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PREFACE

THE present volume is the result of work which, in various
ways, has extended over a number of years. In 19034,
while | held the Chair of English Literature in the Queen's
College (now the Queen's University), Belfast, | gave as
Clark Lecturer in Trinity College, Cambridge, a series of
lectures on the English Academic Drama. The delivery of
this course within the walls of a great society, which had been
one of the chief centres of academic acting, led me to
follow the subject further, and to attempt a somewhat detailed
study of University Drama in the Tudor age

| had already entered into provisional arrangements for the
publication of such a study by the Oxford University Press,
when | was invited by the Syndics of the Press of the sister
University to contribute to Volume VI of the Cambridge
History of English Literature a chapter on University
Plays. Through the goodwill of the two authorities | have
been enabled to trace the general outlines of the whole
subject in the History of English Literature, and in the
present work to ded on a comprehensive scale with its main
features in the Tudor period.

As there are many points of view from which University
Drama may be studied, it may be well to indicate the lines
that | have here followed.

My first interest has been in the plays themselves. | have
therefore examined many of them in detail, with reference to
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v PREFACE

their sources, and the conditions in which they were acted,
and have discussed their dramatic and literary values. Of
three of them—Christopherson's Iepdde, Gager's Dido, in
its complete form, and Wordey's Synedrium Ammalium
(Appendix I1)—no account, so far as| am aware, has hitherto
been given. Many others are little known except through
the synopses of their plots by Professors Churchill and Keller
in Volume XXXI1V of the Jahrbuch of the German Shake-
speare Society.  Only those who have been over the same
ground can fully appreciate the excellence of the work of
these scholars, but literary criticism was outside the scope of
their arduous pioneer |abours.

In the discussion of Cambridge comedies, it will be evident
how much | owe to the masterly editions of Hymenaens,
Victoria, Pedantius, Laelia, and Club Law by my comrade-
in-arms—to use his own phrase—Professor G. C. Moore
Smith. Dr. Henry Bradley's edition of Gammer Gurtons
Nedle has aso been of much service, though | question his
attribution of the play to William Stevenson, and have tried to
show more fully than has been hitherto done the strength of
the contemporary evidence in favour of John Bridges.

| have dedlt only with plays which were certainly written
and, with one or two possble exceptions, performed at
Oxford or Cambridge in the Tudor period. School and Inns
of Court plays, though academic in the wider sense of the
phrase, fall outside the limits of this volume. But in
Appendixes | and Il, | have given an account of two Latin
dramas of doubtful provenance, both of which have a speciad
interest. The British Museum Stowe MS. 957 treats the story
of Absalom on Senecan lines, though it is probably not to be
identified with Thomas Watson's Cambridge tragedy on
the subject. Synedrium AmmaHum—A dramatization of
Caxton's Reynart thefoxe—is preserved in a single manu-
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script at Trinity College, Cambridge, but there is no evidence
that its author, Ralph Wordey, was at either University.

The study of the individual plays has led me to consider
the general relations between the academic and the pro-
fessona stage, and the attitude of the University authorities
in the sixteenth century to the drama. On these points
Gager's letter to Rainolds, preserved among the manuscripts of
Corpus Christi College, Oxford, has thrown much new light.
| gave an account of this letter in August 1907 in The
Fortnightly Review, whose Editor has always been ready to
encourage research into the history of the University stage.
| have here dedlt in greater detail with the letter and the
correspondence of which it forms part. T e failure to redize
the hostile spirit of the Universities in Elizabeth's reign
towards professional actors and their craft hasled to serious
misinterpretation of famous passages in The Ret"irn from
Parnassus.

To the internal history of the University stage | have been
able to make some contributionsfrom manuscript sourcesin the
Oxford University Archives and from college account-books
and registers.  The elaborate directions in Gager's plays dso
furnish evidence that has not yet been sufficiently considered
with regard to Elizabethan stage-arrangements. But on such
matters further light yet remains to be thrown, especialy
from Cambridge sources.

Nor has University Drama a purely theatrical or literary
interest. It formed part of the Renaissance scheme of educa-
tion, as a pedagogical instrument for the teaching of classics
and rhetoric. Those who have recently sought to make
dialogue and action prominent factors in classical instruction
will here find their methods anticipated on the widest scde.
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| wish to express my deep obligation to dl who have
provided materials or facilities without which it would have
been impossible to write this book. The Master and Council
of Trinity College, Cambridge, deposted for my use at the
British Museum the manuscripts of 'le00ae and Synedrmm
Animalium\ the Dean and Governing Body of Christ Church'
allowed the manuscript of Didotobe photographed, and extracts
to be published from the college account-books ; the President
and Council of Corpus Christi College, Oxford, gavepermission
for photographs to be taken for this volume of parts of the
manuscript |etters between Gager and Rainolds in the college
library; the Keeper of the Oxford University Archivesplaced
saverd of the Twyne MSS. in the Bodleian for my use; the
President and the Estates Bursar of Magdalen College,
Oxford, the Librarian of St. John's College, Oxford, the Estates
Bursar of Merton College, and the Town Clerk of Oxford
alowed me to make extracts from account-books or registers;
Dr. Aldis Wright let me make use of extracts by him from the
accounts of Trinity College, Cambridge, and Bodley'sLibrarian
of extracts from the Vice-Chancellors accounts; Professor
Gollancz placed at my disposa hisfine copy of Th' Overthrozv
of Sage-Playes, and Mr. F. Bickley transcribed the manu-
script of Absalon.  Some other obligations are mentioned in
my notes.

| have findly to thank the Delegates and their Secretaries
for facilitating my work in every way, and for illustrating this
volumewithfacsimiles,two of which, thetitle-pagesofMeleager
and Vlysses Redux, prove that the interest of the University
Press in Oxford plays dates more than three centuries back.
Mr. Percy Simpson, who has read the proof-sheets, has made
valuable suggestions, and the proverbial vigilance of the
Clarendon Press Readers has been of the greatest help to me.
But while in quotations from manuscripts or other origina
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sources | have tried to preserve in the main scriba or
typographical details, it has been convenient in some cases for
purposes of reference to use authoritative reprints.  Hence
| have not aimed at uniformity throughout in such matters as
expansion or otherwise of contractions and the use of *u'
and 'v' respectively. Punctuation has occasionally been modi-
fied, and capitals have been used at the beginning of each
line of verse.

As | contributed a detailed bibliography of the subject to
the Cambridge History of English Literature | have not
given one here. But | have included alist of Tudor Univer-
sity plays, and a series of lists of academic actors, most of
whom can be identified. The list of Oxford actors before
Queen Elizabeth in 1566—the earliest of the kind extant—is
here printed for the first time.

F.S B.
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CHAPTER |

FROM MEDIAEVALISM TO HUMANISM

UNIVERSITY Dramain England wasthe product of specia
conditions which exigted in full force for about a hundred
years, from the closing decade of Henry VIII's reign to the
outbreak of the Civil War. Itistherefore essentidly acreation
of the Renaissance age. Its tentative beginnings during the
mediaeva period, and its sporadic survivals after the Restora-
tion, form but the prologue and the epilogue to its main
history.

Indeed it is remarkable that Oxford and Cambridge, whether
the Universities or the towns, should hold such a smdll place
in the records of English drama before the Tudor period.
Widely distributed as was the area of the Miracle Plays,
extending to such far-separated points as Aberdeen, Dublin,
and Cornwall, and including many of the great ecclesagticd
centres, York, Chester, Canterbury, and Norwich, yet of their
existence in the two chief English seats of learning only the
most meagre traces remain.  There is not apparently a single
extant text of a cycle or of a detached play which can be
connected with either Oxford or Cambridge, and this is true
dso of the fifteenth-century Mordities. Even the records of
performances which remain are few and insignificant. The
reference to the expenditure in 1350 by William ,de Lenne
and Isabd his wife of half a mark ' in ludo Filiorum Israglis,
on joining the Guild of Corpus Christi at Cambridge,® is to
atown not acollegeproduction. Warton refers’toa fragment
of an ancient ‘accompt-roll of the dissolved college of Michael-
housein Cambridge' inwhich, under theyear 1386, thefollowing
expense is entered,® Pro ly palio brusdato et pro sex larvis et

! Masters, Higt, of C. C. C., Cambridge, 5.

% Hist, of English Poetry-, ii. 302.
IMI B



2 FROM MEDIAEVALISM TO HUMANISM CHAP,

barbis in comedia' Even if the reference be genuine’® it
throws no light on the character of the * comedia.  Nor when
at the close of the mediaeva era the unimpeachable evidence
of Cambridge college account-books begins to be available
does it help us in this respect. The earliest entrg concerning
plays is in the King's College accounts for 1482° ' Item sol,
Goldyng & Suthey pro expenss circa ludos in festo "Natdis
domini vii® ij% Neither in this nor in similar entries for the
Christmases of 1489, 1496, and later years is there any indica-
tion of the nature of the , ludi',’ lusores, or' disgysynges with
which the Nativity was celebrated.

At Oxford, had miracles or moralities been commonly
performed, some reference to them might have been looked
for in the MS. Register of Merton, the oldest foundation
(1264), which begins in 1485, but thereis no such entry. Nor
at any of the other foundations of the thirteenth and fourteenth
centuries does any trace of the performance of scriptural plays
appear to have been discovered. It is curious that the only
detailed evidence of the acting of liturgical or miracle plays a
Oxford comes from the account-books of Magdalen, a college
founded a the close of the mediaeva period (1448), and one
which became' essentially the home of the Classca Renaissance
in Oxford. As far as can be gathered from the items
recorded, the Magdaen religious plays were chiefly of the
liturgical type. Such is the Easter Quern quaeritis? which
dates from asearly asthe tenth century. In itslonger form this
includes the advent of the three Marys to the empty sepulchre,
and their dialogue with the angel, followed by their announce-
ment of the Resurrection to the disciples; the visit to the

Y Invol.vi of TheCamb. Higt, of Eng. Lit., 294,1 was inclined to accept
thereferenceonWarton'sauthority,thoughtheuseof'comedia'ratherthan
"ludus'’ at this early period appeared somewhat suspicious. But theinfor-
mationthat | havesince received (cf.inf.,p. 8), that hefabricated areference
to a Christmas lord in the accounts of Trinity College, Oxford, 1557,
coupled with hisfabrications elsewhere (cf. H. E. D. Blakiston, , Thomas
Warton and Mach%/n‘s Diary' in The Eng. Hist. Review, vol. xi, 282-
300), makesit clear that his unsupported evidenceisnot to betrusted. He

citesvaguely the Rawlinson MSS. as his authority, but the reference has

neyer beenidentified.
% G. C. Moore Smith, Cambridge Plays before /jc%, in FasciculusJ. W.

Clark dtcatus, 267. =~ .
On thisand the liturgical plays mentioned below cf. E. K. Chambers,

Med. Sage, vol. ii, chaps, xviil and xix.
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sepulchre of Peter and John; the appearance of the risen
Christ to Mary Magdalen, who takes Him for the gardener,
till He reveals Himself. Other liturgical plays are connected
with Christmas and Epiphany, as the Pastores, the Sella, and
the Prophetae. Such entries as the following prove the
regular performance in Magdalen chapel of such rudimentary
religious dramas on the great festivals,:

1486/7. profacturasepulturae ergapascham . . xij¢
1509/10. Sol. pane, cibo et aliis datis pueris ludentibus
in die Paschae xvij ob

1518/9. To Perrot, the Master of the chorlsters pro tinctura
et facture tunice ejus qui ageret partem Christi, et pro

crinibusmulieribus . . ij| vj®
1538. pro carboriibus consumptls in sacrarlo per custodeﬁ
sepulchri, et per pueros in festis hiemalibus . T

Other payments for “ludi' or 'interludia’ at Christmas 1486,
1487, 1502, and in 1512/3 to'Petro Pyper pro pypyngin in-
terludio nocte Sancti lohannis'and to 'lohanni Tabourner pro
lusione in interludio Octavis Epiphanie’ need not necessarily
refertoreligiousplays. Butfrom the details of the expenditure
onaplay on &. Mary Magdalene in 1506/7 it would appear that
this was a full miracle drama acted probably in the college
hall. John Burgess, B.A. was paid 10d. 'pro scriptura lusi',
and 5" for some music; 8d. was given to a man who brought
some songs from Edward Martyn, M.A.; and Kendall, aclerk,
received a shilling for his diligence with regard to the play.
The dedication of the college to a Saint who figured so
prominently in liturgical and miracle plays doubtless helps to
account for the greater vogue of religious drama at Magdalen
than in foundations of older date.

But there was another less literary and formal manifestation
of the mediaeval dramatic instinct which found wider scope
at both Universities. It was inevitable that academic societies
whose members were in residence all the year round, and who
needed some outlet for high spirits at holiday times, should
have taken some part in the extraordinary series of mummings
and disguisings, known in different forms as the Feast of Fools,

! For the extracts that follow from the Mafgdalen Callege account-books
(0]

see W. D. Macray's Register of the Members of &. Mary Magdalen College,
Oxford, vols, i and ii.

B2



4 FROM MEDIAEVALISM TO HUMANISM CHAP.

the Boy Bishop, the Christmas Prince, the Lord of Misrule,
and the like. Small communities graded in the rigid fashion
necessary to collegiate and semi-clericd institutions must have
taken keen delight in the inversion of status' common to these
variousforms of revelry, and in the creation of mock dignitaries
who bore for a time undisputed sway.

The earliest college dignitary of this type known to usis
the Rex Fabarum at Merton.* ' Wood's account of his method
of dection and his powers is familiar?:

1 0n the i Qth of November, b(igg the vigil of S. Edmund,
King and Martyr, letters under were pretended to have
been brought from some place beyond sea, for the election of
aKing of Christmas, or Misrule, sometimes called with us of
the aforesaid college, Rex Fabarum. The sad |etters being
put into the hands of the Bachelaur Fellows, they brought them
Into the Hall that night, and standing, sometimes walking,
round the fire, there reading the contents of them, would
choose the senior Fellow that had not yet borne that office,
whether he was a Doctor of Divinity, Law, or Physic, and
being so elected had power put into his hands of punishing
al misdemeanours done in the time of Christmas, either by
Imposing exercises on the juniors, or putting into the stocks
a the end of the Hal any of the servants, with other
punishments that were sometimes very ridiculous. He had
aways a chair provided for him, and would st in great state
when any speeches were spoken, or justice to be executed,
and so this his authority would continue till Candlemas, or

' | agree with Mr. E. K. Chambers (Med. Stage, i. 411-12) that the three
Latin letters in the Oxford Hist. Society's Collectanea, \. 39ft., dealingwith
the election of Robertus Grosteste as a Rex Natalicius, and with certain
abuses under his rule, cannot relate to an episode in the Oxford life of
the great scholar who became Chancellor of the University about 1214,
and afterwards Bishop of Lincoln. There were no colleges a so early
adate in which a Rex could hold sway. | have hitherto searched and
inquired in vain for the originals of these letters.  They a}opear to refer to
alater Christmas lord who adopted in jest the name of the mediaeval
prelate who was bitterly opposed to the Feast of Fools and mediaeval |udi

enerally. As the third letter isaparody of aPapal epistle to a sovereign,
the documents probably date from before the Reformation period. Had
not the Merton ' lord' been invariably called inthe MS. Register, when the
full title is given, Rex Fabarum or Rex Regni Fabarum (and not Rex
Natalicius),\ would have been inclined to connect them with that college,
where the Rex was always appointed on the authority of letters supposed
to be brought from afar country. The letter confirming Grosteste's election
is, datum in acre luminoso supra Bethlemeticam regionem'.

