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" Chapter I.
The Question At Hand
In the Senecan Tradltlon, horror is underLlned Thomas Kyd*s play,

The Spanlsh Tragedv, is deflnltely of that tradltlon, but hls technlque of

.'allow1ng the characters wlthln the play to expound (sometlmes at 1ength)
on thelr own leght emotlons and grlef are typlcal of the Shakespearean :
‘hge.  We flnd Kyd somewhere between the two tradltlons To. show that

The Snenlsh Tragedy stands as one. of the foremost pleces of dramatlc llt_

erature prlor to that of Shakespeare's is the purpose of thls essay.: Inl‘
demonstratlng thls,~1t is hoped that the reader will galn not only a bettes
'appreclatlon of the text itself, but also of ShakeSpeare's works and the
| works of Kyd's contemporarles.' Meny of the technlques that Kyd employed

in The Spanlsh Tragedy'were applled to other Works, both -of hls contempo_

'rarles and of those after hlm, almost to the p01nt of plaglarlsm, as w1L1
be showm later 1n thls paper., | ' |

The starting polnt for thls research is the play 1tseLf an edltlon ;
(based on, the Quarto of 1602 edltlon) by Charles T Prouty, first copyrlgh%' )
ed in 1951 For research purposes, five sectlons of the play (340 llnes)
whlch have been ascrlbed to Ben Jonson, have been separated and annlhlLetec
The reason for. ch0031ng thls edltlon 1nstead of one, of the other eleven -
' edltlons1 is pragmatlc. This, edltlon is con51dered of the surv1v1ng eél;

“.,tlons, one of the best and most ea51Ly avallable, and one which is easy to

work w1th
Secondary sources are not S0 succmnctly clted Meny different types‘
of books have been consulted for thls research By and Large, Alfred Har~'

bage, E K. “Chambers, and Emlle Legouls and Louls Cazamlan are my maln




secondary cources, each sourece concentratihg malnly on‘éhakeSpearean Drama
or Ellzabethan Ways, w1th sllght references to Thomas Kyd o~ The Spanish
Tragedx ThlS research has taken a lot of plecing together and tearlng -
'aparh | Nowhere could a maln ‘source be found where all the answers were
.readlLy avallable.. That is why a clarlflcatlon of the 1lst of secondary
isourceswls necessar&r Every source 115ted has glven 1n51ght in. one- way
‘or«another .Each has been an 1ntegral part of thls paper, whether through
dlrect reference and quotatlon, or through the process of formulatlng an
'approach » ‘ ‘ » |
Thls researchﬁls ilmlted by the 1nformat10n avallable teday, ‘and by
the confllctlng accounts of the hlstory of Thomas Kyd and his Spanlsh
’Tragedz There are vast amounts of books wrltten on. ShakeSpearean Drama,'
Tudor Drama, Medleval Staged Drama and the llke. In-these there are few

actual references to The Spanlsh Tragedy or Kyd Jbut many to the age sur-

roundlng the wrltlng of thus play and the demands the author had to meet :
Here also, is where the llmltatlons can be found In the follow1ng
chapters, it Wlll be shown that 1t Was, through the genlus of Thomas Kyd
and hlS 1nnovat1ve approach to drama, that the stage changed drastlcaLly.

To show that The Spanlsh Tragedy was a startlng polnt at- whlch many ‘

ShakeSpearean plots orlglnated and the 1mpu151ve beglnnlng of a new wave
of staged reallsm culmlnated is another purpose of this paper. It w111 ‘

be shown that

- the 1nterest in Kyd's work takes 1ts place Co
in the. deveLopment of English: tragedy by re- - .
vealing new p0551b111t1es and offering a model -
in technique ., . . in .construction, in the
manipulatign of plot; and in thé effective .
‘situation, AR - ] i

. . . . T
¥

'.’2'?' b\




Overall, the purpose_qfvthis paper, along with’shoﬁingAthe imporf of The
Spanish Tragedy, isvts.show~that Thomas Kyd roused the interest:of‘ﬁhe A
5 .

audlence and demanded mental audlence part1c1pat10n, In simplest'tsrﬁs,
Thomas Kyd had a talent for provokmng thought and demandlng that. thought‘
to be. emotlvely transmltted from the stage outward

To get at the. questlon, Thomas Kyd made The Spanlsh Tragedv the'

most pOpular play of its day. What are the most-lmportant contrlbutors '
to this popularlty? To. adequately handle thls questlon, it will. be
necessary, flrst to understand the baukground of Thomas Kyd, and the
.1nfluences “under whlch he wrote his play. Secondly, 1t w1LL be necessary
to grasp the effects of the early theatres, thelr setbacks, assets and
the types of performances most 1n demand Thls background 1nformat10n
‘and descrlptlons of early theatres will glve a better ba51s for analyz_

ing The Spanlsh Tragedy, 1tself In thls ana1y31s it wlll be necessary

to look at the main ploys of Kyd and thelr effscts. In dalng S0, 1nev1tab.

