seem to share the enthusiasm which

c:ru'iﬁcslmnk and Chelli .felt for Messinger, and his final assesasment is

thé.t | - |
'Massinger . . . is not a poe‘c. .+ . His ideas are prose-
concepts. '

A new edition of Massinger, begun by A. K. McIlwreith end to be completed
by Philip W. Edwards, is to Ilmbliahed by the Clarendon Px'é.ss. |
| Dunn'sa éomfnent on Massinger's lack of poetry ralses one of the most
| important issues in any discussion of Massinger, as it directly challenges

" his claim to be.a poetic dramatist. The prosiness of his verse is a
freggent "b'qpic among modern critlos in particular; J. Middleton Murry;
' provides perhaps the most extreme example: .

'His blank veifae is nearer to the noﬁ_of plain, lucid prose

than any actual prose written in his time. . . ., Obviously

- Massingex. would have been happiler, had he been freed from

the o'ngatmn of cutting his prose up into lines.' 12
But this is to ignore the individual flavour of Massinger!s” m, the
subtle weld.:lng of a loose but formal utterance to the blank verse line,

- which, though it is closeuto the rh;v’l';ﬁns of'convex;:aation', is nevertheless
- ultimately differentiated from 1Jro§e. The extract qﬁoted by Murry as an ‘
example of ‘excellent prose' includes the following i:éssagé: |

. | 'T once observed,

In 2 tregedy of ours, in which a murder
Was acted to the life, a gullty heerer,

. 1. Hdd., p. 266. Dunn's appreisal of Masainger has not on the whole
been favourably received: of. feviews by J. I. M. S., The New Statesman,

Jan241958, end R. A, Foakes, English, XII (Spring 1958), mo. .67,

PP- 20"1-

2. The Problem of Style, 1922, p.56.
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Forced by the tomr of a wounded conscience,

To make discovery of that which torture

Could not wring from him. Nor can i‘L appear

Like an impossibility, but that _

Your father, looking on o covetous man

. Preaented on the stage, as in a mirror,

Hay 529 h].s own ded‘o;mity, and loath it.'

' (The Roman Actor, II,1) .
These lines lack the terseness and :I.maginativa vitality of the passage
in Hemlet \Ii[, 11) which they obviously echo; but, when articulated with
the degrec of f’omality :urpowd by Massj.ngt::r s stage, they are unmise—
talcably verse. The cmnulatzve santence stmctux'e may be paralleled in
orator.n.cal prosé, but the um.t ‘upon which thr- nassage is bu:. 1t, the basioc
rhythn .ano. balance, arc those of the blank verse) ,.r{\’. JMurry says of .
.Ma.samgar 8 verse in general- o

_ 'It must have been delivex"ed quite conirersationally, for to
:unpose a ‘blanlf verse rlxvtl'm upon it would be monatrour-; R K

But there is no uuestmn of -unposing a rhythm on the line of a drematist
.renowned for the flowing texture oi' his verse: Cole‘ridge observed with
gre,atcr Justice: - -
. "Read him aright, and ineasure by t:ii'ne; not sy].lablés, and _

no lines can be more legitimate, none in which the substi- -

tution of equi-pollent feet, and the modification by

emphasis, are managed with such exquisite Judgment. 12
Dunn has commented on 'the unsultability of ma.asinger ] st;rle for the
stage' 3 a surprising Jjudgment on a dramatist of this period:

'If a periodic and involvcd atyle is generally unsuitable

. Abid., p.56. .
. 'Lecturc VII', 1818, ed.cit., p. i?
. Pp. 222,

K D -
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" for dramatic dimlogue, it is made still more so when coupled
with a blank verase that has too much froedom and too little
diseipline. !
But the faults that Dunnh finds are the very featurcs that are brought to
life by the spokén voice:
'Ifﬁassin;;ex'_ is read in the full, deep, dignified, controlled
style of the orator, each part falls into its place and the
period is natural; if not, he is a "howling wilderness" of
dependent clauses and parenthetical staterent.'2
The rhetorical nature of Massinger's utterance ls in fact the basis
of his drama: it is a guality which shapes his thought and dramatic
construction as well as his verse. Comparison with Shakespeare can only
‘preJudice appreciation, and this is perhaps the root of Dunn's discon-
'I;errta3 Massinger's sims and method are distinotly different from those
of Shakespeare. The whole nature of his thinking 1a that of a debater
and orator, and@ the shape of his drama is dominated by the desire for
the fine speech. This rhetorical tendency makes questionable the
freyuent assertions that Massinger would have been more at.home in the
novel. than in the drema, It is true that there is a certain '1literary’
- quality about his work:
'Wot only dves the character inform us of -hié or her own
symptoms, but we are likely to have our attention called to

them by the comments of othexr characters, informing us of
what we are supposed to be observing for ourselves. '

1. p. 236 2. 7. W. Baldwin @d.), The Duke of Milen,1918,nll.
3. of. his detailed comparison of Massinger and Shakespeare, pp.238-46.,
4i Baldwin, op.cit., p. 38. For a different illustration of this
tendency, of the M5 of Believe As You List st the British Museum (B.M.
Egartnn_2828), where HMassinger's atage-dlrections have been revised as

. containing more information than is relevant to stage production. The Fuif
MS version was- priated by the Malone ' Society, 1927,
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_Eut Massinger wrote his speechwes to be deélaimer', end it 1s the force
of - the spoken word that gives his plays 1if§= although his verse drops
at its worst into e atilted flatnesz, his best scenr-,;a and-r:assages are
animated by a formal rhetorical poetry, whether it be manifested in the
grave, if relaxed, dignity of The Romén Actor, the elightly biwsted
vigour of A New Uay or The City-Madsm, or the faintly cumbereome grace

of The Great Duke.