Hist, and Antiq. ofthe Univ. of Oxford, ii. 136.
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much about the time that the Ignis Regentium was celebrated
in that College!

Wood's account, based doubtless in part on the current
Merton tradition of his own time, may be taken as substantially
accurate, but it needs to be checked and supplemented in
_certain particulars from the College Register. Thus he says
that the' custom hath been as ancient, for aught that I know,
as the College itself, and elsewhere he states without qualifi-
cation, , from the first foundation the fellows annually elected
., . a Christmas lord or lord of misrule, styled in their
registers Rex Fabarum and Rex Regni Fabartim,* All,
however, that can be affirmed with certainty is that the first
election mentioned in the Register is that of John Person in
1485, and that he is said to have been appointed ,p antiqua
consuetudine'. From this date the list of Reges is given
without a break till 1539. The particulars given under the
years 1512 and 1513 confirm generally Wood's account of the
ceremonies connected with the election,? and in 1517, when
John Poleyn was elected, mention is made of the Warden's
indignation when he heard of the omission of the customary
ritual. “Audita negligentia Senioris Bacularij in prouidendo
littera cum sigillo' he directed that till he gave proof of his
penitence ' ne denarium vnum exhibicionis Williot accipiat
neque Senioris Locu et ordinem'. It is evident that the
“Kingship' was often conferred to signalize some rea pre-
ferment of the recipient, and it is therefore doubtful if Wood
is right in saying that the senior Fellow was necessarily
appointed. Thus in 1485 Person was elected because he
was promoted to the college of Eton; in 1494 Robert Dale,
who was at the time a Proctor of the University; in 1501
Hugh Sawnders on the day that he became a Doctor of
Theology and was promoted to the Vicarage of Meopham.
There are severd cases where the holding of the senior
Fellowship is mentioned as one of the reasons for appoint-
ment, eg. in 1502, 1503, and 1504, but in each instance the

! Athenae Oxonienses (ed. Bliss), iii.480. . o

2 Thus under date Nov. 19, 1513, , In vigilia sancti Edmundi regis
venerunt nucii de ptibus remotis affergtes secu litteras p rege eligendo;
gbus lectisaliisg3consuetudinibus pactis,'Richard Symonswas elected rex.
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'King' had dso received promotion. 1503 was a time of
plague, and it is stated that there were very few in residence
to make the election; in 1518 the plague was again rife, and
there were only two Bachelors present at the election of
Mr. Frendschyppe, but al the customary ceremonies were
observed. In 1506 there was the exceptional case of a, King'
being eected in absentia, John Chamber, Doctor of Medicine
(afterwards Warden), who was then at Rome, being chosen.

It appears to have been the custom for the Rex to give an
entertainment in the January after his election, as thisis noted
in 1508/9, 150910, 1512/3, 1514/5, on the 8th, 19th, 24,
and 29th of the month respectively. If Wood isright in his
statement that he held sway , till Candlemas', the entertainment
probably marked the approaching cose of his period of
authority. There is nothing in the Register about the way in
which this authority was exercised, but the details given by
Wood probably have sufficient documentary or traditional
bass. It is unfortunate, however, that he does not give the
authority for his allusion to an oration ,de ligno et foeno'
made in 1557 by David de la Hyde, in praise of Mr. Jasper
Heywood, about this time King, or Christmas Lord of the
said college, beingit seems the last that bore that commendable
office '.* The Register does not mention , kings' annually
after 1539, but if Wood is correct, it is an interesting point
of contact between mediaevalism and humanism that Jasper
Heywood, translator in 1559-61 of Senecas Troas, Thyestes,
and Hercules Furens, should have been the last Merton Rex
Fabarum.

Merton appears to be the only college in either University
where there is explicit evidence of a mock ¢ king' or , lord'
having existed in the main mediaeval period. But this species
of mummery cannot have been confined even at an early date
to one foundation, and in the colleges which arose as the
middle age was drawing to its dose, and in those which sprang
from the impulses of the Renaissance, it isfound in vigorous
activity. It was in vogue at New College in the earlier half
of the sixteenth century. When Thomas Martyn, a Roman
Catholic controversiaist, published in 1554 a treatise in

! Hist, and Antig. of the Univ. of Oxford, ii. 136.
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answer to Bishop Ponet's A Defence for Marriage of Priestes
(1548), the Bishop replied in An Apologie (1556). Herein he
declares (pp. 14-15) that men might easily perceive from
Martyn's book ' that in playnge the Christmas lords minion
in New Colledge in Oxford in thy foles coat that thou didest
learne thy boldnes, and lost thy witt, and began to put of all
eshame -and to put on al impudencye'. At Magdalen when
Robert Ashley was chosen Christmas lord in 1588, he testifies
that ' solennis in Collegio mos inolevisset' for such an election
to be made® At Christ Church a Christmas lord evidently
exercised sway a least as early as the reconstitution of the
College in 1546. On December 12, 1554, the Dean and
Chapter decreed that ' there shall be no more alowed yearly
towards the charges of the pastime in Christmas and the
playes . . . but for two Comedies 20° a piece and for two
tragedies 40° a piece . . . towards the Lords other charges
dso 13° 49 yearly to be allowed and no more'.> Evidently
the entertainment had been found to be too costly.

At St. John's dso a Christmas lord must have been chosen
either annually or from time to time from the foundation of
the Callege in 1555 till 1577, for in 1607 Thomas Tucker was
elected to the office, which had not beenfilled for thirty years.
The remarkable proceedings during his®reign’, which lasted
from All Saints Day till Shrove Tuesday, fall outside the
limits of this volume.®* But it may be said generally that
while the ceremonies connected with the Prince's installation
and the appointment of his officers, and therevelson Christmas
Day, when he took the Vice-president's chair in hall, and the
boar's head was brought in with carols, doubtless have their
origin in mediaeval merriments like theRexFadarunm*on the
other hand the elaborate series of plays presented, including
tragedies and comedies both in English and Latin, as well as
various* shews', are a product of the full Renaissance.

At Trinity, founded by Sir Thomas Pope in 1556, the
existence of a Christmas Prince has been inferred from an
entry cited by Warton from an audit-book of 1559, 'pro

! See for further details infra, p. 19%.

2 Wood MS,, chap, 7, f, 44.
* | have dmﬂ?& them more fully in the Camb. Hist, of Eng. Z//.,

vi.318-21.
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prandio Principis Natalicii eodem tempore, xiii®. ix'* But
the entry isa fabrication, for the accounts for 1559 are missing,
nor is there any other mention in the College archives of
a Princeps Natalicius?

Our earliest explicit information about lords of misrule at
Cambridge appears to date from just before the middle of the
sixteenth century, though, of course, the entriesin the-King's-
College account-books concerning Christmas ludi in the
previous century may cover such mummeries.

At S. John's no mention of a 'dominus' is made in the
origina statutes of 1516, or those of Bishop Fisher in 1524
and 1530. But in Henry VIII's statutes of 1545, tit. 26,
a remarkable passage is inserted ordaining that each Fellow
in his turn shal be elected'dominus’, and shall on no account
refuse to carry out the duties of the office, which are set forth
in detail:

'Statuimus et ordinamus ut in festo Nativitatis Domini
singulus quisque socius ordine suo dominum agat, quo tempus
illud honesta animi remissione et litterariis exercitationibus
cum laetitia et hilaritate transigatur. Eum autem volumus ad
festum Omnium Sanctorum desu];_nan_ ad id et pronuntiari,
post quod tempus nullo modo licebit ut hoc munere se
abdicet atque ad alium transferat. Et quo aacrior ad hoc
munus conficiendum et idonee transigendum sit, viginti
solidos a collegio ad sumptus suos levandos habest, Sc ut
statuta elus ad formam Atticae aut Romanae aut aterius
cuiusvis reipublicae vel Graecis vel Latinis versibus faciat et
sx ad minus didogos aut festiva aut litteraria spectacula
totidem duodecim dierum noctibus exhibeat. Pro unoquoque
vero didogo aut festivo spectaculo omisso et non exhibito
dominus viginti denariorum mulcta punietur.'

The punishment for failure to comply with the enactment was
a heavy fine, followed by , discommoning' unless it was paid
within a specified period:
~ *Nolumus autem omnino ut quisguam e sociis cursum suum
in agendo domino praetereat aut omittat, sub poena amissio-

nis aiorum viginti solidorum collegio intra mensem post
lapsum tempus Nativitatis Domini solvendorum; quod nisi

! Hist, of English Poetry, iii. 304.
2| am_indebted for thi's information to the President of Trinity, the
Rev. H. E. D. Blakiston.
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fecerit communis interea careat donee plene praedictam
summam et fideliter collegio persolverit.'

It is in accordance with this new enactment that in an
estimate of college expenditure in the 37th year of Henry VIII's
reign there appears the item, , Stipendium unius socii qui agit
dominum in tempore natalis Domini per annum xx2.*2
» Some entries of dightly later date in the Queens College
accounts show that the lords used to pay visits to neigh-
bouring colleges. In 1548 the sum of 12s. 4d. was spent
on various delicacies when the King of King's College, the
Emperor [of Trinity], and the rest came to Queens. And the
item in the next year, when 4*. 8d. was disbursed for the
welcome of the Legates who came hither from the Colleges of
King's and Trinity, evidently refers to the visit of similar
dignitaries®> The use of the term Imperator at Trinity is,
according to his own account, due to the astrologer John Dee,
elected one of the original Fellows of the College in 1546.
"In that College dso (by my advice and by my endeavours,
divers ways used with al the other colleges) was their
Christmas Magistrate first named and confirmed an Emperor.
The first was one Mr. Thomas Dun, a very goodly man of
person, stature and complexion, and well learned aso.”

The Visitors sent by King Edward VI to the University in
1549 ' to st some godlie direction & order there\ attempted
to abolish the lords by decreeing’ Nullus sit in festo nativitatis
dominus ludorum quocunque modo censeatur "> But itwasin
vain. In spite of the ordinance the Trinity imperator con-
tinued to hold sway. Thus in 1554 40s. was pad to
Mr. Rooke, , for his alowance beyng lord in Christymas,’ and
his successor in 1555 received the same stipend.  Other ex-
penses incurred on behalf of the dominus ludorum in 1555
were \6d. for 4 tipstaffs, 6d. for mending the sceptres, 6d. for
making 3 crocodiles and 3 aspides, and 2d. for 2 vergers. So
dso a S John's in 1556 the 20s. specified in the statutes of

! Mayor, Early Satutes of S. John's Coll., Cam., 139.
2 Baker, S.Johris Col/., ii. 573.
® Queens Coll. Accounts, quoted by Cooper, Annals, v. 280.
* Dee, Co'rSn(gjendmus Rehearsal,app. to Chronicle of John of Glastonbury,
ed, Hearne, 502.
Lamb, A Collection of Letters, Statutes, and other Documents, 143.



io FROM MEDIAEVALISM TO HUMANISM CHAP,

1545 was paid to'Mr. Doddington the lord in Christmas.
Some of the college lords seem to have brought their mummery
even intosacred precincts.  On St. John's Day (December 27)
1556 , Mr. Bell sange his first masse at Peterhowse, and had a
good offeringe, the Lorde of Xtes college came Xstmas lyke
thyther with a drum before hym &c.”> On Candlemas Day
1556/7 'the Xtmas lorde at trinitie Coll. was had from the
churche [the college chapel 7] to the Hall with drom, bylles,
&c.', which the Visitors deputed by Queen Mary toinquireinto
the state of the University' lyked not **  But the ordinances,of
Cardina Pole issued after the Visitation contained no renewal
of the Edwardian Visitors prohibition of the popular species
of mummery.*

The most remarkable of dl the mediaeval mock dignitaries,
the Boy Bishop, the choir-boy who on the feast of the Holy
Innocents or on S. Nicholass Day was vested in episcopa
robes, read the office, and was conducted to and fro with full
ecclesastical state, has left dighter traces of his presence at
both Universities. When William of Wykeham founded New
College, Oxford, and Winchester he made provision in the
statutes (1400) of both institutions for the bishop: ,Permitti-
mustatnen quod in festo Innocencium pueri vesperas matutinas
et dia divina officia legenda et cantanda dicere et exsequi
valeant secundum usum et consuetudinem ecclesiae Sarum.”
Almost exactly the same words are used in the Charter of
King's College, Cambridge (1443) (and with variations in that
of the allied college at Eton), but the ' bishop ' is to hold sway
on St. Nicholass Day instead of the feast of the Innocents.

21 Hartshorne, The Book Rarities in the Universit?/ of Cambridge, 332.

Diary of John Mere, R_eg|str_ar{and Esquire Bedel, from November 26,
1556, toMay 31, 1557, printed in Lamb, op. cit., 194.

Mere, loc. «/., pp. 214-15.

* A number of entries in the Christ's College accounts seem to relate
to the visits of lords of misrule from neighbouring parishes, not from other
colleges. Thus in 1552/3 various sums were bestowed on , Ke_lord of trin-
itie parish’; 9d. was spent 'in wyne and apples at Christemas and
Candlemas ' when he came to the college, and i&/. when , he came to pur
colledge y° seconde time at Candlemas to drike amonge his compaignie'.
A further sum was spent on 'thelorde of S. Andrewesandhis compaignie '
resorting to the college ; and id. was paid for sedge when'y® Christemas
lords came at Candlemas to y® colledge with shewes.

® Satutes ofthe Colleges of Oxford, i. 79.
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There appears to be no existing evidence of a bishop' at any
other Cambridge college, but at Oxford an inventory at All
Souls, whose foundation (1438) is amost contemporary with
that of King's, includes'j chem. j cap. et mitra pro episcopo
Nicholao', while at Magdalen the account-books show frequent
payments on his behaf from 1481 to at least 1529, and not
improbably till 1540. In thefollowing year aroyad proclama-
tion of July 12, 1541, put an end to the observance:

* And whereas heretofore dyverse and many superstitious
and childysshe observations have been usid, and yet to this
day are observed and kept in many and sondry partes of this
realm as upon sainte Nicolas, sainte Catheryne, sainte Clement,
the holye Innocentes, and such like; children be strangelye
decked "and apparelid to counterfaite priestes, bysshops, and
women; . . . and boyes doo singe masse and preache in the
pulpitt, with suche other unfittinge and inconvenyent usages,
.. .the kynﬂ'sm jestic therefore ... willith and commaundeth
that from henceforth al such superstitions be loste and
clyerlye extinguisshed throughowte al this his realmes and
dominions/,

There was a short revival of the observance in London
under Mary, but this does not appear to have extended to the
Universities.

In this exceptional case a definite date can be fixed for the
disappearance of one of the mediaeval forms of mumming,
but others, as has been seen, survived amongst the new
forces of humanism. So too with the more strictly dramatic
products of mediaevalism in its latest phase, moralities, inter-
ludes, and ' shows. College account-books for the first half
of the sixteenth century and incidental notices indicate that
they kept a place beside the newer dramatic types born of the
classica revival. Theunfortunate fact, already noted, that the
names of plays are very seldom mentioned in the account-
books makes it impossible to give details. But the verba dis-
tinctionsin the Magdalen accounts are very suggestive. In 1486,
1487, and 1495 'ludus’ (or 'lusores) isused ; in 1502,1512, and
1531 ‘interludia’ is substituted; in 1532 ‘ludus' reappears in
" ludus baccalaureprum’; in 1535, 1539, 1540, 1541, and 1544
"comedia and ' tragedia take the place of the earlier terms.