,,.

ly a better understandlng of the pOpularlty and the reasons for that pOp-

ularlty are acqulred




“Chapter II
| The Gentus of Kyd
There is very l1ttle known about the llfe of Thomas Kyd, and what is’

>known is a b1t sketchy.- He was born the son of a scr1vener, 1n 1558 Al;
' though found to be a. very promlslng student at the Merchant Tallors School
Kyd d1d not go on to a. unlver51ty -as hls father had hoped In his class
at Merchant Tallors School though he d1d count deund Spenser as one of
hls.classmates.~ But Spenser's style d1d not 1nfluence Kyd although both
were qu1te glfted llteradly.' Spenser's style, beautlful, poetlc, and en-
11ghten1ng, showed hlS mastery Yof the language whose 'numbers flow as .
|| fast -as. 5pr1ng doth rlse '"1 Kyd was not an extremely poetlc dramatlst° _
”:AHls genlus lay in hls 1nst1nct for effectlve i__,k‘"
. "theatre, for the compllcatlons of 1ntr1gue ‘
e plottlng, and for grim verbal and dramatic~

ironies, : Time could not wither his most ef-’

féctive -dramatic ideas, which survived almost

fifty gears of cont1nuous employment on. the
stage. , 3

1' Medleval tragedy demanded llttle from the playwrlte. Usually there T
was ‘a rise to the h1gh 11fe or a fall from 1t 3 and the playwrltes gen-
||erally wrote w1th1n the guldellnes set by Arlstotellan drama : In medleval
tragedy, the greatest source of v1rtue was reason and by employing-a ’
sense. of reason in- drama the playwrltes could glVe the1r characters "the |
power for the moderatlon and 1ntel11gent use of the lower facultles "4
Along w1th the employment of reason, the medleval playwrlte would general_.-
ly turn the actlon around _reverse the plot in any number of adverse ways,
(1 e.."plagues and dlseases, bereavement legal condemnatlon, murder, and

.sudden death"5) . This ploy, too, was of the Arlstotellan School of Drama
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B contented revengers crylng out agalnst the false appearances of Tife,t™

Using Senecan pLoys, Thomas Kyd followed partlally the medleval traglc
guldellnes, but in hlS reallsolc endeavors, 1nst1tuted new guldellnes,' “
) hlS own guldellnes, Whlch became part of the Ellzabethan way.. Kyd made‘

his drama become allve for hls audlences and captlvated them for years,

‘Thls, and the success of the flgures of the . revenger and malcontent

caused The Spanlsh Tragedv to be "rlfled by dramatlsts hoplng to explolt
or rlval 1ts success,"6 | o

Looklng back we can say that 1n ‘the 1ater parts of the Ellza_
bethan . Age traglc drama wWas most progressmve because of the great inter~ -
est and emph331s on poetry and the prof9551ona1 theatre.' Wé can also
say that Thomas Kyd was re3p0n51b1e for pLantlng that ’progr9831ve’ seed
,By reworklng Seaecan pLot dev1ces and meetlng audlence demands, Kyd em. -
‘,bodled a 'new school of drama. Thls new school, 'pedestrlan verse' (as
opposed to the school of 'poetlc SpLendor' oi‘the 1ater El&zabethan Age)
1nsp1red the 1mag1natlon of 1ate:;wr1ters.? ShakesPeare plcked up many.
ofAKydts ideas and'ékpdunded ﬁpoh-thom.or at 1east dressed them up in a
more.iopfossife vorSé' ' -
- Also, well- past ShakesPeare, into the Jacobean Age of theatre,

||we can flnd "revenges accompllshed in deadly masques; and we hear mal-

8

- |las we flnd Lorenzo crylng out in. The Spanlsh Tragedy; Th;s~w1ll'be shown

later in. thls essay. ’

Overall Thomas Kyd accompllshed in The, Spanlsh Tragedy effects

that had ‘never been accompllshed before and dreW'a crowd to the theatres,

a .crowd that was never regained untlL Shakespeare 311 this was accomp-
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lished in-a fairiy'simple and"popular way;_?Kyd employed the.language
of his day:: o |
o The d1alogue of hls stately wrltten tragedy
is more -human dand probable than anything.

which had gone before, or was be1ng_done_by

-Marlowe. ' :
-In order to 1mpress the theatre_g01ng pub11c, though he’ 1ncluded a’
few h1gh1y 1mpress1ve passages, and w1thout know1ng 1t, set a precedent
-for playwrltes to come, "In the 1mpress1ve sollloqules, Kyd 1ntroduced
the questlon of aud1ence demand and reSponse, and the questlon of actlon 4
on the stage, 1ts poss1b111t1es, appearances and effects H1s "glfted .
’sense of the. theatr1cal" led h1m to create an utterly new: type of Dlay 104

~Vlew1ng The Spanlsh Tragedy today, the theatre_goer would have llttle

-d1ff1culty follow1ng the verse, because the Language has not changed
con81derably. Even 1n the aspect of pronounclatlon, the audlence would
have 11ttle dlfflculty f1gur1ng the dlfference 1n 1nflect10n . :
\ ' There has been.llttle research'done.spec1f1cally on The Spanish f
Tragedy, p0551b1y because it became popular Just prlor to the Shake_
spearean Era. Also, many people conslder Shakespeare to be the or1- A
ginator:of the Revenge play;..Even those.who_do not make.thls falsec‘

'ciaim and gofback.beyond Shakespeare,Jconcentrate more on Marlowe's-

.Tamburlaine~than‘Kydfs';panlsh Tragedy, because of Tamburlalne's novel

approach to tradltlonal morallty 1

But, "The Spanlsh Tragedy held the boards for a generatlon and

was kept up to d.ate.,"12 Although we have no deflnlte ev1dence in ac-

knowledglng the exact date that Thomas Kyd wrote the play, we do know -

when 1t was performed In 1592, 1t was performed 51xteen t1mes at the‘.
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: Rose Theatre by Lord'strange's Men,iﬁcaﬁd‘was‘récbrdedfto'héveﬁrun‘-
thirteen tlmes by The Admlral's Men 1n 1597 It was run a number of -
15

‘Hother times between these two magor show1ngs, : under many dlfferent
tltles. Henslowe, the manager of the Rose Theatre, 1lsts these tltles

of The Spanish Tragedy in his dlary,

< .spanes comodye donne oracoe
' the comodey of doneoracio
“Jeronymo (varlous Spelllngs)
doneoracio
. the comcdey of Jeron
‘The COmodey Jeronymo

Thus, there is 11tt1e doubt that The Spanlsh Tragedy was well recelved ,

durlng 1ts flrst years.