. Massinger's rhetdrir.: embodies a thoughti"u.l » questioning mind, alive
to the social and politicé.l problems of his time, secltng to assert the
traditionsl religious and moral at'ande..rds wlﬁch had become blurred in
dOntmxpoz"ary drama, As has frequently been observed, his earnestness .
differentiates him from his contemporaries, in fact to some extent he
: -oc§u1>iés an isolated .pésiti6n£ |

'‘Hig ways of thinking end feeling isolate him from both the

Eligabethan and the later Caroline mind. He might almost

have teen a great realist; he is killed by conventions which
- werc suitable for the preceaing, literary generation, but

not for hJ.s. '

As v tragic writer he has some effinity with Chapman, and both in tragedy
and c&medy he folloﬁs in anson 8 footsteps; and his own perxsonahty gave
him an individual view of sin, suffering.and injustice, and the necessify
for repontance and endurance, But, a collaborator and follower of .
Fletcher, he wes frequently ob]._iged to compronﬁ.se, to ﬁeld to the _
prevailing romantic mode, and this results in a certain sense of ﬁneasi-'-

ness and disintegration in h'ls work. Eliot's final assesament is severe:

t. 7. 5..Ellot, 'Philip Massinger » 1920, Selected Espeys, 1932, p. 220.
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. '"Had Uassinger been a greater man, a man of more intellectual
courage, the current of linglish literature immediately after
him might have teken a different course.'’ '

- But this very severity fmplies a just assessment of lMassingsr as a major

figare in the ecarly ceventeenth century drama, a:writer of some indivi-
duelity, infusing o new spirit into current trends, Tut lacking the

assurance to maintoin on ihdependent stond,

1. ibid., p. 220.



(1) The Plays of Philip Massinger (including Iost Plays)

In the following lista the dates are from The Jagobean and
Carol ine Sggg by G. E. Bentley, vols, III, V.

a) Inﬂeg‘ e-naent le' 5

Ale:d.us. or The Chaste I.over [Gallantl (1639) (Loat)

: Antonio and Vallia Vallia 9 (Lost)
The Bashful lover Lover (1636 or 1637)
Believe As Xc You List (1631)

‘The Bondman (1623)
- The c*u;x I-Ionest Man_ K (Lost).
' Tho City Madem (16322)

- Cleender (165.4.) poqsibly identical with The Lovers' mess - (see L
‘ , : (b low

: The Dule of Muan (1621 -»2)

The mg‘ ror of the East (1630/1)
The Pedr nchoress of Pausilippo [or The Prisoner?] (1639/40) (I.ost) _

- Fagt and \’Jelcome ?° (Lost)

_The Forced. Iady (>16M) " (Lost)

The Great Duke. of. Flox Florence (1627?)

, '.'_The Gunrdian (1633)

" The Honour of. Women (1628) (Ioet) _ :
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The Ttallan Niggt-Piece [Magaue] 7 (lost)
he Judge (1627) (Lost)

The King and the Subject (1638) (Lost)

The Maid of Honour (c.16217)

' Minerva's Sacrifice (1629) (lost)

A New Vay to Pay 01d Debts (1621 or 1622?)

The Orator [or The Noble _phéige?] (163/5) (lLost)
' The Painter 7 (Lost)

The Parlim@t of love (1624)

Philengo end Hypollita ? (Lost)
" The Picture (1629)

The Prisoher{s] ? (lost) -

The Reneprado, or The Gentleman of Venice (1624)

The Roman Actor (1626)

The Secretary (Lost?)

The Tyrant ? (Lost)

The Unfortunate Plety (1631) (Lost)

The Unnatural Combat (1621-57)

A Very Woman, or The Prince of Tarent (? - rovised 163L)
The Woman's Plot (> 1621) (Lost)

(b) Collaborations

(Ascriptions given below are those indicated as probable by Bentley.)
The Custom of the Country (¢.1619-20), with John Fletcher
The Fatal Domry (1616-19), with Nathan Field o

The Jewiller of Amsterdam (1616-17), with John Fletcher and Nathan
Field (Lost)
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The Idttle French Lawyer (1619-23), with John Fletoher
The lovers' Progress, by John Fletcher (1623), revised by Maeasinger (1624)
The 01d Lew ? with Thomas Middleton and Semuel Rowley'

The Vivein-Martyr (16207), with Thomss Dekker -
SicJohn_van Olden Barnavelt (1019), withh Johmr Flercher

Mansinger's hand haes also beon traced in the following plays in the

Beaunont and Fletcher. folios:1

Beggars Bush (>46722) -

The Double Morriage (c. 1621)
The Elder Brother (1625%) |
The False One (0. 1620) -

The Enight of Malta (1616-18)
Imre 8 Cure (?)

| w& (1522) .
The Queen of Corinth (1616-17) _;

Rollo, Duke of Noz_'-xixangx[ (1617
The Sea Voyee (1622)

The Spanish Curate (1622)

(2) Critical and Other Writinms referred to in_ the Thesig

ARCHER, W., Theé 014 Drama and the New, 1923.
BAKER, D. E., Blographia Dramatica,. 1782.

1. _of. Bentley, ITI, 312-18, 329-32, 332-6; 30-2, 351k, 336, 3-T:

401-7, b11-h, K15-7, 417-21, 398-4L00
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