L Wwilkins Condilia, iii. 860 quoted by Chambers, op. cit., i. 366-7/.
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Without unduly pressing the phraseology, it is afair inference
that we see reflected in it the broad lines of transition from
the morality to the interlude and thence to the comedy and
tragedy of classical origin or inspiration.!

The names of two plays produced during this transition
period at St. John's, Cambridge, by Thomas Artour, a Fellow
of the college, between 1520 and 1532, Microcosmus arid
Mundus plumbeus, have been preserved by Bde.  The titles
suggest that they were alegorica or symbolic,” dealing with the
parallelism of man and the world, and the successive ages of
theworld.” Even aslateas 1561 a'spectaculum’ was exhibited
a Magdalen by Richard Baull, the choir-master, which
appears to have been of the nature of a controversid morality,
as Joyner, a painter, furnished for it 'portenta religiosorum’
and ° nomina haeresum\® But though relics of the older
dramatic order survived, it was the dynamic influences of
humanism that stirred Oxford and Cambridge to a theatrical
fervour that sought to reproduce, under new conditions, the
dramatic glories of Greece and of Rome. There is no need
here to retell the story of the revival of learning in the English
Universities. All that is requisite is to glance at a few of the
features which directly stimulated the growth of academic
drama.

One of these is the great extension of the college system in
the sixteenth century. Matthew Arnold's locus classicus on
Oxford," whispering from her towers thelast enchantments of
the Middle Age' makes us apt to forget how many of the
greatest colleges both by the Iss and the Cam are Renais-
sance not mediaeval foundations. Even Magdalen and King's
arejust at the parting of the ways, while Christ Church (1546)

! ' Comedia, however, is used officially at Oxford as early as March Il,
15112, when Edmund Watson was granted a degree in grammar, on
condition that he composed ' C carminain laudem universitatis et unam
pognggdlam infraannum post gradum susceptum’ (Boase, Reg. Univ. Oxon.,
i. .

It would be interesting to know the character of the 'ludus optimus'
which, according to the Merton Register (f. 219 v), wasgiven in the college
gtall _onL(J)%nuary 20, 1512/3, after the Warden had entertained the Masters

is e.
?C. H. Herford, Lit. Relations, 108,
Macray, op. cit,, ii.
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and S. John's (1555) at Oxford, and Christ's (1505), S. John's
(151i), and Trinity (1546) at Cambridge (to mention only some
of those specidly prominent in theatrical history) are dl of
Tudor origin.  With their stately buildings and ample endow-
ments these new homes of learning were idedly suited to
become the centres of a neo-classic dramatic art. Well might
Roger Ascham grow eloquent over the glories of the hal of
S. John's, Cambridge, 'theatrali more ornata’ for the festi-
vities after Christmas. For it is to be noted that University
dramain England is, strictly speaking, College drama.  Even
when on the visits of august personages the University
arranged theatrical entertainments it made use of college
buildings, playwrights, and actors. It was largely due to the
development of the colleges at Oxford and Cambridge that
while the school drama flourished more on the Continent than
in England it was otherwise in the case of the Universities.
Whoever dse may have cause to quarrel with the college
system, it is certainly not the historians of the stage.

The early Renaissance period saw not only the extension of
this system, but its internal consolidation. The mediaeval
theory of teaching was that it was the business of the Univer-
gty, not the individual college, and students attended the
lectures and disputations of the Regent-Masters (M.A.s of the
first and second year from their inception) in the public
Schools.  William of Wykeham had begun a new departure
by ordering that a specid payment should be made to the
Fellows who supervised the studies of the younger members
of their society. The system of college lecturing was extended
in the statutes of Magdalen and Brasenose, and in the six-
teenth century it gradually superseded that of lectures by the
Regents. Coincident with this change was the growth of
gentleman-commoners, for whom Waynflete was the first to
make explicit provison in 1479. This meant an influx of
well-born and wealthy youths, for whom the semi-ecclesiastical
rule of life of the mediaeval student had to be greatly modified.
The period of resdence necessary before taking the B.A.
degree was three years, followed by another four years for the
M.A. After this further degrees might be taken in Law,
Medicine, and Theology. As studentswhen they matriculated
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were, as a rule, mereboys in age, and as throughout their long
period of resdence the college was their home both for the
modern Terms and Vacations, it was natural that they should
seek recreation in the theatrical entertainments which were the
delight of Tudor Englishmen of every class

But these entertainments would not have received so much
encouragement from the college authorities, or become so
important a feature of sixteenth-century academic life, had
they continued, as in the mediaeval period, to be merely
recreative. The changes in the educational curriculum of
the Universities produced by the revival of learning gave
the college stage a new use and significance.

There was nothing in the mediaeval scheme of study for
an Artsdegreeto foster an interest in humane letters generdly,
still less in the specid field of thedrama. A student following
the beaten path of the Trivium and the Quadrivium would
learn the elements of Grammar, Rhetoric, and Logic, with
something of Arithmetic, Music, Geometry, and Astronomy,
and the course would be completed by the three Philosophies,
Physical, Moral, and Metaphysical. His reading would in-
clude the grammatical treatises of Priscian and Donatus, the
Topics of Boethius, some of the books of Euclid, astronomical
works by Ptolemy and Joannes de Sacrobosco, Porphyry's
Isagoge or Introduction to Aristotle, and, above al, the
writings of Aristotle himself on Rhetoric, Logic, Ethics,
Physics, and Metaphysics in themutilated and mideading L atin
summaries of the Schoolmen. It isnot till the fifteenth century
is well advanced that portions of Cicero, Ovid, and Virgil are
found prescribed as alternativesin an official syllabus of studies.

Doubtless then as now the younger scholars did not confine
their reading to books enjoined by authority, and the twenty
bokes clad in blak or reed' to be found at the bed's head of
a clerk of Oxenford, somewhat less serious than Chaucer's
pilgrim, may have included even in the fourteenth century
selections not only from the three writers named above, but
from Lucan, Statius, and Boethius. Among the classica
dramatists Terence aone never lost a hold upon the mediaeval
world, though the extraordinary belief became current that' the
poet himself or a recitator declamed the text from zpulpituni
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above the dstage, while the actors gesticulated voicelessy
below'. Neither the growth of an Italian school of Senecan
critics and imitators in the fourteenth century, nor the redis-
covery of twelve Plautine comedies in 1427, seems to have
wakened at the time any echo in England. The Greek
dramatists were, of course, unknown.

, But the foundation of Duke Humphrey's library at Oxford
(1444), with its store of classcad and Italian works, heralded
the humanist revival at the two Universities, which entered
upon its full course with the Oxford lectures of Grocyn and
Linacre, at whose feet sat Colet and More, and with the new
developments at Cambridge associated with the names of
Bishop Fisher, Erasmus, and Lady Margaret Tudor.

Religious as well as literary in its origin and aims, the
Renaissance movement in England was complex, embracing
at the same time principles favourable and hostile to the
development of theatrical art. Their antagonism in the
later sixteenth century forms a remarkable chapter in the
history of the University stage.  But in the main, and especi-
aly in its earlier phases, the movement had among its results
the eager study of the dramatists of Rome and, in less measure,
of Greece. Theinterest in them was often scholarly rather than
dramatic. Such a work as Udal's Floiiresfor Latine spek-
ynge (1534/5), a cento of phrases from three of the comedies
of Terence, with their vernacular equivalents, illustrates this.
But Tudor England with itsinborn passion for acting could
never have been content with merely reading the plays of
antiquity, even if other countries had not aready set them the
example. Italy, having rediscovered the true methods of
classica representation, had towards the end of the fifteenth
century begun to revive Roman plays. Through the influence
of Pomponius Laetus, a Professor in the University of Rome,
the Asinaria of Plautus and the Hippolytus of Seneca were
performed about 1485 by his pupils. In Florence the Men-
aechmi was produced in 1488 at a school, with a prologue by
Politian ; andin 1502 it was acted at the \ atican on the occasion
of Lucrezia Borgids departure for Ferrara.  In the same year
beyond the Alps one of the comedies of Terence was performed
a Metz in the Bishop's palace in Carnival time, but excited the



16 FROM MEDIAEVALISM TO HUMANISM CHAP.

anger of the audience, who could not understand it. About the
sametime the pupils of Conrad Cdltis acted the Aulularia and
the Eunuchus in the Aula of the University of Vienna, and
the former play was aso produced in Bredau by the pupils of
Corvinus. Melanchthon at Wittenbergin 1526 wrote aprologue
for a performance by the University students of Senecas
Thyestes, and his younger colleague, Paul Eber, supplied
one in 1554, when the Hippolytus was similarly produced.
Melanchthon's scholars also acted the Hecuba of Euripides, but
in the Latin trandlation by Erasmus, as somewhat later in the
century George Buchanan's pupils a the College of Guienne
in Bordeaux performed his similar versions of the Medea and
the Alcestis. The Plutus of Aristophanes was produced at
Zwickau by George Agricolain 1521 both in Latin and Greek,
and another performance of it in the origina was given at
Zurich in 1531 by adherents of Zwingli.

The enthusiasm of Continental humanists and reformersfor
the acting of classca plays as amethod of educational training
soon spread to academic circles in England.  The statutes of
severd colleges prove this beyond doubt. Thus a St. John's,
Cambridge, the regulations of 1545 about the lord of misrule
arefollowed by the additional provisionthat' ceteras comoedias
et tragoedias quae interEpi phaniam et Quadragesimam aguntur
lectores singuli et singuli examinatores accumbent ut aliqua
litteraria contentione exerceantur ."

A year later till moredetailed injunctions appear in chapter
36 of the statutes of Queens College, Cambridge:

_'Et ne Juventus nostra, exercitata forsan ad alia, pronun-
ciando ac gestu rudis et inurbana maneat, volumus ut Grae-
cee Linguae Professor, et etiam Examinator quotannis inter
20 Decembris diem et Quadragesmee initium in Aula Col-
legii duas Comoedias sive Tragoedias curent agendas; s ante
20 Decembris diem per Magistrum, aut eo absente per Pro-
Praesidem, ad ess privatim exhibendas—vel etiamsi per Magis-
trum,auteoabsentePro- Praesi dem,etmaj orem partem Sociorum,
ad ess publiceagendas—fuerint requisiti: quods praestiterint,
recipiet uterque eorum pro labore suo 6° 8%: si vero uterque aut
illorum alter huic Officio sibi constitute satisfacere recusaverit,
mul ctabitur x°, solvendis, vel publico Aerario, vel ateri qui velit

! Mayor, Early Satutes of . John's Coll., Cam,, 139.
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hoc suum officium administrare . . . Quod s quisquam Scho-
larium, (nisi in Sociorutn convictu fuerit), designatus ab aliquo
horum duorum L ectorum, partem aliquam agendam recusa-
verit, punietur judicio Praesdis.

Similar in scope is chapter 24 of the Trinity College
Statutes in 1560, though provision is made for five instead of
two plays annually:

" Novem domestic! lectores quo iuventus maiore cum fructu
tempus Natalis Christi ineat bini ac bini singulas comoedias
tragoediasve exhibeant, excepto primario lectore quern per se
solum unam comoediam aut tragoediam exhibere volumus.
Atque hasce omnes comoedias seu t_rgoedias in aula privatim
vel publice, praedictis duodecim diebus, vel paulo post pro
arbitrio magistri et octo seniorum, agendas curent. Quod
quidem s non praestiterint, pro unaquagque comoedia Seu
tragoedia omissa, singuli eorum quorum negligentia omissa sit
decem solidis mulctentur.’

At Christ Church, Oxford, as has been seen? the pastime
during the Christmas lord's rule was from 1554 onwards to
include not more than two comedies and two tragedies, ' of
the w* fower playes there shall be a Comedy in Lattin &
a Comedy in Greek and a Tragedie in Lattin and a Tragedy
in Greek'.?

These enactments were intended to regulate an already well-
established custom of acting.  The plays which the authorities
had chiefly in mind were doubtless those which had been
performed on the Roman or the Attic stage. It is difficult,
however, to say to what extent the Greek tragedies and
comedies were revived in the origina tongue. The loss of
the Christ Church account-books before 1577 prevents any
elucidation of the ordinance of 1554, and no other documentary
evidence is apparently extant for the performance of playsin
Greek at Oxford. The Cambridge data are very little fuller.
The Plutus of Aristophanes was performed a St. John's with
the new pronunciation during Christmas, 1536,and at Trinity ten
years later a the same season John Dee' did sett forth a Greek
comedy of Aristophanes® play named in Greek Eipyw, in Latin
Pax\ To the same, or a dightly later, period belongs the

! Quoted by Mullinger, Hist. Univ. of Cambridge, ii. 627.
2 Cf. supra, p. 7. 3 Wood MS. C. 7, f. 44-

11)61 C



18 FROM MEDIAEVALISM TO HUMANISM  CHAP.

eo-Hellenicn i'eicte of John Christopherson, discussed below,
but it is impossible to specify the performance of any Att|c
tragedy in the original. The statement by William Soone' in
1575, that if Euripides, Sophocles, and Aristophanes could see
the performancesof their own playsat Cambridge, 'etiam Athe-
narum suarum taederet, may possibly refer only to Latin
versions, like the Ajax Flagellifer which was to have been
represented before Elizabeth in 1564, In the case of some
of the entries in college account-books it is doubtful whether
they refer to plays of Sophocles and Euripides, origina or
trandated, or to the Senecan tragedies on the same themes.
Instances are Oedipus and Hecuba,acted at Trinity, Cambridge,
1559/60, and Medea at Trinity 1560/, and a Queens 1563/4.
Probably the Senecan plays are meant, and Troas acted at
Trinity 1551/2 and 156071 is dmost certainly the Roman
dramatist's Troades. No mention by name of Senecan
representations at Oxford is found till the last decade of the
century, though the , tragedie' in college accounts doubtless
includedthem.

The Adelphi of Terence was acted at Queens', Cambridge,
in January, 1547/8, at Jesus 1562/3, and at Trinity in the same
year, as dso the Phormio, while the Eunuclms followed at
Jesus in 1563/4. Plautus appears to have been even more
popular. The Pemtlus was acted at Queens' in February, 1549,
and SichzS in 1554; the Menaechmi a Trinity 1551/2
followed by 'a commedye of Plautus, on January 7, 1557,
Mostellaria 155960, Amphitruo 1560/1, Pseudolus 1562/3,
and Trinummus and B ace hides 1563/4. At Jesus Curculio
was staged in 1562/3, and on Elizabeth's visit to Cambridge
in August, 1564, Aulularia was chosen as the first of the plays
to be performed before her a King's. In the years following
her vigit other revivals of Plautine comedies are recorded. At
Oxford a performance of Menaechmi at Merton took place in
January, 1567/8; in the previous February the Eunuchus of
Terence had been given at the same college”®

> See further inf. pp. 109-10. 2 Seeinf. p. 97.
Moore Smith, he. tit.,, 269; other references follow from the same
source.
* Mere, loc. cit> 198. ® MS. Register, i, f. 349 and i, f. 3.
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But the dassca dramatists had no monopoly of the college
dages. Continental humanism had produced arich variety of
neo-Latin plays. In France academic drama was specidly
asociated with the College of Navarre in the University of
Paris. Ravisus Textor, Professor of Rhetoric in the college,
who in 1500 was elected Rector of the University, wrote in
sLatin for performance by his pupils a number of Dialogi,
wherein the language and versification were borrowed mainly
from Virgil and Ovid (though some are in prose), but whose
spirit and structure are mediaeval. These Dialogi were
first published in 1530, sx years after his death, and very
soon, as will be seen, influenced the English University
Sage.