Also, its p0pular1ty is evldenced in the number of revisions it

- underwent the original, whlch 1s lost to our day, the edltlons of 1592,

1594, 1599, and then the Quarto of 1602 "newly corrected amended and::

enlarged " ?’ Thls edlt:l.on vas reprlnted in 1603, 1611 1615, 1618, 1623,

3 and 1633 Thcse edltlons after the 1599 edltlon, the Quarto edltlons, aze

the ones Wlth the nassages attrlbuted to Ben Jonson "Only one other

' play, thedorus, had a more exten31ve hlstory of pr1nt1ng."18A




Chapter iII
London Theatres in the Late Slxteenth Century
At the outset, commerc1a1 theatres began w1th severe handlcaps
’Most of the areas Whlch were chosen as, 51tes for the theatre houses were
recreatlonal areas, formerly reserved for archery, cockflghtlng and other
athletlc fest1v1t1es.1. They were 31tes that most bu51nessee Would not
'con81der because of the vast flelds that had to be crossed to get to
“them. In the surmer months the theatre would engoy good31zed audlences,_
but 1n the wmnter months and early Sprlng, the long: trek across the
“publlc parks deterred many would-be patrons VEven:efter the First 0
theatres_had establlshed themselves ( The Theatre! and~;The Qurtein?)f
they engoyed a turbulent ex1stence. The city eouneils obehorediﬁch-
Southwark and London would Sponsor many dlfferent plays, those performed
in Engllsh as well as those performed in Latin. The 01ty fathers had
the’ flnal say as to what could and could not be produced Mbst generally,
amateur companles and playwrltes ‘were hlred before profe381onals, and
were engoyed more by the publlc for thelr slmp11c1ty 1n style.z
i Even though 1ts ex1stence was shaky, tbe theatre of thls tlme dld
enjoy a varlety of productlons end players. Harbage descrlbes three
basic div131ens of the theatre groups.3 Flrst, there were the romantlc
‘and hlstorlcal narratlves, mostly by renowned playwrltes.‘ These were
performed by professional companles of adult men These performances -
were technlcaLly Speetacles, because of the.preclslons bullt into the
lays, Secondly, there was the group that performed more cLa551cal than'
historlcal pleces,. more comlcal than treglcal in stock. These were ’

performed by non-profe581onal companles of boys, were well accepted by

8-




theAtheatre-golng pubilc, and often 1nc1uded mu51c. finally; é;’I‘he"Got.lrt
Masque! engoyed some attentmon. Slmllar to the ballet today, these pleces
of drama were more dance than Speotacle and ranged from mythlcal subgect {
-Vmatter to the cla531caL Most)often, the court masque was wrltten to
be performed for a Speclalhoccas1on or a spe01al audlence, therefore the
general publlc d1d not often have the opportunlty to-’ engoy these A
| Con51stent1y, playwrltes wrote for the first group It seemST'

that’ when George Peele ThomastKyd Robert Greene and Chrlstopher Marlowe'
began to produce, the theatre 1n England began to stablllze, possmbly beL.
"cause of the substantmal and excellent mater1a1 comlng from the flrst H
group. Even though the theatre was stablllzlng, all playwrltes of thls
‘Ztlme had to be con51derably oon501ous of thelr works because "for decadeei
the clty fathers had sought to suppress all theatrlcal performances ut

In trylng to please the clty fathers, the playwrltes were obllged
to follow a certaln set of guldellnes. Onesof theee gu;dellpes was‘
adaptablllty' . ALl successful'plays of this‘period had to bé easily
adapted to three dlfferent modes.5 Flrst ‘a playwrlte had to take 1nto ‘ 
con51deratlon his place of performence For the general publlc, the play_
write had to accept the fact that his play Would be performed mostly 1n |
'~_courtyards, because of thelr avallablllty Se}dom were roofed playhousee,
lavailable for new plays. Thus, tbe setting weelvery_important-in.theﬂ
wrltlng of the play.’ | i ’ ‘ o |

SecondLy, many noblemen and 1andloresAwould pay- large‘sums of
’money for those pleces whlch could be presented in thelr estates Thls

usuaLly meant for the performance of the play, a. much smaller stage area




" || The playwrlte would try to conferm hls play to those needs when necessary

‘Thirdly, there were. the prov1nclal playhouse performances, ALl .

B plays had to be 6351ly moblle S0 that they couLd be moved from one clty

to another, in a matter of days. If mov1ng a play 1nvolved a consxderable
amount:ef tiﬁe ahd honey,'few investors would support 1ts productlon,.
The frequency of these three was unequal Together, the court

performances and the _provinecial performances dld not equal ten percent of
1t he total performances,- Nevertheless, the playwrlte had to take 1nto
consideratlon the’ advantages of adaptablllty ”

‘ “The constant ‘demand - for 1resh materlals beset all companles.“
Therefore plays were. seldom kept in a- company's repertory for more. than‘ ;
‘ one or two years And they were only kept this 1ong 1f they were excep- 3

* tlonally Well done, or if they underwent some deletlons or add1tlons

L dur1ng thelr run, Stage changes were qulte frequent for this reason

';f Constantly then, flne plays were often drOpped shortly after thelr debuts,
only to be rev1ved 1ater, usually changed from ‘the or1g1na1 ?