The College of Guienne in Bordeaux had the distinction of
producing between 1540 and 1545, with Montaigne as one of
the actors, the most notable neo-classic plays of the strictly
humanist type written on French soil. These included the
Caesar of Muretus. In 1536 the Parisian professor Roilletus
published three tragedies, which had probably been acted by
his pupils, Philanira, on the same theme as Measure for
Measiire, and two Biblica plays, Petrus and Aman.

In the sphere of humanist comedy the most remarkable
group of plays was that written by Dutch and German school-
masters in the earlier sixteenth century, elaborating the story
of the Prodigal Son on the lines of Roman Comedy. The
Asotiisand the Rebelles of George Macropedius, the Acolasttis
of Willem Gnapheus, and the Studentes of Christopher Stym-
melius won wide and well-deserved popul arity,though more for
their realistic pictures of riotous living than for their didactic
ams. As they were intended for performance by young
scholars, it was natural that they should find their way on to
the English University stage. Acolastus, of which an English
edition with a trandation by John Palsgrave had appeared in
1540, was acted a Trinity, Cambridge, in 1560/1, and Asotus
a the same college in 1565/6. The English Prodiga Son
plays, inspired by these models, such as Misogonus, Thomas
Ingelend's The Disobedient Child, which is a verson of
Textor's Juvenis, Pater, Uxor and the other anonymous

C2
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version of which only a fragment remains,* were probably of
university or school origin, but no more definite statement can
be made about them. The identification, however, of a loca
dlusion in Thersites, adapted from another of Textor's
Didogues, suggests strongly, when coupled with other
references, that it is an Oxford play. Thersites boasts
(11-154-5):

The proctoure and his men | made to renne their waies,

And some wente to hide them in broken heys.

Broken Heyswas a piece of waste land between the Castle
and the City Walls, the ownership of which was contested by
Magdalen parish and the town.?

Other locd references are to

Simkyn sydnam somner
that kylde a catte at comner

Mother bryce of oxforde and greate Gyb of hynxey.

These are found in the curious episode, added by the
English adapter, of the boy Telemachus coming to the mother
of Thersites to be cured of worms. This coarsdly jocular
episode is just such as would have been thought suitable
at the time in a play acted by young scholars or choir-boys,
and the epilogue is evidently addressed to such (11 904-5):

To youre rulers and parentes be you obediente,
Never transgressinge their lawefull commandemente.

The prayer that follows for the queen, , lovely Ladie Jane,*
and the new-born prince, fixes the date of the performance
from which the printed text is taken as October, 1537. But
this was probably a revival to celebrate the birth of an heir to
the throne, for such lines as ' Woldest thou have a sdlet
nowe al the herbes are dead 7 (L 37) and ' | wyll geve the
somewhat for the gifte of a new yeare' (L 478) indicate that
the play was produced originally in the Christmas holidays.

, Printed in Malone Society Collections, i. 27-30,

The reference was identified by Mr. F. Madan.  On Broken Heys see
funéther Wood, City of Oxford, ed. A. Clark (1881), i. 363.
See Pollard, English Miracle Plays, fourth edition (1904), 214.! would

add the suggestion that it was one of the Magdalen Christmas plays some
time between 1530, when Textor's Dialog were published, arid 1537.
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Though Tkersites is an adaptation, itis so much enlarged and
so thoroughly anglicized in atmosphere as to be virtually an
origind work. It is therefore satisfactory to have such strong
grounds for regarding it as an Oxford play in its vernacular
form. The Latin origina was probably produced at Queens
College, Cambridge, in 1543, when © actio dialogi Textoris' is
entered in the accounts, and 8d. was spent ' pro picto clipeo
quo miles generosus vsus est in comoedia..”

Another group of neo-classic playswhich found favour with
English academic audiences was that dealing with prominent
Scriptura figures. Sapientia Solomonis was acted at Trinity,
Cambridge, in 1559/60. This was probably the play by Sixt
Birck of Bade, printed in 1555, either in its origina form or
in an adaptation.? Heh\ performed at Queens, Cambridge,
January 26, 1547/8, was perhaps the play published by the
Bavarian schoolmaster Hieronymus Ziegler in 1543; John
babtiste at Trinity in 1562/3 was probably Buchanan's tragedy,
and lephthesm 1566/7 either his Latin play or the one by
Christopherson in its Greek or Latin version.

In adifferent vein was Philanira, doubtless the tragedy by
Roilletus, acted at Trinity in 1564/5. Other secular playswere
Piscator or Fraus Illusa? a comedy written by John Hoker,
Fellow of Magdalen, Oxford, and college lecturer from 1535 to
1543 ; Strylius by Nicholas Robinson of Queens, Cambridge,

Christmas plays are mentioned in several of the intervening years in the
college accounts. The lines addressed to Thersites by his mother: —

He that forgeue Mary Mawdalene hyr synne
Make the hyghest of all thy kynne—

woluld be specially suitable on the lips of a Magdalen scholar.
, Moore Smith, loc. cit., 268. - .
One adaptation is preserved in the British Museum MS. 20061.  This
MS., which has'E. R." both on the binding and the illuminated title-page,
was doubtless the 'book’ of the play prepared for the Queen's use, when (as
the Epilogue shows) it was acted before her and the ‘inclita princess Cecilia,
of Sweden, wife of the Margrave of Baden, who wasavisitor at the English
court from September, 1565, to the summer of 1566. Sixt Birck's play com-
bined the episodes of Solomon's prayer for wisdom, hisjudgement between
the two women, and thevisits of Hiram's envoys and ofthe&ueen of Sheba,
with some humorous incidents of hisown invention. The MS. version am-
R/Ilmes considerably the humorous element, es?eually the part ofthe clown
arcolphus, and ‘introduces the alegorical tigures of Justitia, Pax, and
Sapientia.  But as the actors of this version were not University men but
. | puellorum cohors | Nutrita . .. magnificis sumptibus' of _the%Jg?n (Pro-
Io%ue), it probably differs from that performed at Trinity in 1559/60.
Mentioned by Bale, Scriptores, i. 712.
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afterwards Bishop of Bangor, acted in 1552/3" and, a comedy
‘decrumena perdita® exhibited by Matthew Hutton, after-
wards Archbishop of York, at Trinity in 1554/5 (perhapsidenti-
cal with Crttmenana acted at the same college in 1565/6).
On the border line between religious and secular plays are
the dramas of theologica controversy, prominent amongwhich
was Pammachius by Thomas Kirchmayer (Neogeorgus), pub-
lished at Wittenbergin 1588, with a dedication to Cranmer and
a poetical address to Luther. Pammachius is an imaginary
Pope, contemporary with the Emperor Julian, who to escape
persecution swears fealty to Satan and assumes the role of
Antichrist, till his dominion is threatened by the return of
Veritas to earth, who enlists in her service the German Theo-
philuswith his,dogmata’ of justification by faith and the like.
This Lutheran tract, in dramatic form, was acted at Christ's
College, Cambridge, in Lent, 1545. Two of the Felows,
John Crane and Nicholas Grenewall,took part in the perform-
ance, which ' cog the college well nigh xx nobles aowed bi
the Master and the companie .° Another of the Felows,
however, Cuthbert Scott, who had just taken his B.D. degree,
had raised objections to the representation on the ground that
the play was 'thorowe out poyson'. Overruled by his
colleagues he laid a complaint before the Chancellor of the
University, the orthodox Bishop of Winchester, Stephen
Gardiner, and apparently stated that it had been performed
by the ¢ youth ' of the college ' contrary to the mynde of the
master', Henry Lockwood, and that part of it was ,s00
pestiferous as were intolerable’. Gardiner thereupon wrote
on March 27 to the Vice-Chancellor, Matthew Parker, Master
of Corpus Christi College, inquiring about the truth of these
reports. Parker replied on Good Friday that the play had
! The Queens' College accountsmention acomedy inthisyear. Thetitle
and theauthor'sname aregiven in Cooper's Ath. (Jamb., i. 505. But | have
not been able to trace Cooper's authority. No mention of- Srylius is
made by Tanner in his Bibliotheca, nor by Wood in Ath. Oxon,, in their
notices of N. Robinson, nor by W. G. Searle in his History of Queens
Call. (Camb. Antig. Soc. 1867). _ )
3 S0 entered in the accounts. See Moore Smith, loc. cit., 269 and 271.
® Thelettersbetween Stephen Gardinerand M atthew Parker fromwhich
this and the details that follow are taken are printed in Lamb, op. cit.,

49-57 ; dso,in modernized spelling, in Publications of the Parker
Society, vol. xlix, 20-30.
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been acted with the consent of the Master and Fdlows, and
that , wher ther isinterspersed thorough out the tragedie both
danderous cavillations and suspitious sentences therefor as
| am credibly informed they used this foresight by the adver-
tisement of the Master and Seniors to omyt al such mattyer
wher offense might justly have rysen'. The Chancellor, still
dissatisfied, wrote on April 23 a second letter ordering Parker
to summon , the masters and presidentes of the colleges with
the Doctors of the university' to assst , in the trya of the
truth concernyng the said tragedie \

This correspondence is of exceptiona interest, for it brings
the University stage for the first time into relation with the
Government, and it aso gives us our earliest glimpses' behind
the scenes' of a college performance. We hear something of
the discussion previous to the choice of a play; of the
permission given by the college authorities for its representa-
tion; of the manner in which the text was cut down or
adapted for the specid occasion. For detailed first-hand
descriptions by onlookers we have to wait till Elizabeth's
visits to the Universities in 1564 and 1566. But college
accounts furnish some additional data previous to these visits
concerning scenic arrangements, properties, and costumes.
The erection of the stage in the hall was usually the most
formidable item of expense.  Thus at Trinity, Cambridge®
1548/9, 24s. 8Y. is entered ' to y°© carpeter when the play%
were in hand the laste yere' and 7s. 5d. 'to y°® carpeter
and hisman occupied about the stage v days and ij oth' men
ondaye'. On November 18, 1551, i8d. was paid to Thomas
Benton for ' laying up y® stagynge tymbre at the rate of 6d.
aday. At Chrigt'sin 1551/2, ,'12%was paid to the carpenter
for removing y° tables in y® haull & setting y*® vp again w"
y° houses and other things. At Magdalen, Oxford, in
January and February, 1560/1, the expense of setting up and
taking down the stage amounted in all to 40s, yd. The details
are thus st out in the accounts.—

Solut. oue? %februarlj opanti circatheatru p vndecim gre§

dietim xix" _ _ XVij© v

! Forthisand other extractsthat foI low from the Senior Bursar'saccounts
| gm indebted to Dr. Aldis Wright.
The name is indistinct and doubtful but occurs in the accounts about
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d ::8:::d
d ile il

Solut. westbz circaide occupat. p tresdiesdietim ix il
-4l

Solut. crispe occupat. circaidem p tres dies dietim ix

Solut. wright & cutberd 5 dies dietim xiiij~ . . VX
Solut. welles et haywood serrantibus variap theatro p 4 die
dietim xx". S : : Vit viii
Solut. Allot remouenti theatru .. .. . iV,
Solut. Johani willowes et herico heywood . . iV Vi
26dJ2tr)uary gerrantibus varia,p theatro p 3esdies cii dimigliq
ietim XX . : : : : V° X

The smdl proportion spent on the removal of the stage is
noticeable. In January and February, 1562/3, there was
similar expenditure ' pro theatro ad spectacula ededa’, when
six workmen were paid £ 15" nd.

Lighting dso was a large item. At Magdalen in 1541/2
5s. od. is st down, ,p candelis cosumptis in Aula tempore
actaru comediaru’, and in 1562/3 89. od. 'p 2°°@ duodenis
facu ad spectacula pbeda\' At Trinity, Cambridge, in 1547,
4s. 6d. was spent on , a Great Rownd Candlestick for the
Stage’, and 4s. 8d. on 'iij stone and a halfe of pyche.
Torches, , lynckes, candles, constantly recur in the accounts
among the theatrical expenses. Cods do figure there; thus
at Queens, Cambridge, in January, 1547/8, sx bushels were
used during the performance of two plays?®

Considerable sums were spent on costumes. Thus at
Trinity £4. 15s. 4d. was pad in 15489 'for making
garmets to o' playes, and £4. 13s. 4d. 'for making plaing
gere'; 2od. was the cost of making 'ij payr of velvet shoos,
which is much the same rate as the i2d. paid a Christ's
College in 1552/3 'for making and soling a pair of velvett
shoes " owing' since thetragedie. In j 550/1 ' Mr Cockrooste,
aFelow of Trinity, received 120T,, the cog of * hyrynga coplete
harnesse', when his play was acted at Christmas. In 1551/2
at Christ's 8d. was paid to * Edmunde tailer for mending the
fooles coat. The sum of 5s. 3d. given in Lent, 1551, a
Exeter College, Oxford, to' Doyle pingenti ea quibus opus erat

thistime. Mr. Macray does not reproduce the details, but gives the total

as£2 is.yd. In addition, amongthe, solutionesforinsecae’, 53s. 4d. appears
'pro expensis dominorum tempore tragediarum ', op. tit. ii. 34.

Both items are taken from the MS. accounts. ~ Mr. Macragl appears to

be mistaken in speaking of ' six dozen torches ' being bought,,?/, tit. 11.35.
2 Queens' Coll. accounts, quoted by Cooper, Annals, v. 278,
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agendis comediis was for scenery or some form of dage
property.t

The plays were often accompanied by some form of feasting.
The Magdalen accounts contain many evidences of this in
such entries as' pro merenda facta post comediam actam,ix®iij®,
' pro bellariis datis sociis cum ageretur comedia, viij®. Nor
was the hospitality confined to members of the University.
At Christ's College 32s. 3¥ad. was laid out ' towards y® honeste
enterteynmente of y° Wershippe' of the Town and the Univer-
sity , w™ resorted to or colledge to see y° plaies there' in 1552/3,
The visits of the lords of Trinity parish and of St. Andrews
have been aready noted. The relations between academic
and civic authorities a¢ Cambridge had evidently not become
as embittered as they were later in the century.

And despite the enactments of some pious founders strolling
players and musicians were welcomed in college hdls. The
founder of Peterhouse had decreed in his statutes, tit. 41 (1344),

*loculatoribus & Histrionibus publice non intendant: ludis
theatralibus ludibriorum spectaculis publicis in Ecclesis, thea
tro, vel Stadiis . . . nis recreationis causa, honestate servata
fortassis ad modicum tempus intersint.'

Therevised statutes of Balliol in i507ordainedthat a member
of the college ' histrionibus et ioculatoribus se non immisceat '.

Yet a King's College, from 1482 onwards, payments are
made , to strolling players and musicians coming to the College
from dl parts of the Country'? At Magdalen, Oxford, on
January 6,1486/7citharistae et mimi' took part ina, ludus' in
the hall in 1490/1. Singers were entertained from Abingdon,
London, and Hereford,and at alater periodthe Queen's players
acted in 1531/2 and 1532/3 and the'iocul atores Regisin 1535/6.
College authorities in the earlier Tudor days must often have
found it an agreeable diversion from their severer duties to
* 3¢ the players well bestowed. The hostility towards the
professona actor, which was afterwards to form common
ground between the friends and foes of the academic stage, had
not yet, under the strangely combined influence of Puritanism
and Roman law, taken definite shape.

! In Lent, 1458, at the same college, 6s. 8d. had been laid out , pro expen-

sis, Commoediae publice peragendae,. C. W. Boase, Reg. Coll. Exon. i. 38,
G. C. Moore Smith, loc. cit., 267.



CHAPTER I

BIBLICAL PLAYS AT OXFORD

MENTION has been madein the previous chapter of perfor-
mances of continental Latin plays on Biblica subjects at
Cambridge. No record of similar performances a Oxford
appears to exist. But whether acted or not, some of these
plays were known there, and influenced the work of the first
Oxford dramatist whose name has come down to us, Nicholas
Grimald, familiar afterwards as a contributor to Tottel's
Miscellany. Grimald, born in Huntingdonshire in 1519,
was on his father s side of Italian descent, and thus had in his
blood something of the warm temperament of the south and
its natural dramatic instinct. The varied course of hisUniver-
Sity career gave this instinct specia opportunities for devel op-
ment. He first went to Cambridge, where he was a member
of Christ's College from 1536/7 till 1539/40, when he proceeded
B.A. As Christ's was aready one of the chief centres of
Cambridge drama, he must have seen plays performed in the
college hall, and probably acted himself.

After taking his degree at Cambridge, Grimald, on the
advice of Gilbert Smith, Archdeacon of Peterborough, who
supplied him with the necessary funds, migrated to Oxford,
where he first spent a short time at Brasenose, whose earliest
Principal, Matthew Smith, was a relation of the Archdeacon.
He had to wait some weeks before his books were forwarded,
and to fill up the time he began to write the play, published in
1543 by Johan Gymnicus at Cologne, entitled Christus Redi-
uiuus, Comoedia Tragica, sacra & noua. It is prefaced by
a long dedicatory letter to Gilbert Smith, in which, after
giving the above account of how the play came to be written,
he proceeds to tell how it dso came to be acted:
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¢ Postea uero quam uersatus in Collegio doctorum, quod ab
Aeneo naso nomen inuenit, per mensem unum & item aterum
istam pro mea uirili Spartam ornauera, ac forte fortuna ita, ut
fiebat, arderet pubes domestica theatrum conscendere, quo &
Suos excitarent animos, & ciuibus imaginem quandam uitae
spectandam exhiberent; continue ex paucis, qui meum cu-
biculum frequentabant, coepit multisinnotescere, quid molirer,
%rITI]dq; in_manibus haberem. Eglgzt itag; mecum Matthaeus
ithus Collegij praeses . . . egit Robertus Cauduuellus™ uir
perhonestus, insigniter doctus, e%erunt lectissmi  atq;
optimae adolescenteis, ut meam sibi foetura, in Scenam
producendam concrederem, in eag; re, meam illis operam di-
carem ac deuouerem. Quoniam autem negare eisturn praeclara
etentibus, turnindol esuadignacupi enti bus,difficilemihi uisum
uit: permis sane, ut eorum auspicijs, haec ista Comoedia
etiam in eruditissimorum uirorum corona publicitus ageretur.’

This narrative is important for various reasons. It contains
apparently the only record of a performance at Brasenose, and
shows the College authorities uniting with the younger students
in an apped for permission to act a play. It dso indicates
that the performance was intended not only for the scholars
but for the townsmen. A play on the Resurrection, even
though written in Latin, would have an edifying effect on
the unlettered as well as the learned.

But as Grimald further relates, his tutor, John Airy,? was
anxious that the influence of the work should extend still
further, and, in urging him to print it, contrasted its subject
and aim with those of secular plays:

" I1lud peropportune cecidisse confirmabat quod in argumen-
tum adsumerem non leuiuscula Epigrammata, non amatorios
iocos, non morias, non mMimos, non postremorum_hominum
colloquia, non Atellanam Comoediam, no Tabernariam, aut S
quasunt Ethnicarum fabularum portenta, quae nihil ad morum
conformationem, nihil ad solidam eruditionem, nihil ad diuinae
laudis amplificationem adferunt emolument! .’

This is a valuable summary of many of the contemporary
dramatic types, and it would be of interest to know which were

! Thismust, | think, be Richard (not Robert) Caldwell, who in 1542 was
Fellow and senior bursar of Brasenose. =~ _
“Such must apparently be the name Latinized by Grimald as lohannes
Aerius, but, as far as | have been able to ascertain, it does not appear, in
any form of spelling, in the University registers.
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the 'postremorum hominum colloquia, those, for instance,
of Textor, Erasmus, or Heywood, that were frowned upon
by Airy. But if he wished to st severe limits upon the
subject-matter of drama, he was free from dl pedantry upon
questions of form and style. It is astonishing to find this
Oxford scholar, in his observations to Grimald upon his play,
setting forth the distinctive principles of Romantic dramatic
art. He commended the intermixture of high and low, grave
and gay, and the variation of style according to the speaker
and the occasion:

' Belle uidelicet me temporum ordine ad finem decurrisse:
& magna paruis, laeta tristibus, obscura dilucidis, incredibilia
probabilibusintexuisse... Etiam nihil ineptum, nihil indecorum,
nihil quod aut personae, aut rel, aut tempori, aut loco minus
quadret, inueniri posse arbitrabatur. Nam quis, inquit, Ora-
toriae facultatis expertus, non rem gestam indicatibus & subito
colloguentibus, tenuem, pressum, & familiarem sermonem:
non consolatoribus, lagticiae nucijs, atg; plaudetibus, tractam,
suauem & uenustam dictionem: non gloriosis, exultabundis, &
indignantibus acrem, ardentem, & grandiloquam oratione at-
tribuerit ?'

He approved of the virtual observance of the unity of place
in the play, but smply because it was theatrically convenient:
' Loca item, baud usque eo discriminari censebat: quin unum
In proscenium, facile & citra negocium conduci queant'. On
the other hand, he defended the violation of the unity of
time, by clasicd precedent: 'Ac s quis miretur, uel quod
plurium dierum historiam atque diuersa tempora, in unam &
eandem actionem coegerim . . . eum intelligere debere, me
autorem sequi M. Actium Plautum, cuius praeter aias Cap-
teiuei . . . compluribus interiectis diebus agi fingutur'.

It would be interesting to know whether Grimald confided
to Airy that he had later models than Plautus, and that in his
tragi-comic treatment of a Biblica theme he had been influ-
enced by at least one of the continental humanist playwrights,
Barptholomaeus Lochiensis, whose Christus Xylonicus, first
published at Paris in 1529, had been reissued at Antwerp in
1537, and by Johan Gymnicus at Cologne in 1541. Alecto
would not have tempted Caiaphas in Christus Rediuiuus
(1V, v) had she not aready tempted Judas in Christus Xy-
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lonicus. The Roman soldiers who guard the tomb in the
Brasenose drama are cdled Dromo, Dorus, Brumax, and
Sangax; Grimad took these names (the last with an X’
added) from those of minor characters in the continental
play. He even makes Caigphas spesk of ' Christus xylonicus,
(I'V. 1ii) after the Resurrection, though the phrase, as devised
by Barptholomaeus, applies to the Saviour triumphant on
the Cross itsdf.

For the action of Christus Xylonicus ends with the burial
in the garden tomb, where, in the opening scene of Christus
Rediuiuus, Mary Magdalen is discovered in deepest lamenta-
tion. In vain Joseph of Arimathaea and Nicodemus seek to
comfort her. With an echo of classca legend that falls
strangely in such a place at such an hour, she cries.

Heu me quid obsecro, misera, misera,
Quid agam tandem diud misera, misera,
uam quod furtim erepta shi querens pignora,
ilomela & noctu factitat & interdiu ?
At last, however, by their entreaties and those of Salome she
isinduced to depart, on the understanding that she will return
at dawn on the third day with spices and ointments for the
last funeral rites.

At the beginning of Act I, Caiaphas is seen near the tomb,
rgjoicing in the death of the revolutionary who—

Nouas quasdam leges, nouas ceremonias,
Decreta noua, ritus nouos, sacra noua,

Noua & inuisa & inaudita plurima,
Per uniuersam constituit Rempublicam.

He is soon joined by Annas, with asquad of Roman soldiers
dispatched by Pilate to guard the Tomb, lest the Body should
be stolen and the report spread that Christ, in fulfilment of
His prophecy, had risen from the dead.

The four soldiers supply the comic element in the play.
They are cleverly discriminated specimens of the miles
gloriosus. As soon as they are left aone on watch (n. iii)
they begin to outvie one another in boasting. Dromo, played
probably by a senior undergraduate, points proudly to his
bearded chin as a symbol of the masculine valour which has
distinguished him from birthj
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In me cum lacte materno iuraueris

Esse imbibitam bellatricem iracundiam.

Et hunc formidarem proiectum uermibus?

Quern uicimus, quern uictum ex orbe fugauimus.
Dorus, evidently acted by a very young scholar, asserts that
his stature is no index of his spirit:

Mihi vero quanquam in caelum non prominet

Bicorpor atg; gygantea granditas: _

Tamen animum altum, excelsum, generosum, nobilem,

Non uastam & prodigiosam corpulentiam

lustus rerum aestimator in quogquam exigit.

Nam mutis pecudibus adsimilantur corpora:

Animis aequamur superis immortalibus.
Sangax, with a knowledge of Jewish heroes surprising in
a Roman soldier, declares—

Equidem baud uerear cum Sampsone congredi.

Brumax ridicules the possibility of the buried ' praestigiator’
rising from his tomb, and threatens to put to speedy flight
any of his followers who may try to stead him away.

The closing episode of this Act and the earlier ones of
Act Il must have tested somewhat severely the scenic re-
sources of the Brasenose stageif redlistic effectswere attempted.
Cacodaemon appears fleeing from the Redeemer's presence in
Tartarus, and followed by a rgjoicing crowd of the delivered
manes piorum. They may have been carried up to the
roof of the stage, for the devil cries:

Oh, iam splendet nouis aer fulgoribus,

Oh, uolitant agminatim ad caglum caglites.
Thereafter follow earthquake and lightning, which so terrify
the soldiers that they take to their hedls, but fal down in
a mysterious stupor.

“Dro. Quid hoc? Hei nullussum. Do. Perij. Sang. In-
terij. Brn. Occidi.'

As they lie prone, Christ comes forth from the tomb bidding
Death cast away his spear, and acknowledge his Conqueror.

The stage is then left empty, save for the unconscious

soldiers, till Mary Magdaen returns with Cleophis' and a

.1 2(55r)imald gives this name to Ma?‘l the wife of Cleophas (St. John
XiX. 25).
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company of Galilean women. Thedetailed reminiscences that
they interchange of Christ's miracles make a pause in the
action, before their amazing discovery that the tomb is open
and empty. Theincidentsthat follow to the close of the Act—
the visit of John and Peter to the sepulchre, the revelation of
Himself by Christ to Mary Magdalene, and afterwards to the
other women—follow closely the narratives of St. John and
S. Matthew.

In glaring contrast to these solemn episodes is the opening
scene of Act IV, where the soldiers shake off their stupor.
Here Grimald givesfree rein to his comicinvention. Brumax
is the first to awake. He arouses Sangax, and together they
get the trembling Dorus on his feet. But Dromo 4till lies
prostrate and apparently lifdess. Thrice Brumax cals him
in vain, but when Sangax and Dorus dternately shout his
name into his ear, he at length begins to draw breath. His
companions dowly raise him, and then Brumax, who appears
to be the sergeant of this awkward squad, marches them off to
give news of what has happened to the high priest.

Caiaphas at once redlizes that if the report of the Resur-
rection gets abroad it means the downfall of his power, In
his plans for preventing this he finds an aly in Cacodaemon,
who in ascene (1V. iv) that must be supposed to be laid in the
lower regions addresses the great infernal peers with some-
thing of a Miltonic dignity and bids them inspire men with
a disbelief in the miracle. He dso sends forth Alecto to
Caiaphas to counsel him to bribe the soldiers to pervert the
truth. This proves an easy task, for Brumax and his comrades
no sooner catch a glimpse of the gold that Caiaphas dangles
before them than they forswear themsalves roundly, asseve-
rating in turn that the body was stolen while they dept.
The high priest isjubilant, but the plot fails, and Act V, which
Is dramatically of least interest, shows the disciples converted
from their incredulity, and even Thomas convinced by the
appearance of the risen Lord, who announces the approaching
descent of the Holy Spirit.

It was probably these solemn episodes that chiefly com-
mended the piece to the Brasenose authorities, but in the
skilful dispogtion of his materias, and in his introduction of



32 BIBLICAL PLAYS AT OXFORD CHAP.

a species of comic rdief particularly suitable to youthful
actors, Grimald proved that his dramatic art had other than
merely edifying aims.

The publication of Christtis Rediuviuus in Cologne was
probably due to the friendly offices of John Bale, who had
fled to Germany in 1540. In any case, after his return to
England in 1547, Bade was on terms of close intimacy wirh
Grimald, and it was from the latter's own library at Oxford
that he gathered the information for the long list of hisworks
that he has left us’ These include eight plays, of which
only two have survived. The four lost Latin plays were
apparently on scriptural or dlegorica subjects.  They in-
clude Christus Nascens, a Nativity play, cdled by Bade a
comedy; Protomartyr, a tragedy, probably on the subject
of St. Stephen; Fama, caled in the Index both atragedy and
a tragi-comedy, and in the Catalogus a comedy; and Athana-
sius sine infamia, a comedy.

But of greater interest, both from their subject-matter and
from the fact that they were written in English, are the two
other logt plays. One was a comedy on an unusual theme,
De puerorum in musicis institutione; the other, Troilus,
aso acomedy, was based on Chaucer'spoem.?  Itisatribute to
the influence of Chaucer's genius that, at a time when the im-
pulse of academic drama was strongly towards Latin plays, he
should have furnished the material for two of the earliest Ox-
ford English plays, Grimald's Troilus and Richard Edwardes's
Palawan and Arcyte in 1564. One wonders, however, what
John Airy, who had commended Christus Rediuiuus for not
containing ' amatorios iocos ', can have thought of such a sub-
ject as the Chaucerian tae. But before these plays were
written, whatever their exact dates may be,® Grimald's brief

! See Bale's autograph note-book in the Bodleian (Cod. Seld. supra64),
edited by R. L. Poole and Mary Bateson under the title Index Britanniae
Scriptorum (1902). The detalls of Grimald's writings there given,
pp. 301-4, are considerably fuller than in Bale's Catalogus of 1557-9, and
the source of the information is in nearly every case specified as 'ex suo
museo '. Bade indicates clearly inthe Index which of Grimald's works are
plays, and whether they are Latin or English. )
~ “ Depuerorum d”c. ismentioned in the Index only; Troilus appears
in the Catalogus as' ex Chaucero, comoedid, but it 1sin the Index that

it js placed amonﬂst the works that Grimald , scripsit Anglice'. )
Bale quotes the opening words of Fama as ' 1llustrissimo atque optimo
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connexion with Brasenose had ended. He had become a
Felow of Merton, whence the dedicatory letter of Christus
Rediviuus is dated, in 1542, and as Merton was a prominent
centre at this period of Oxford acting, some of the lost plays,
Latin and English, may have been written for performance
there. Others were probably acted at Christ Church, where
he was appointed lecturer in 1547.