When we speak of the 'unlversallty'8 of". ShakesPeare, we speak of
B those unchenglng moral and religlous feellngs which have not been altered
down throu@h the ages The playwrutes prior to ShakesPeare dld not worry
themselves with such?thlngs. Mbst playwrltes wrote for their day and

: their dayealone. thtle con51deratlon wWas glven to maklng thelr plays

- ||timeless.

But stlll, the playwrlte had to "present varlety and contrast 1n‘
plot and types of characters, and -, .'. the actors must have a contlnuous

lively awareness of thls varlety and contrast 1n thelr presentatlons n?

i~ib-. o
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Therefore,Athe playwrités themselves had to be’fgmiliar with the physical
makeup of the theatre where their plays would be staged, in order to make
any necessary or desired alterations, and also to infofm the cast or
company of more effective means of presentation,

‘The early theatres themselves, consisted of a basic courtyard, withl
two or three tiers of balconies surrounding it in the round or hexagonally.
If there was a ceilihg at all, two pillars in the middle of the courtyard
would hold it up. After the curtains in the rear of the theatre were re-
moved, two doors,: for the entrances and exitsvpf‘the'aétors, were in.
stalled. There was generally very little scenery, no more than a back-
drop, and a few small accessories--table, chair, etec.--to indiéate the

place of action.io

Even though these theatres were not glamorous, they did attract

the entire town:

The theatre was open to all: the whole town

was . ., ., enthusiastic for it. It was truly
national. For many it took the place of the
church they neglected; to most, in this time

of no newspapers and few and little-read novels,
it was the only source of intellectual pleasure.

11

The nature and demards of the audience determined the material -
to be presented and the way it would be presented, Since the audiences -
were representative of all walks of life in England, from noblemen to
peasants, "no play was written for performance on a public stage which

N

did not combine contraries, (and} pass from extreme coarseness to extreme
5 _ .
refinement.“1
Not only the ﬁlaywrite, but the actors'themsélvés'contended with

the audiénces. For instance, if the audience was made up of 'simple

- -11-
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} folk? by and large a group fasc1nated by Long rhetorlcal passages, the X
actor, 1n order to helghten thelr fasclnatlon, would

advance to the very front of the stage and -
direct thé speech--whether a soliloquy or-
- part of a dialogue--full at the audience,
~ and upon its conclusion, bow in acknowledge- -
ment of the applause and return back 1nto the

ihus; wé can 1magine~Hieronimo'steﬁping foftnf‘nith'énexof his,1engef
o passages‘ Therefore, playwrltes could ea511y please all viewers in one'*

2 way or another. In The Spanlsh Tragedy Kyd was akﬁe ta contend wlth the :

1nf1uence of the "great and the lowly, the gentlemen and the people, the

l1terate and the 1gnorant the exqulsltes and the boors,";q

all those
llkely to be in a playhouse at any given performance The great the .
entLemen, the 11terate and the quu151teS would have been pleased with’

‘ many passages from The Spanlsh Tragedy, like Bel-Imperla's words to Horatlo g

in the mldst of the confu51ng actmon at the beglnnlng.x .

Let dangers go, thy war shall be- w1th me,
But such-a war, as breaks no bond of peace.
Speak thou fair words, I'll cross. them with -

fair wordss;

Send- thou sweef 1ooks, I'll meet them.w1th
sweet looks,'

Write lov1ng 11nes, I*1l answey 1ov1ng lmnes,'b

Give me a kiss, I'1l. countercheck thy kiss:.

Be thls our warrlng peace, or peaceful war.lﬁ

. Also, the Latln passages Were wrltten wlth these groups in. mlnd since- they

16 Jn.

were the ones capable of translatlng them.~
| .On the other hand the 1ow1y, “the pe0p1e, ‘the 1gnorant and the

B boors, too, would have found thelr 1nterest S&tlsfled 1n The Sggnlsh
Traged . Thelr 1nterest 1n the theatre was more for actlon than words,

. although words fasclnated them There is deflnltely plenty of both in.




the play. ’For>eﬁim§ies,fwheh BelLIﬁpefié‘feceiﬁés the letter written in

17

blood and when Pendrlngano is hung on stage,iézf

Kyd's cultlvatlon of the paSSJQns, through the bloody murders

‘and the pollshed love -scenes in The Smanlsh Tragedv, "revealed the way

to popularltv for 2 new- klnd of tragedy, presentlng 1nvolved romantlc

rlntrlgue 1nstead of smmple rlse and fall "19 -

Cgal
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Chapter IV

Intrlgue. Kyd's Main Ploy

"t; It was Thomas Kyd who adapted the academlc Senecan tragedy to.

the popular theatre, He Was. the flrst great Engllsh master of melodrama

R He struggled w1th drama and found 1ts exastence very precarlous 1n the
. prlvate court productlons and 1031ng ground 1n the publlc performances,~.‘,-
because of the more powerful comlc tradltlon of the tlme. When Tbe

. S

Spanlsh Tragedy ms flrst produced around 1587, the Engllsh concept of

. Senecan drama became very popular thh the audlencee,, Kyd's power to

o arouse "horror and exc1tement “3 proceeded from hlS use of actlon in the
' Senecan~trad1tlon of tragedy.' Kyd trled to have all the actlon 1n The(