Among the latter group is Archipropheta® based on the
career of John the Baptist. The play is preserved in two forms.
It was published at Cologne by Martin Gymnicusin 1548, and
it is dso extant in a single manuscript, (B.M. Roya MSS.
12 A, XLVI). Boththe MS. and the printed volume contain
adedicatory letter to Dr. Richard Cox, the first Dean of Christ
Church. Though the substance of the letter is identica in
both forms, there are severa important variants.  The printed
version is dated , Ex Aede Christi, Anno D. 1547'. The MS.
version is undated and ends * E Collegio Exoniensi. Tuus
ex animo Nicholaus Grimoaldus,' though otherwise Grimald is
not known to have been connected with Exeter College. In
thebody of the letter, wherethe printed volume has areference
to ' Aedis dicatae Christo nuper apud nos constituendae, the
MS. has' Regij nuper apud nos Collegij constituendi'. The
printed version speaks of Cox being in high favour , apud
reigiodss. sapientissimugj Regem’, while the corresponding
epithetsinthe MS. are' optimuiillustrissimugj \ Theinference
from these variants is that the MS. was written between the
recongtitution of the College in November 1546, when its new
name had not yet become familiar, and the death of Henry V1|

Princi pi', which are evidently the beginning of the Dedication. Exactl
he same epithets are appliéd, in the dedication of the MS. version o
Archipropheta, to Henry VII1, andit istherefore probable that Famais
to be dated before 1547. If Athanasitis siue infamia' as the sub-title
suggests, was a pendent to Fama, the two plays were probably written
aboutthesameti me,andthismay beconjecturedalsoof ChristusRediuiuus
angd Christus Nascens. ) )

The MS, from the circumstances stated on p. 34, is presumably
autograph, But Grimald's s %Oature onareceipt to the Sub-dean of Christ
Church, dated October 3, 1550, for his sstlspend ascollege|ecturer and an
additional special alowance (Tanner MSS. 106, f. 43),” differs from the
scriptof hisletter of 4° ldusMaij, 1549to Sir W.,Cecil concerning students
at Oxford (Lansdowne MSS. 2, ff. 77-8), and in both of these the script
differs from that of the Royal MS. He may, however, aswas not unusual,
have used different scripts or different purposes.

1061 D
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on January 28, 1547. The printed copy gives a version
dightly revised, after the accesson of the youthful Edward VI,
when Grimald had been appointed a Lecturer at Christ Church.

A collation of the two versions of the tragedy itself confirms
this. The MS. copy contains a number of lines, including
ashort scene a the beginning of Act I11, which do not appear
in print. There are dso an extraordinary number of minor
verba variants running throughout the play. The MS. doubt-
less represents the draft sent to Cox when Grimald was apply-
ing for an appointment on the new foundation ; the Cologne
volume gives the text as afterwards revised for publication.

Grimald states that while other applicants had beseged Cox
with letters, verses, and speeches, he had offered the history
of John the Baptist handled in a fashion ' qui tarn doctiores
delectare in recognoscendo g prodesse rudioribus ad intelligen-
dum poterit’, and set forth with the poetic realism whereby—

' personae taguam rediuiuae, ac spirantes introducuntur . . .
locus, tempus, dicta, facta illustrantur . . . omne negotium ita
sub aspectum auditumgj subijcitur, ut non tantumdici aut com-
memorari, sed fieri ia ac geri uideatur.’

The words suggest that Grimald intended the play to be
acted, and he makes this clearer when he expresses the wish
that every ' lector' and ' spectator' should be as much edified
by reading or seeing it, as he had been by writing it. Though
the ' recens in lucem edita’ on the title-page of the printed
tragedy probably refers merely to its composition, it is very
unlikely that at Christ Church, which soon became the chief
centre of Oxford acting, there should have been no perfor-
mance of awork so rich in human interest and in spectacular
effects.

How far is Archipropheta original? As in the case of
Christus Rediuiuus, Grimald gives no hint of a source, but
it can scarcely be merely a coincidence that in 1546 Martin
Gymnicus had published a tragedy on the same subject,
Ectrachelisitis, sinelohannes Decollatus by Jacob Schoepper
of Dortmund. In the use of comic metres for atragic subject,
in the introduction of Herod's Morio ' or Fool into the action,
in the romantic treatment of the passon of Herod and
Herodias, and in the elaboration of the banqueting scene®
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Schoepper's play anticipates Grimald's, and probably was its
moded. But there is no verbal imitation, and Grimald'slyrica
giftslend his play a charm and poignancy that are al its own.
Moreover, the large comic element in the play is entirely
original.  Schoepper's Morio, who appears only in Act II.
iv, and Act Ill. ii and iii, cuts a few conventional capers,
but his main function—which is far from appropriate—is to
tell Herodias how the Baptist had denounced Herod for his
incestuous marriage. In Archipropheta, with his fellow
servants, a Syrian dave and maid, he forms a true foil to the
regal and tragic figures.

The lyric note is struck from the outset, for after aprologue
by Jehovah, the Baptist is introduced in Sceneii, warning his
disciples to repent, and bidding them chant the litany,

Sis tu benignus ac bonus
Nobis, Pater, precantibus,
which they repeat at intervalsin arefrain.

As they chant they march along the stage, for John cries:

lam iter emens turres Herodis arduas
Prope cernimus, iam ostentare aedificia sua
Vrbs incipit.

At the beginning of Act Il, two representative Pharisees,
Philautus and Typhlus, appear before the paace, discoursing
of the Baptist's arrival and the danger it threatens to their
sect. They resolve to give Herod warning, and knocking
loudly at the gates, are answered by the fool Gelasmus, who
mockingly compares the constant movement of their lips in
prayer to the gibbering of an ape. They refuse to cross the
threshold, as their prayers are not finished, and Herod has
therefore to come forth to them—probably because the
dramatist wished to avoid the necessity for a back-stage scene.
Having heard their tale, he sends forth messengers to bring
John before him, and goes within again to his wife, upon
whose charms the Syrian dave dilates in glowing phrases
(I.iir):

Cui formae fulgor ac decu’ est eiusmodi, ut
Videntur esse diuinum naturae opus.

In oculis ipse amor locum eegit sibi,
Petis, proteruis, claris, ludibundulis,

D2
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Ebori, instar candidi dentes. Labellula
Suffusa natiuo quodam uelut minio,
Nasus elegans uenusto libratur spatio,
Eoae pulchra par est aurorae coma.
Genas formosas grata tingit purpura,
Serena frons & tanquam stella, lucida est.

His countrywoman celebratesin asimilarly lyric strain the.

voluptuous splendour and joy of Herodiass daily life:
Amoenis confabulationibus,
Collusionibus, ambulatiunculis,
locis, osculis, risug; tempusfallitur,
Turn coena sumptuosa cantionibus
Sequitur condita laetis, quam excipiunt choregae,
Tali, aea, tesserae, ac potatiuncul ae.

The words might have been written of the revellings of
Antony and Cleopatra, and when Herod and Herodias appear
together in the next scene they anticipate in the amorous
ecstacy of their utterances the Egyptian queen and her para-
mour in the most glowing of Shakespearian scenes :

Her. Queadmodu agitur deliciolu meu ?
Herodias. ~ Hercule,
S laetus es tu, ego laeta, liliolum meu.
Her. Quis, 6 quis talem non amet faciem lubens?
Quis non exosculetur hanc lubentius ?
Da, daroganti basium mihi, cor meum. .
Herodias. Sic, sic, suauissimum caput.  Sane nihil
Mutuum ad amorem iam posse adijci puto.
Regit mens una nostra amborum corpora
Idem e uelle, est idem nolle, ijdem ambo sumus.

An audience listening to the impassioned dialogue of Herod
and his unlawful wife would be quick to realize that whoever
should seek to thrust himself between them would be challeng-
ing fate. This is what the Baptist proceeds to do. On his
arriva at the paace (Il. viii and x) heis received gracioudy,
in spite of the machinations of the Pharisees, by Herod and
his consort, who are attracted by his eloquence. But he tells
the King that he has a message for him of the utmost impor-
tance, and the unsuspecting ruler, declaring that he will listen
gladly, takes him within. The message, which is thus
delivered behind the scenes—in striking contrast with the
indictment of Herod for incest before a crowd of his subjects
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in Schoepper's play—is that he must put away his brother
Philip'swife.

From thismoment Herod istorn by the conflict of conscience
and love, while Herodias devotes al her powers to retaining
her threatened ascendancy over the King. In Act Il vii,
before the Baptigt's face she maintains that theirs is no clan-
destine amour, but a genuine union of hearts and hands:

Furtiuus haud amor noster sed coniugium
Verum est, lohannes quodcung; garriat.
Palam dextras coniunximu', idg; nemine
Redarguente praeter istum Barbarum.

John sternly bids the monarch prefer the love of God to the
love of woman, and not sacrifice Heaven for thisworld. But
in words of burning indignation Herodias beseeches Herod
not to fling her back into hateful servitude with Philip; death,
she cries, at the King's hands would be infinitely preferable.
And then tears choke her utterance:

O mi uir, mi uir optime,
Profari plura non queo
Praelachrymisfluentibus,
O mi uir, mi uir optime.

Herod is conquered by , women's weapons, water-drops ;
he proclaims his eternal fidelity to Herodias, and orders John
to be imprisoned.

Grimald follows Josephus (Ant. XV. viii) in placing his
captivity at the fortress of Macherus (ill. ix), which must
have been represented on the stage, for the disciples appear
outsde the prison, while he is a prayer, and tell him that a
great multitude is following the Nazarene. He sends two
of them to inquire whether He is the Saviour, and when they
return with news of His wonderful works, he cries (IV. iii):

Nostrum presagium
Concluditur iam : Euangelion at illius
Fusum per orbem in honore semper habebitur.
Regem inter & preconem, lucernam inter &
Solem, famulum & herum discrimen cernite.

Even with her foe in prison, the Queen does not fed secure,
and she turns to her purposes the charms of her daughter,
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Tryphera,' as well as her own. Herod's birthday is to be
celebrated by a feast, at which Tryphera is to dance before
the ruler and his guests. In one of the most original scenes
in the play (V. ii) Herodias helps to array her daughter for
the performance. Like Marlowe's Barabas, she fingers the
gems before her with ecstasy, as she singles out one after
another to deck the figure of the girl: a bracelet is to encircle
her left arm, a pendant to blaze on her breast; here a pearl is
to glisten, there ajasper in asilver setting; aberyl, an emerald,
and a loadstone, with its magnetic quality, are to add their
charms, and a pearl necklace is to encircle her neck.

The servants of Herod are in attendance during this scene,
and the fool Gelasimus arrays himself in Trypheras tiara
Herodias turns upon him and gives him a box on the ear,
with the exclamation, ' Do you not know me ? With bitter
truth the Fool answers,’ | know you better than | wish; you
are the wife of Philip." , Whose wife am | 7 persists Herodias.
"Herod's', is the equivoca retort. ' But which Herod's ?
*Come, | will tell you in your ear: You are now Antipass
wife, who were formerly Philip's’ And Gelasimus takes to
his heels amidst a shower of curses. Then Herodias turns
again to her daughter, and sending for a minstrel, gives her
an elaborate dancing lesson.

Varios mecum, certosg; absoluito numeros
Filiola, & hinc atg; hinc procurrito ?yros

L euibus sic saepe pulsato pedibus solum
Celeres sagpe hoc suspende plantas ordine,
Semper agilis recto te corpore mouess.
Danunc, amabo, industriae specimen tuae.
lam circuitus age spatiosos, collige _
lam angustu te in locum, iam eodem pergito
Incessu, iam uarijs ambito flexibus.

The spectacle of one member of Christ Church giving another
tuition in this art must have been a piquant episode in the
play.
Before the feast Herodias makes one last attempt to induce
John to abandon his oppostion to her. She taks to him
! The name has apparently been copied by Grimald from rpvfapos =

voluptuous. In Schoepper's play she is Salome, but Grimald had already
used this name for one of the women in Christus Rediuiuus.
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through his prison window (1V. v), and promises that he shdll
be honoured throughout the Court if he will change his views.
But the Baptist turns a deaf ear, and she leaves him with grim
threats.

At the feast her opportunity comes. The whole manage-
ment of this, the crowning scene of the play (1V. xii), deserves
careful notice, for Grimald evidently had in mind throughout
the scenic arrangements of the Tudor college stage at this
period. Herodias and Herod appear in front, prepared to wel-
come their noble guests. Meanwhile, inside the palace, the
Idumaean populace is being feasted, and the sound of their
revelry is heard without:

_ Vt omnis iam sonet
luuenibusg; senlbusq); smul plaudentibus.
Hilares audin' sonos:

The royal pair go in to greet them, while the servants lay
a magnificent banquet for the expected guests of high estate.
As soon as these are announced, and have been welcomed,
Herodias proposes that they, too, should gaze at the feasting
throng within:

Vultisne introspicere ? Vulgus promiscuum
Quam hilariter appositis uescuntur ferculis!

The nobles, assenting, greet the crowd with cries of' Eia, eia,
plaudite, plaudite’, and they respond with a jubilant all-hail
to the King,* who then bids his own fellow banqueters take
their places in a corner of the stage:

Strepitu dum_ turbae personant intus atria,
Atg; uario miscentur tecta murmure:

Nos in hoc quasi recessu genio indulgebimus,
Laetiq; laeta conuiuia curabimus.

It is a truly 'lyric feast' ushered in by a Sapphic ode, and
accompanied by a Bacchic hymn in praise of wine, and the

L ltisnot clear whether the feasting crowd is merely supposed to be
visible to the King and nobles on the stage, or whether, as at a later date
was the case in the representation of Gager's plays, doors were unfolded
or a 'traverse’ drawn, exhibiting the company within to the audience.
Probably the former is the correct view, and the episode is an ingenious
attempt to give plausibility to Herod's entertainment of his own guests on
the stage in front of the palace instead of within.
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music of lyre and trumpet.  The guests themselves break into
ajubilant drinking-chorus, with the refrain,
Dum cadus egregius depromit nobile nectar.

The climax comes when Tryphera entersand takes the lead
in a dance, which so delights the King that he cdls for an
encore.  While thisis being given, he criesin ecstasy:

Pape ore ab egregio quantum decus enitet!
8uam grata uirtus exit uenusto e corpore!
uot haec dedit motus! Ita mouit spiritus,
Vti uix apud me sm prae immesa lagticia,
and swears to grant her what she will, though it be half his
kingdom.

Thereis an effective pause while the retainers bring in the
dessert to the accompani ment of another song. Then, prompted
by her mother, she asks for the Baptist's head in a dish, and
Herod at once assents, crying at the same time to his guests:

Edite, bibite, ridete, plectra tangite.

Music again fillsthe pause till the prophet's head is brought
in, and handed by the girl to her mother, who receives it
joyfully, and seeks to cadm the agitation of the horrified
guests: | y
_ Quid obstupescitis ?
Non periurus maritus ese uult meus,
Oditg; uel cane peius & angue perfidos.

In stern contrast to the revelry and tumult of this scene is
heard, at the beginning of Act V, the solitary voice of Jehovah
declaring that al is well with John though it seem not so to
men. There isa find glimpse of Herodias stifling remorse
with the defiant cry,

guid deinde? Oderint me hercle, du metuat mod®6.
egina s maneo, mea quid interest?
of Herod, now conscience-striken, granting John's disciples
leave to bury his body; and of the mournful funeral pro-
cesson, chanting the eegiec refrain,
O ploranda nimis tempora, tempora
O deflenda nimis funera, funera.

In the handling of histragic theme Grimald has shown how

it lends itself to romantic treatment without the introduction
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of episodes, as false to psychological as to historical truth, that
have appeded to a perverted section of modern taste. His
Archipropheta is as far removed from the erotic degeneracy
of the Salome of Wilde and Strauss, asit is from the solemn
austerity of George Buchanan's Baptistes. The young Bor-
deaux scholars who performed the Scottish humanist's neo-
Senecan play had certainly less abundant opportunitiesfor the
display of their acting talents than GrimakTs Oxford pupils
who appeared in Archipropheta. But Buchanan was not
primarily concerned with stage effects, or with the redlistic
representation of Scriptural figures and episodes. He did not
aim, like Grimald, at giving new life to the past, but at making
the ancient story the vehicle of his views on contemporary
affairs. When examined by the Inquisition at Lisbon in 1549,
he stated categorically,! ' Itaque ,. . meam sentetiam de anglis
explicavi, in ea tragoedia quae es de Jo. Baptista, in qua
quatum materiae similitudo patiebatur mortem et accusationem
thomae mori representavi, et speciem tirannidis illius temporis
ob oculos posui.’ As the Baptist represents More, Herod
must stand for Henry VIII, and his queen for Anne Boleyn.
The saving clause, , quatum materiae similitudo patiebatur/
must be borne in mind, and we should not look for historical
portraits, but the tragedy contains as clear an exposition ot
his political philosophy as his De Jure Regm apud Scotos,
written many years later. The Pharisees, Malchus and Gama-
liel, are merely the mouthpieces of antagonistic political
opinions, and Herodias does not seek, as in Archipropheta,
to sway her vacillating husband by a feminine appeal to his
emotions, but by arguments on the nature of kingship and
its powers. Herod's banquet and Salome's dancing are not
represented on the stage ; the girl gives a display not of siren
charms, but of verbal dialectic in defence of arbitrary rule.
The Baptist himself speaks the author's degpest convictions
on the claims of sovereignty. He assertsthat it is aways sub-
ordinate to the will of God, and that if it conflicts with this,
it has no title to obedience.

It was its politica teaching that did most to give Baptistes

! G. Henriques, George Buchanan and the Lisbon Inquisition (1906), 28.
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itsenduringinfluencefor 100 years. Buchanan himself, when
dedicating the first printed edition to King James in 1576, laid
gress on the fact ' quod tyrannorum cruciatus, & cum florere
maxime videntur, miserias dilucide exponat’. In January,
1642/3, a Puritan verse-writer trandated it, and under the
title of ' Tyrannical-Government Anatomized ', or a discourse
concerning Evil-Counsellors, being the Life and Death of John
the Baptist, dedicated it ironicaly to Charles I.  Some have,
without sufficient justification, attributed the translation to
Milton, who in his Defensio secunda (1654) mentions ' Bu-
chananus noster' among the poets whom he knows to be
*tyrannis inimicissmos\ But Milton was probably thinking
here of De Jure Regni, which on July 21, 1683, Oxford Con-
vocation, after the failure of the Rye House Plot, solemnly
condemned to be burnt publicly with other' pernicious books
in the court of the Schools. The Cavalier University might
with equal fitness, from its own point of view, have committed
Baptistes to the flames. But the day had aready passed
when humanist plays were of account in political or religious
controversy. And thus it has come about that, to the modern
student of the drama, Baptistes, in spite ofitsadmirable L atinity
and its lofty idealism, is of less interest than Archipropheta,
with its frankly romantic handling of its tragic theme, and its
remarkably dexterous adaptation of it to the conditions of the
college sage. Had dl Grimald's plays, Latin and English,
survived, there can be little doubt that he would have had
aconsiderably higher place as adramatist than his contributions
to Tottel's Miscellany have given him as alyrist. Even as it
IS, he stands out as thefirst Oxford playwright of mark whom
we are able to identify, and whose extant work for the Erase-
nose and Christ Church actors of the earlier sixteenth century
gtill retains more than a merely historical interest.



CHAPTER 11

BIBLICAL PLAYS AT CAMBRIDGE

A YEAR or two before Grimace wrote Archipropheta a
Cambridge dramatist had written aplay which challengescom-
parison with Buchanan's other scriptural tragedy, Tegdde,
by John Christopherson, preserved in a unique manuscript in
Trinity College library, is of peculiar interest as the only
English academic play in Greek known to have survived.

Throughout his career Christopherson combined in a re-
markable degree the strongest humani st enthusiasmwith strict
Roman Catholic orthodoxy. Born at Ulverston he entered at
Pembroke Hall and afterwards at . John's, graduating B.A.
in 15401 and M.A. in 1543, He was a Fellow successively
of Pembroke Hall, St. John's, and Trinity, where he was one
of the original members of the foundation.

During the reign of Edward V1 he retired to the Continent,
spending part of the time in Italy, and part at Louvain, a
haven for English Roman Catholic refugees, which was later
to shelter John Heywood. From Louvain he dedicated to
Trinity College, in February 1553, his translation of four
books which he had discovered in the library of St. Mark's in
Venice, when searching for ' peregrinos libros & monumenta
veterum scriptorum, quae nondum inlucem prodierant’. Later
in the year, on Mary's accession, he returned to England, and
was appointed Master of Trinity in place of Dr. William Bill.

After the suppression of Wyatt's insurrection, in 1554, he
published an Exhortation to all menne to take hede and be-
ware ofrebellion. It is avigorous piece of writing, in which
he first deds with the general causes of rebellion, and then
discusses the pretexts for Wyatt's risng.  He defends whole-
heartedly Mary's marriage with Philip of Spain, and enters
into an elaborate apologia for the doctrines and ritual of the
ancient Church as contrasted with the Lutheran heresy.



44 BIBLICAL PLAYS AT CAMBRIDGE  CHAP.

His dasscd studies and writings had not impaired hiscommand
of racy English, and passages in the work suggest that, had
he pleased, he could have written effective dramatic dialogue
in the vernacular. Thus he represents Lutheran children as
making , a mery mockinge stocke ' of their parents:

' My father is an old doting foole, and will fast upon thefry-
day, and my mother goeth alwayes mumblinge on her beades.
But you shal se me of another sorte, | warrant you. For
| will never folowe no such superstitiouse folye, nor walkein
the Papidticall pathes of my parentes.

And it is after this fashion that the new sectaries are
described as addressing any priest they may chance to meet :

' Nowe syrJohn where fynde you your Masse in scripture, or
who gave you aucthoritieto makegod ?... But nowe | warrant
you must you turne your tippet, and laye away your olde
mumpsimus, and shutte up your portesse, and your Masse
boke to, and putte awaye cleane your purgatory Masses.
You must nowe old foole go to schole agayne, and learne
a newe lesson,,

But of most importance, from the point of view of stage
history, is a passage in which Christopherson emphasizes the
part played by singers and actors in the propagation of
Protestant doctrines:

" At which tyme aso y° devil, for y° better furtherance of
heresy, piked out two sorts of people, that shuld in tavernes
and innes, at commen tables, and In open streets st forward
his purpose, as wel as false preachers dyd in the pulpet: that
IS to say, minstrels and players of enterludes.

The one to sque Eestllente and abhominable songes, and
the other to set forth openly before mens eyes the wicked
blasphemye, that they had cotrived for the defacing of all rites,
ceremoniés, and al the whole order, used in the administration
of the bflelssed Sacramentes!'

Thus, whether or not Christopherson, like some later Uni-
versty playwrights, was an enemy of the popular age
atogether, he was bitterly opposed to the use made of it for
propagandist purposes by Bae and other dramatists of
Lutheran views. His pamphlet may well have influenced the
Privy Council in its drastic action against performers of here-
ticad plays throughout Mary's reign. It doubtless hastened
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his ecclesagticd promotion from the deanery of Norwich to
the bishopric of Chichester.  But soon after Elizabeth's acces-
son he was arrested in consequence of a sermon that he had
preached at Paul's Cross, and was thrown into prison, where

he speedily died.

His militant Roman Catholicism scarcely prepares us for
the evangelical spirit that breathes through the Latin dedica
tory letter prefixed to the manuscript copy of lItfflaf, and
addressed to ' D[omino] Parro Comiti Essexiae'. This patron
was William Parr, brother of Catherine Parr, who was crested
Earl of Essex on December 23, 1543, and after Edward VTs
accesson became Marquis of Northampton. Christopherson
declares that he had adways sought to combine the study of
philosophy with that of Scripture, but that at the Earl's earnest
admonition he had concentrated his attention soldy on the
latter subject:

~Vtrungj igitur studij genus Sic temperaui, vt nee in Philoso-
phia imperias viderer, quod quide nonullam inscitiam indi-
caret, nee in Verbo Dei negll_(r:;ens et dissolutus, quod perma-
gnam argueret impietatem. = Tua ergo prudentia, cu videret
me incitatius ad humanitatis studia rapi: pie et saubriter,
admonuit, vt illis depositis, viuos Scripturae fontes degustarem

! Thomas Tanner, in his account of Christopherson in Bibliotheca
Britannico-Hibernica, 179 (1748) states: , scripsit Tragoediam Jephthe ex
xi. cap.Judicum, primo Graece, deinde Latine. Pr[incipium] ded[icationis]
Lat[inag] regi Henr. viii. " Etsi mansuetiores musae in quibus'. Pr.
tragoed.™ Non omnia omnibus satore”" Thisis the sole source of our
knowledge that Christopherson wrote aLatin as well as a Greek version
of histragedy, fortheLatin MS. hasdisappeared. Tanner must, however,
have seen it for the dedication to Henry VIII, of which he quotes the
opening words, is not prefixed to the extant Greek text, and must there-
forehave preceded the Latinversion. ' Non omniaomnibus satore' corre-
sponds exactly with the beginning of the Greek play, so that the Latin
version would appear to have been aclose translation. Perhapsit was
made to facilitate the acting of the traged%/._ In any case, it isamatter

isthe Greek original and not

both for surprise and thankfulness that i
the Latin version that has survived. ) B

‘Thomas Warton, in his History of English Poetry, ii (1778), reproduced
without acknowledgement, the substance of Tannér's statement, and added
that the play was written ' about 1546 ‘and 'was most probably composed
as a Christmas-play’. In The Retrospective Review xii. 9 d825). there
isthe still more explicit assertion that , it was among the shows exhibited
at Christmas. Thisismerely conjecture. Thereisnoevidenceindicatin
at what season the play was performed (if it was acted at dl), and it shoul
be remembered that the regulation about acting tragedies and comedies
at Trinity at Christmas is not found in the earlier statutes but in those
of 1560 (cf. sup. p. 17). On the date of the play see inf. p. 47.
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indeqgj eapromerem quae veram viuendi viam edocerent, omnegj
superstitionis fucum prorsus repellerent.’

But as he had devoted himself assduoudy to the study of
Greek, he determined, in order to practise that language and
at the same time to deepen his scriptural knowledge, to put
a Biblicd subject into Greek dress:

* Atqj cu ab ipsa studiorum meorum ingressione permultu
dedicatus eram Graecis literis, operae precium ese statui
aliquod argumentu ex Sacrosancta Scriptura petitum eisdem
literisaliquado diffusiusexplicare, quoturninistostudio atten-
tius versarer, tu graeca linguam assidue (sicuti soleo) hoc modo
exercerem.

In undertaking this task he found prose a far less fitting
instrument than verse, and especidly the forms of verse used
by the Greek writers of tragedy :

" Atcp si solutaorationeistud quod mihi proposueramtractare
Issem, laboris parum, vtilitatis minus, comedationis (de
qua no multu laboro) nihil omnino mereretur. Idcirco hoc
quicquicl est negocij, totu astrinxi numeris, vt momenti &
virium plushaberet oratio. Nam cu resgrauis pleniusfundatur
(quod in carmine comodissime fit) habet nescio quo pacto
maiorem amplitudine et quasi magnificentiam. Negj I1d in
versibus cuiusgj modi vsuuenit sed in Tragicis potissimu, qui
ipsa oratione ac stylo caetera dicendi genera facile superant.'

Among the , historiae ' of the Old Testament none seemed to
him so suited to this purpose as that of Jephthah, with the
manifold moral and religious lessons that it conveys:

" Nasi quisaliquaafficiatur iniuria, excmplolephtediscat earn
ferre aequo animo. Si Petria in discrimen veniat, el libenter
opitulari docebit lephte. Si vota quiscg statuat facere hinc
specimen capia ne temere se obstringal Deo. S liberi pa-
rentibus obsequi recusent, proponant sibi filia lephte ad imi-
tandu, quae patris verbo more gerens mortem alacri animo
oppetijt. S cum hostibus pugnare aggrediamur, no tantu
vinbus, quantu Deo (Sic nacp fecit lephte) aliquando debemus
confidere. Et licet arma, licet machinae, licet apparatus
plurimuindimicando valeant (sunt eni m valde necessaria) tamen
est Deus solus qui dat victoriam. Ab eo igitur cum lephte
antecp preliu_ineatur, magnopere petendum est, vt hostes
profliget, Patriam liberet, hominu vitae consulat.'

The English nation, he continues, is fortunate in having
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a king whofollowsJephthah's example in appealing for victory
to the God of battles :

' Hoc Inuictissimus Rex noster in omni expeditione bdllica
perpetuo factitauit. Na no ipse solum preces ad Deu sedulo
fudit, sed omnibus suis vt ide diligenter praestarent, madauit.
Quo facile fiebat, vt cdebres semper de hostibus agitaret
triumphos.'

This alusion to the campaigns of Henry VIII is expanded
as follows in some lines that follow the dedicatory epistle,
entitled , Carmina quaeda in Tragoedia lephte incj exempla
vitae quae inde sumi possunt ,:

Hoc modo I nuictissimus
Rex noster edomat Scotos foedifragos.
Sicinsolentes comprimit Gallos manu
De potentis. Non viroru robore
Fretus gerit bella grauia vt Sennacherib,
Sed cu Ezechia constanter inuocat Deu.
In hoc solo firmatriumphi spem locat.
Munitur Angliabrachioistofortiter.
Fugiat Scotus, Gallusgj fugiat ocyus.
Henricus Octauus Deo pugnat Duce.

The composition of the play is fixed by these references to
the period when Henry wasat war simultaneously with France
and Scotland in the last years of his reign. Though the
exact date cannot be determined, it was probably about 1544,
when Henry in person captured Boulogne, with the Earl of
Essex, Christopherson's patron, as his chief captain of men-at-
arms, and when the Earl of Hertford burned Leith and Edin-
burgh. In the following year, when the English arms suffered
reverses both on sea and land, the alusions to Henry's
victorious exploits would have been less appropriate.

Besides helping to date the play, the ' Carmina st forth
morefully than the prefatory epistle the author's views on the
function of tragedy asthe highest form of literary composition,
in respect alike of style, subject-matter, and emotional effect:

Disertaquaeqj scriptiolaudeminuenit
Merito. Attamen Tragicae Camoenae maximu
Decus merentur propter ornatu styli.