: Spanlsh Tragedg performed on stage before the audlence. By d01ng thls

he dld not have to reeort to messengers dellverlng the ‘news of a. death*
the audlence eXperlenced the death on. stage.“ A good example of thls 1s
the hanglng scene Whlch would have presented some problems to many of
Kyd's contemporarles, Kyd employed ‘an arbour or trellls_work :.a.}:'o::h”Lp
covered w1th leaves to dlstort the audlence's v151on, to accompllsh thlsr'
f  actlon The audlence could make out what was happenlng behlnd that arch

It is 11kely that Kyd . o e strengthened an- S

-impulse. toward dramat1z1ng famous mirders of . a
 sveryday llfe and “helped particularly to in-

spire the domestlc tragedy of gullty 1ove and

‘bloodshed . :
o Thle bloody tragedy succeeded most scnolars say, 'because Kyd was wllllng,‘n
to develop his. plot w1th a dependence upon the preeentatlon of the sensa_
tlonal in staged actlon. Although 1t has been sald that The Sganlsh

|l gedg Wanders from act to act,? 1t is’ not true that 1t Wanders almless_l

1y Thomas Kyd soe01fﬂcally‘refers back to Revenge‘s promlse at the end B

4-1];1aa, P




;of each act, tylng the audlence back 1nto the otherwzse non~00nsecut1ve :c

-plet B

The dlsplayed 1nsan1ty of Hleronlmo became "one of the marked o
features of Kydlan tragedy,'even outvalulng as a theatrlcal asset, B
. 8 :
- the 1nher1ted Senecan ghcst " In thls crude conceptlon of madness,
Kyd attempts the portrayal of 1nd1v1dual character, and in d01ng so,
"created a permanent stage type whlch long retalned 1ts popularlty
in the face of aLl efforts at psycholeglcal truth "9
| Kyd also showed that Ellzabethan drama could ‘be - romantlc and ;
'melodramatlc 31multaneously.
’ There was a sectlon of its: (drama's) publlc
.'Whose preference ‘was' for modérn and topical. .
subgects and there were playwrites to. satls-.;s.ﬁe~
lﬁfy ‘these tastes. The majority, however,, ex-"
" pected and desired romantic melodrama, and’

. the. first writer who supplled ‘this demand
- was, Thomas Kyd Wlth hls Spanlsh Tragedy 10

The Spanlsh Tragedv is bODh rcmantlc and melodramatlc, nct in the sense_:f

"that it denied 1nd1v1duallty, or was characterized by a weak 1nterest in }
-natune;“or wasva.revolt agalnst ne0013351c adherence to rules, forms and-f
:tradltlons, but rather because it "developed a sudden varlety end an- |
1am321ng breadth of achlevement “11 The compllcatlon of actlon in- Kyd's
work that element of 1ntr1gue, becomes the center of the playgoer'
'attentlon several tlmes thrcughout the work Kyd employed "comlc methodsi

;,:Wlth traglc materlalsﬂ'iz Thls 1s ev1denced when Pendrlngano and the s

o

'hangman, on walklng to the gallows, converse over Pendrlngano's executlon; -

'ﬂHangman. Come on, 51r, are you ready? _
. ’Pendrlngano. To do what, my flne, offlclous
Foo ~ knavet - PR
Sm Hangman. ‘To go- to thls gear. . R
, .Eendringanc. o, 31r, you are- too forward ;,;13§ ‘
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Thls 1s‘ene of those renowned horrors that Kyd became 80 famous for;
hlS frankness in handllng the stage, u51ng comedy to bring about tragedy,i

Some WOuld say that Thomas Kyd could not adequately handle and
.lpzesent hls horror-fllled nLay and that 1ts careless comp051t10n made ..
;for bad theatre. But others see thls as an asset rather than a negatlve
aSpect Farnham,Vfor 1nstance, says.- .

The renowned horrors of The Spanlsh Tragedy
- are presented in a way. that may beicalled..
" merely - innocent. They are put before us-
carelessly, as though they had little power
to make- the ‘dramatists or their audience . B
- brood- upon them -and quall before them.,‘Thé o
horrors of Shakespeare's magor tragedles are -
"jpresented in.a way that.is not 1nnocent, yet L o
it is not the way of fearfuL fasc1nat10n : o
- The Elizabethan tragic world outfaced death
 and harror, if not. with mediéval.faith-in .
. another life, then with defiart carelessness. =
.~ or with gallant faith in this 1life deSplte 5
its ugllness.. a- 488 ev1denced in The g
'1sh Tragedzb . & ‘ _ . :

Harbage, too, saw Kyd's use of 1ntr1gue as an asset to the horror_fllled
,play; Thls element of 1ntr1gue seemed to surface in Kyd's work because
he:was ; _
‘ Li}.. successful in, exerclslng hlS spell
- . upon us when he (was) being most- true to’
‘his own tradition. “Although 1ntr1gue it- .
self might be new to tragedy, it was not

new 1n 1ts assoclatlon with ev11

Kyd created ,1n The Spanlsh Tragedy; 1nf1uences and effects not

common to tragedy before hlm,’ The revenge motlf 1tself 1s not of prlmanybgf
’ 1nterest 1n the play, but rather, how thls revenge is carrled out on the ‘
stage.: {5' |

- The prlmary 1nterest of the Kydlan revenge
play is in action. . ‘It holds its audlence

T 7;1"6.




: . hy a. crude sensatlenallsm, by an artifl_"
clally stimulated suspense and by the

N shocklng nature of the events it depzcts 16
Kyé not only utlllzed phraseology to exhlblt hls 1ntr1gu1ng actlon .The
stage 1tself when one was avallable (outside of the courtyards) was an :
_essentlal p01nt for his departure from establlshed 'weak' drama. ThlS ?’
was also the case with. playwrates to come after him, These playwrltes
reallzed the 1mport‘of ‘the stage'and all the p0381b111ties it had,
Kyd, most notably, used the stage to 1ts fullest as ev1denced by all

the: bloody actlon 1n The Snanlsh Tragedy As a syn0p81s of some of the

action in the play, and a w1tness to hlS excellent sense of the p0551b11-
1t1es of the stage, we have this passage by the Ghost at the end of the
works A ” A A ' '

Ay, now my hopes have end in thelr effects, -
When blood and sorrow finish my desires:
Horatio murdered in his father's bower, .-
Vild Serberine by Pendringario” slaln,' :
False Pendrlngano hanged by quaint. dev1ce,
Fair Isabella by herself misdone, ’
Prince Balthazar by Bel- .Imperia stabbed,
The Duke of Castille and his wicked son..

.- Both.done to death by old Hleronlmo, :

T My Bel-Imperla fall'n as Dido.fell, -

And good Hleronlmo slaln by hlmseff 17

And throughout the entlrs play, Kyd assumes the respon51b111ty for try..
ing to. eluc1date the actlon Thomas Kyd is: not greatly dlstlngulshed
for hlS character portrayal, hut he does manlfest zntrlgue in several

'of hls characters.' we cannot look dlrectly at the character of Hieronlmo,
for too much of his exp051t10n has been attrlbuted to Ben Jonson.ig.

We can turn our 1nterest to Lorenzo though "who, utterly soulless and

heartless, could composedly 1ntr1gue out of hlS way ‘the 1nnocent obstacles '

17,



http:departurefr.6m

to his ends, and, if necessary, could meet his own fate with a like
egotlstlcal composure “19 Kyd 1nd10ates the character of Lorenzo, his
|{feelings towards life, and the type he represents in the words of this
soliloquy:

As for myself, I know my secret fault,

And so do they; but I have dealt for them.

They that for coin their soul endangered,

To save my 1life for coin shall venture theirs:

- And better it's that base companions die

Than by their 1life to hazard out good haps.

Nor shall they live, for me to fear their faith,

I*11 trust myself, myself shall be my friend;

For die they shall; slaves are ordained to no

other end. - '

In this éoliloquy, Kyd, at anothér_rare mqmént, gives a broader back.-
ground to the play; a background that does nétvobscure the reality of
revenge, Because tragedy prior to this day was crude and had little
force of its own, Kyd and those who followed after hlm proflted by . this

novel .approach,

-Thomas Kyd, with primarily an excellent base for intrigue and

the right mind working from that base, manufactured The Spanish Tragedy

in a manner unlike other tragic playwrites that had come before.

~18-




Chapter V .

" Looking Beyend Ietrigue )

The unlque Way that Thomas Kyd was able to keep hlS play w1th1n
the guidelines of 1nn00ence, on one end and fearful fa501nation, on. the

other,1 is by means of the unique plot dev1ces or ploys he 1ncorporated

in The ‘Spanish Traeedz“~ These ploys came 1nto such w1de3pread use after

s the debut of The Spaﬂlsh Tragedv that they are often referred to as

"Kydlazw The theme of the play, the persecutlon, madness and revenge '»'
[lof a deeply hurt old man, -was very successful for Thomas Kyd ShakesPeare .
saw that success "and thls theme - e s has been '11fted' bodlly by the '

2
new author (in Tltus Andronlcus) and served up in a dlfferent settlng "

|| This thematlc ploy was onLy one of many that Shakespeare borrowed from
Kyd.‘ |

" ‘In loeklng at OtheLlo, we ¢an surely see wﬁy ShakesPeare has
been credlted with tremendous verbal vaolenee . But that verba1<vaolencei
.comes from a time prlor to hls own "He uses the language of a splendour”
and an extravagance that recalled the utterances of the o1d days of The

1

Spanlsh TragedXAand the grlel_maddened (Hleronlmo) "3

Hleronlmo's flrst Llne in the fifth scene of Act I, "What outui
cries pluck me from my naked bed, . . WM is "quoted mlsquoted parodled
by ShakesPeare and others to a degree that suggests thay have become

catchsphrases, ; . ."&.

‘There are many other ploys that' Kyd used Whlch were reused by
many . of hls contemporarles such as Marlowe, Lyly and Burton, to mentlon

but - a- few. Some of these ploys became an 1ntegra1 part of Shakespearean




erama. the tragedy surrounding nhe~beaut1ful gerden scene between

Horatlo and Bel-Imperla, the asnect of an acted play wlthln The Sgenlsh A

Tragegg 1tself,5 the use of a dumb-show as an: 1ntegral part of the play,é.

the conversatlon between Andrea and Revenge, foreshadowxng and ana1y21ng

the entlre course of the pWay, and the subplots, most notably that of

’_ Serberlne and Pendrlngano fllllng out end rel1ev1ng the grnmness of the "

maln course of actlon.i ,;,ﬁ | : | A‘A' | ‘ A
Eech of these plot dev1ces 1s "the result of Kyd's quick sense of

o xr

'strlklng effect--oassed 1nto the eommon stock of the theatre, and repeated ]

. rv,.-

e . o in numerous varlatlons in the plays of- Shakespeare and his contem--.l‘““

porarles."7 These dev1ces were employed by Kyd because he dlsregarded the
unltles of the then pOpular drame.B In the formatlon of The Sganlsh
B} ragedzaKyd chaked the work wlth gloom and dlsplayed the most effectlve'

stage expedlents known

. :';\;'v ,'

| In the last chapter, we spoke of Lorenzo and how hls view of
life reflected Kydls,‘ Thls, 1n 1tse1f, is another ploy whlch Kyd used
‘|land Wnlch 1ater became a promlnent feature 1n Ellzabethan drama In the

genlus of Thomas Kyd we see‘that

Time couLd not w1ther his most effectlve ’
dramatic- ‘ideas, -which survived almost :

.. fifty years of continuous employment on .

~ the stage. Well- into-the Jacobean perlod

~ we find revenges accompllshed in"deadly

- masques' and we hear malcontented revengers

) 5 out against the false- appearances of -
llfe.i « . o

To look 1nto the ploys of The Spanlsn Tragedy leaves us 1ook1ng at
: the playwrlte hlmself ‘ ‘

castlng Loose frori’ conventlonal llterary .
materlals and- embarklng oh (hﬂs) own’ voyage ’




of artlstlc dlscovery. For Kyd soon dis= {
" penses with. Senecan and medieval ideas:
and finds his true direction in portraylng

_Hlercnlmo s secrig deSpalrlng struggle to

. avenge hls son. -
Tc the neoclassmomst in Kyd's day, Ellzabethan tragedy was consmdered to
Al be full of excesses.11 But Kyd traed to. remedy thls 81tuatlon. ‘The
neoc1a33101st belleved that in order for drama o en;oy 1ts rlghtful
pra;se, 1t should not compllcate real 11fe.. The theatre should not- allcw’
o thlngs to happen on stage that did not happen 1n real 11fe The idea of
manlpulatlng man was 1ntolerab1e, and the- cleverness a55001ated with
those characters who were manlpulated was good only 1f they were bound in
the play 1tseLf to be reJected 12’ ThlS is. ev1denced in the case of .
Balthazar, who has slaln Bel-Imperla's 1over, Andrea In speaklng to
her, he reveals the deceltful, yet clever, mask de afforded him in the
|| seripts
' Yes, to your graclous selfl’ must I complaln,
- : In whose fair answer lies my. remedy,

P ~ On whose perfection all my thoughts attend,
' - On’ whose aspect mine eyes find beauty's bower, 13 .
, In whoae translucent breast my heart is lodged

If the ghost in the 0pen1ng 11nes of the play, had not 1nfcrmed the
‘aud1ence~that Baithazar was the murderer of.Don Andrea, the audlence
surely would have taken thls passage as smncere and poetlc . But since
the revelatlon does come forth, L;the audlence sees Don. Balthazar as a
deceltful character and accepts the actors,'even though hls clever
A 11nes and actlon are. mlsleadlng.
Thomas Kyd w1th his. 1ntense sense of theatre, complled Just

enough w1th the standards of hls tlme to cacture 1arger audiences than o

' hls contemporarmes for quite some tlme Th;s compllance:was,nct“the

21
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maln attractlon in Kyd, though Mbreso, 1t was. the actlve and demonstra-'
||tive way in whlch Kyd spoke to. the people, as 1f the play were hlstory, :

: real and excltlng. ﬁll hls plot dev1ces were, subtly 1nf1uent1al, but

ev1dently necessary, as w1thout them, The. Spanlsh Tragedy would be some-

what 1ess than it 1s.

c 2ol
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%Mhyvas The Spanlsh Tragedv so successful? After 1ook1ng 1nto

the eLements surrounding Thomas Kyd as playwrate, 1t was obv1ous in ‘

The S anmsh Tragedy that the way he handled ex3031t10n of plot and the L

revenge theme was admlrable, end good reason for 1ts popularlty HThetg;;
] way the audlence was aroused by actlon never before seen on stage (aé@ﬁn,;
‘the case of Pendrlngano's hanglng flts for an example) and the somewnat
amblguous nanderlngs of the play, although confu31ng at tlmes, are.fﬁ’jv
examples of Kyd's masterful 1nterpretatlon of the stage and the effects

; 1t could produce.‘ He tled the play together beautlfully at the end of jfé':
each act allev1at1ng the scrlpt partlally of 1ts amblgulty and allow1ng
":the audlence to follow 1ts plot development ) ‘

In thls way, The Spanlsh Tragedv, unllke some of the plays of

ShakeSpeare (Hamlet and The Tempest speclflcally) and those of hls con_‘;;

temporarles, was 1ess compllcated By allevmatlng the scrapt of am, -;aﬁ

Vblgulty, the entlre audlence could follow and understand the dlrectlon T

iﬁg §penlsh Tragedv was taklng 1n 1ts olot development and characterl-'l<}."

zatlon.

Greene, ‘a. contemporary of Kyd plotted hlS plays James IV and

'Frlar Baccn and.Frlar Bungay, in a manner 51m1Lar tc Kyd.{"'

Greene RUCAN draws the many threads of h;ys-‘"jg1
c. plot together 1nto 2 Whole. The" story is it
" very. complicated in.the play, but there is’ .
" an 1nterrelatle?sh1p ‘between the dlfferent S
: eplsodes, . L

-

very much ‘like the 1nterrelatlonsh1p between each act 1n The SDanlSh




Tragedz.;

A ‘vaen together as “they are, they produce |
. suspense, surprise and !'coups de theatre'
in an amourt: appreached only by Kyd 2

As an example of constructlon, then, The Spanlsh Trage@y is. werthy of

much acclalm, And although Kyd may be styllstlcally 1nferlor to Marlowe,
ShakesPeare and other contemporarles,
he surpasses them all‘ln'building his .
scenes around the emotional responses of
his characters to the pressure of 01r.~,
cumstances, in effective preparatlon for .
-scenés of rapid action, arnd in employing
a more. deflnlteiy theatrical technlaue
to move the- hearts of ‘his audlence.

It was these and other dramatlc dev1ces that made The SEanlSh
‘Tragedx popular w1th the audlences and allowed Kyd's tragedy to retaln B
-1ts exclu51ve assoelatlon w1th ShakeSpearean drama

Kyd's use of comedy w1th1n the tragedy also showed a sen31t1n1ty ‘

to the stage, in that there was 11tt1e of thls prev1ous to hlm."fhe

poPularlty of The Spanlsh Tragedv was seen by playwrltes of Kyd's tlme

|l and after, -and 1t 1s ev&denced in. the number of tlmes the play 1s referred‘

{ to, dlrectly or 1nd1rectLy, in the works of hlS contemporarles The Vf*'
follow1ng, taken from Shakespeare's Hamlet is an example.v'”

For if ‘the. King llke not the comedye, ; :4;ﬁ
Why then ‘he belike he likes 1t not, perdy :
Thls is almost a dlrect burlesqne of Kyd's

And if the world lee not this tr %gedy, S
Hard is, the hap of old Hleronlmo,: e

In u51ng thls burlesque, Whether to make fun of Kyd's 11nes or not

Shakespeare at least recognlzed The Spanlsh Tragedy, 1ndlcat1ng he had

3. worklng knowledge of it,

ok




Many other 1nstances of the popular use of The Spanlsh Tragedy

are readlly acce531ble,§ evzden01ng the renown the play must have had
Kyd’s contemporarles borrowed from h1m not only phraseology and plot

dev1ces, but also dlzect themes 3 as; 1n ShaKQSpeare's Tltus éndronlcus

and Marlowe's The Massacre at Parls. And 1t was the exnloltatlen of

' Kyd's themes that became hlS most effeCulve contr1butlon to the stage A

ThlS effectlve stage awareness 1s ev1denced by the audlence, Von Whose “~

Tr

S .
approval the success of the play WOuld ultlmately depend v Kyd's appealj -

‘ “‘;was more fov 51mp11c1ty and horror, 51mu1taneously; through Senecan

‘ devn.ces9 than for Judgements and 1dlosyncra5165 through ultra_c13551-

caL dev1ces.» .ﬁg?.
5_An audlence that is- not dramatlcally
! sophisticated requires.an appeal to the
~ senses rather thah to the intellect.” It .
- ‘comes, -in the first:- ‘Instance, to ‘see and
'hear, and to exercise not 1ts Judgement 2
o fbut 1ts emotzon,ioﬂ{ - B

il»i.brom.the numerous accounts of the receptlon of The Spanlsh Tragedy, 1t

1s apparent that Thomas Kyd d1d satlsfy hls audlence 1n thls Way~ j“ -

Overall The S anlsh Tragedy 1s probably the most v1v1d

popular, pre_Shakespearean play wrltten. The ploys of Kyd and the

o herltage of hlS dramatlc dev1ces are reason enough for the play's accep- ;

“'tance by the audlencegybut aLso for 1ts popularlty The 11m1ts of thls

'conclu51on begln w1th the ehaky start of The Spanlsh Tragedy styllstlcally

’But as 1n any case of dlsregard for the accepted forms or 1deas of

‘tragedy, The Spanlsh Tragedy's promlnence and surv1val were strlctly

“le i ‘J"%tsl.

dependent upon the contentment or dlscontentment of those affected most |

(ﬁ

the audlence,- The pmay's 1ong run on the Engllsh stage attests tc the
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contentment of hls audlences.,s

| ‘The reasons for that popularlty, apart from Kyd's masterful
use of 1ntr1gue, are 51mple. He staged actlon never before staged'
his Language was such as to 1mpress and be understeod by both the :
vlgnorant and the sophlstlcated' hls purpose was "to 1nterest us, “but
not to; dlsturb us by the presentatlon of dlreful 01rcumstances"'¥1
and he accompllshes hlS revenge theme through character cleverness
and dlabollcal schemes.12 . ‘ »

A Apparently other pLaywrltes of thls tlme and after saw Kyd'_

camblnatlon for success and trled to expand upon 1t The popularlty,

then, of The S anlsh Tragedv is not doubted Hopefully thls study

has glven some new 1n51ghts 1nto the reasons for that popularlty, other
‘than gust 'audlence acceptance' Although thls must pemaln one of the
most 1mportant reasons, it 1s not the only one.-,;

In this . research 1t was- found that Thoses Kyd may sot.have beenv'
| the most poetlc or artlstlc playwrlte, but he was deflnltely one of the
most reallstlc and dlabollc It was also dlscovered that although
there’ were hlgh demands from the audlence, the playwrltes could sat1sfy }
those demands, and in the case of Thomas Kyd go one step further and
leave them in amazement o -

The values of this study are osvsous;. a better worklng know;

1edge of Shakesnearean drama' a more sophlstlcated appreach to reseerch*

and the reasons for the popularlty of The: Spanlsh Tragedv have, at least“

in part been revealed

26l
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