Grauibus enim verbis refertae permouent
Animos, theatru tristibus complent modis.
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Sententiis crebris fluunt inintimos
Sensus.  Voluptate afferunt spectantibus.
Oculissubijciunt flexileaeui tramitem.

[ [Tustrium casus acerbos exprimunt.

The poets of antiquity are proclamed by him the masters
in this art, from the point of view of style, but their work has
not the basis of truth which a scriptural plot supplies:

Priscis in hoc primas Poetis deferunt
Nisi quod Tragoedia expleant mendacijs.
Res ficta, verba splendida, stylus elegans,
Procul tamen syncera veritas abest.
Proinde nos Bo_rtenta quaecp immania
Reiecimus, De secuti Oracula.

Materia suppetit hinc Tragoediae proba.
Hinc clara licet exempla vitae promere.
Ergo labores hie locandos duximus,
Virtutis vbi decorus elucet nitor.

Here Christopherson falls into the error, widespread in the
Renaissance period, of confusing imaginative truth, which is
the sole concern of poetry, with the truth of fact which history,
sacred or secular, should supply. He sets forth the same view
in greater detail, with particular reference to his own play
and the Iphlgenia in An/is of Euripides, in a dedicatory |etter
to Cuthbert Tunstall, Bishop of Durham, which seemsto have
accompanied another log MS. of lerlae! He dates, in
much the same terms as to Essex, his reasons for writing
ascriptural Greek tragedy, and then proceeds to explain his
choice and treatment of the story of Jephthah :

~*Quod quidem ut mihi videbatur non inconcinnam Tragoe-
diae materiam complexa es. Nam cum in Iphigeniam ab
Euripide perdiserte scriptam intuerer, hanc ab ea non dissimi-
lem ese perspicue animadvertebam. AtcB ut ille in ilia
perscribenda nonnihil laboris et temporis ponendum merito
ludicavit, 9c €go in ista, quae veritate nititur, multo megis
elaborandum ese statuebam, et licet ille propter incredibilem
facultatem (erat enim in eo genere facile princeps) me _Ion?|sr_
sme superet, ego tamen e propter veritatem nihil loci

! The ori%inal letter has been lost, but thereisacopy of it in Harl. MSS.
7043, if. 301-2. Christopherson states that he dedicates the play to him
because he had urged him to undertake such studies, and had aso given
him financial aid.  There is no internal evidence, so far as | can e, to
show whether this dedication is earlier or later than that to Essex.
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concedendum existimo. Ille veterum Poetarum commenta
secutus Fabulam eleganter quidem edidit commentitiam : Ego
augustos veritatis fontes repetens veram Historiam vere, uti
sioero, exposui. Quod igitur in orationis splendore deficit,
[flud profecto quas plena manu compensat veritas. Non hie
quae In illo Sermonis est grauitas, sed vt in eo genere facultas
pertenuis. 1lle quidem, quod voluit, tanquam oratione locuples
ed facile consecutus.  Ego vero quod potui, tanquam eiusdem
inops, magno cum labore praestiti. In illo perfectio, in me
conatus solum.’

Whatever may be thought of Christopherson's view, that
the truth of his subject-matter counterbalanced the poetic
superiority of the Euripidean tragedy, it is of great interest to
learn from the above letter that the Iphigema in Atilis
mainly inspired his treatment of the kindred Biblicd story.
Thisinfluencedid not extend to diction, for the vocabulary of
lefiQde is far from being purely Euripidean or even Attic.
Itisa'gallimaufry ' of phrases not merely from the dramatists,
but from Homer, the Orators, the Anthology, and even the
Septuagint. But the study of his Euripidean model is evident
in Christopherson's general handling of histheme. It has the
flexibility and breadth of Greek, as contrasted with Senecan,
methods. Though unity of placeis observed, in so far as the
scene lies throughout ¢y + Maseags (Mizpeh), that of time
is disregarded, and the ‘action covers al the episodes in
Jephthah's career related in the eleventh chapter of the Book
of Judges.

Thus the threefirst verses of the chapter, relating Jephthah's
base birth and the enmity of his half-brothers, are expanded
into a long scene, which may have been partly suggested by
the quarrel between Agamemnon and Menelaus near the
beginning of the Iphigenia. But Christopherson develops it
on origina lines. He introduces Jephthah in a characteristic
mood of thankfulness to God for the gift of strength which
counterpoises his shameful origin

O¢ wdvr &uxe o mayspatys feog
dpdvy. wibes yap éa0Ady & Tiow viuv,
aAhots dadyy, kdAdos dwalév Tic,

! | haveretainedin thequotationstheaccentuation of the MS., thoughit
often differs from the normal scheme. Some of the strokes are almost
stral%g,land it is difficult to say wlgether they are meant for \ or /.
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'ran ‘U.El' p.wog, xa: Tw Taxﬁs #Opﬂ' wwra
pwpm qua: oﬂgﬂeaaw £ xa‘re:ﬁe‘ro
yéves Bé duonActs, xapw ¥ g opaws Iyw
fea Sdovrs. Bvoyéveiay yap obéves
Hprale.

He knows that because of his birth his brothers envy his
inheritance, and wish to banish him from the land, but he will
not offer resistance:

TAYOW iV 0DY, KoUK GVTEPEiow’ PépTepo,
ov yxp Kkardv Keivoss payeal, avrap Gapv.

On the entrance, however, of the brothers it is seen that
they are sharply differentiated. The elder abjures all kinship
with the bastard, while the younger pleads on his behalf:

Al np. nuSap.m; epaipwy Aéberau,
vaﬂo; vép €O’ﬂ ¢av?\.o;, 5 a'ma'ﬂahog
KTevesy xpewv o'fe:xw,u.ev apr;w;, K&Ts,
Al vea q&,oow 95)Leye:; ayay, xaalymrav ndpa,
via ¢ TAmuoau'v'q. we.\es yixp ﬁ'e?\uov
VKRV geavroy 4T ViKY TaYKANYS.
Jephthah's |OVI ng words of welcome are insolently flung
back:
lep. o cﬁyyr.-vos prob qbfkmro: xa::oew Ae’yw.
'EAﬂw yap muw T xapw didovg wpatppmv
A, mp. o Ty ydpiv; paAAw ,ur.v exﬂpav wpoopépess.
Exbiarog €f mivwr i 8 @g fudc poAels ;

a’ﬁshq&ﬁ; ovK Jg, g ¥ aiayiaTos vobos,
woovy B¢ rikreake fumapn, ywy Eév.
The younger brother again intercedes, but though Jephthah
offers to surrender al, the elder brother is not appeased:

Adjpey de A'qpe:;. GEJB alja ¢ xﬁaua;
evbade iu.emv cvx EU"I‘I vw, éx ooy xapa
KA)@PGWF.IGG‘ pir’ dv 'rvxo:;, ;.mrpag yeywg
mpm; aﬁofi‘av pépess 9 tm: 'Jnsm
piaros els Beg, ﬁparoww ov ¢¢Aog
The torrent of insult continues, but Jephthah cannot be
provoked into retaliation :



Il BIBLICAL PLAYS AT CAMBRIDGE ol

leg,  drav B¢ Bopwbeis Tis éoT Umepduiss
Adyes Kévog, wils apdArerar, kai yAiaTa pei.
L T ¥ LY I k) Y ~ ~
GAN UK Eyw Vetkew, aderdt pov, wofi.
o0 Tdacev eaTi Kidos RO THs de s
Gaoov vopileis” €avi yap matpis o
SV péy €b TPATTY o v v o\
L LY » Al L 1 rs L] I
€pic yap ApmeTov, Kai O OPEANEs Tov gTdNev,
5?\1’713 3¢ mpra xopiaaeras map avlpdai,
Exeita cTpiles xapy auv cupard,

He isready to fare forth, but he warns the elder brother
that he who wishes to rule well must be master of his own
passons. Again the younger brother appeas for clemency,
but the elder bursts out angrily:

EA;; Aé'yw. T xép'ra p.e'h)\ﬂg; E'E;ﬂi.

He even grudges Jephthah afarewell to his father and his
home:

Tegp, @ wa'rps;, ® TaTep, ®oALg, nau‘re; cﬁMa:
Al, wa. T TavTa viv avrw; xaAﬂg ) sUK v 'ruxotg
Iegp, 30; Iy, ﬁAﬁmv WoAY wpw eberbeiy xﬁow;
Al mp. ol mere 'yemare-rm wovey tﬁpau&:v wovels,
feg. axapwn; &f Alav. Beov pa,a'rupn‘um
Ad, mp.  oU pev fedv naheis mavdyallor maykaKos ;

Jephthah's answer is a prayer for his brothers to God, in
whom now is his sole refuge:

w,oowuxopm bew
wpa 'mv a?e)uﬁw, wy T wao'xa:ev KaKov,
Ty pév Ydpnw & mémaba. cvyyvauny deds
Yre ... ...
m«avﬁpag e’ mdvra 8 evyepd bed
yiopns as Sboes Beds Puravpyes @,

After he has gone forth, aChorus of Gileaditesmoralizes on
the variableness of life :

ws woAbmhaykres Biog &vﬂpa’mm‘
vov B¢ ¢vya;' Tig, viv © éxarjrbe,
ovdémar’ § €fafhoves, aAAx Bé oTpenTis,
73 dlaroves, SABios abbis,

£2
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Such changes befal not only the evil, but the good, as is
now seen in the case of Jephthah :
Prhempuayspes EWAETe TETH
oudevi pavheg, wéas Ponbas,
{ayupos, vy d¢ pAfries €T,
Ppoidos, Ppaides, Pryas ledbde,
wdeis Aumag xﬂa’ra; a’:,u.lfuwp,
Béaredos avyp.

The opening scene thus skilfully shows the combination in
Jephthah of family love and loyalty to God, and prepares us
for a crisis should these be brought into conflict. It fore-
shadows, too, the dangers likely to befall 1srael when bereft of
his strong arm. In the next scene these fears are realized.
A messenger enters breathless, and announces to the Chorus
the invasion of Israel by the sons of Ammon with an army
whichisharryingand burning. Where, hecries, aretheeldersof
Gilead? Two of them comeforth and hear his pregnant tidings:

poboy cwvdtew év Bpayei. éxBpos mdpa,

The first elder thinks that God is punishing them for what
has befallen Jephthah, their righteous |leader:

Binaios Ay, G irowarpis, avdpeios peAa,
oudeis de Awmos apyos edxhens o,

His companion agrees, and is certain he will never be

willing to return:
gipxar B¢ wyleis ¢ a'-rpan‘w gaivs ayn.
Yepfde Ppuydv, cirig hhog ZAkipos.
perdmepme 1oy piv evbiog wpos mavpida.
ook EoTi.  pAd éAeboeras dia TV Prynr,
exeivos € woseiv Dehet, maldoy kaxds ;
ob S¥ra,

The first elder, however, is confident that, if they send to
Jephthah, he will come back. Though wronged, he will not
commit wrong in return, but will leavejustice to God. Agan
his companion urges that it will be in vain, that the exile will
remind them that:

Kaxovpryla BAdETEs Kakovpyevs MeAMdKis,
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After along argument in exactly balanced speeches, first of
two lines and afterwards of one, the first elder prevails, and
Jephthah is summoned back.

To the joy of the anxiously expectant Chorus he appears
withacry of salutation to his home and countrymen :

154:. a!.lvop,aos' e,axo,u.m warpa;' '.\rpo; 3wlua'ra
@ ot qﬁ:?&o: xmprre xﬂaw; p.egefapm
-xa&w ped’ u‘um. glaxapac wITTOS arrparw
Tpos ToAEmiovs wapeipwt, @y pofeice i,
ququog Beat abives wrgy Ppidei,
But though ready to lead in war, he seeks to avert its need.
He sends to the sons of Ammon, asking the reason of their
invasion and urging them to make peace :

KpeiTTWY Wév elpdyy pdyns vikne peta,

He does not, as in the Biblical story, make it a condition of
his help that he should be appointed head of the people.
But while his message is being carried to the Ammonites, the
elders themselves urge Jephthah to go to the city, and seize
the emblems of sovereignty :

y.emEu cr‘ruxe 'nrpac wko Kai a'uAAo'yw
m;r(w'r'rs, xai T a'm;mrpa 'ym' Swpov Aaﬁe,
Kai oréppo Korpdvey, T 'yap yépag éya,

He gladly goes citywards, but merely to see his father and
his friends:

Tobr’ Av yévoito, wpag WOA crmﬁa‘w, yégov.
'ywﬂ; woli Brémey Afav kai vovs tf)f)kw;.
:m'rpa; wpwalps; TAELTTLY euqﬁpawes rsxm.
wohss 3¢ wéAAyy ey I tf)epu,
arrdore puydss Syv rpiflovs’ e dduwr,
Emeali por yépovres ws WA Taxy.

During his absence the messenger returns, crying:

wet Wov & dval; dg TAUT AKGUTEIEY KaKa.

The Chorus tels that Jephthah has gone ¢/ #e7v, and the
messenger is preparing to run thither, when the Choruschecks
him with the words:

aval Tavby ywpei Bupiv efw aréyeus.,
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He announces to Jephthah that the Tdpawwes in afury refused
to listen to the message of peace.  Jephthah bids him return
and deliver the message again, but he brings the same answer:

. mepi crmus-q; Aoyn; tﬁpm.@og ptepouc

Tadrys p.s'raa'xm tfmrma avTeds 19 xﬂwo;

xpma: paxv,‘g o:{vpa; npev wobos

Appdv, anéxtuaey feoy Tob [crpmga

-rpawas’ &mcr-r-éam 30,03; mpi T35 Je e

kai axvha Abeolas vexpiv nida cadis.

With al hope of peace abandoned, Jephthah prays for help

in the coming battle, and utters hisfateful vow :

oy mev elyopar Ta Téxva § Appdvos

€ xﬂ‘o' eav aa;a'ﬂ;' E}LG;, Tav éx ﬁvav

XWPGWTR WPWTOV ﬂ; awavTﬁo“v 'y EFG;

vesrobvrs, Bipma fébonai cot xolpave,

The story of the fight is told by a messenger to the Chorus
inavividly redistic speech:
E’B&gpev avra wa'v're; eic a.'x,unv a’iqbap.
Kol WpdTa ey 'ra'Eolrn Kei pesayxiietg
epapmpwﬁa Téky foayfev A,u,uovog‘.
aum{o,uev 3e:w; mhsp.wv, avTiKpy,
w; -n; -mpo; Kedvaig evemao,n.w Bed,
aam; fyap dand pede kai xdpug kdpvy,
aw;,a Tov ddpar, Bovpi Ppafavres ddpu.
aw\o\ce; wpwn\ba'usv a'ﬂﬁapw E:q!m
ro alua, wompw, ws, pées, X“F“PF'“:
éx Ty vexpiv aei feig Bonbog .
Godthunders ¢ sxdumev, theAmmonitesflee in terror like
sheep before the wolf:

] L) L | L L ! Tl !

KTpOS b oSvp,u.o; KaTR TN ALy TEMEL,
- - ~, ’ L3 4 !

yeywovas evt Pev’ wavres arliprate Bpopuw

rerpwp.e’vo: a"re:'xom:m, aihes rpé; a'ra'pa:,

aAhoy ,u;v :v'rrp’ rcvliyra wpi; 'n'o?ag,

b b b 3 Fi 3

aAMoe BE AELPOC ETTEPNAEVES Bees.

ameve piv dAhog KeiTo, WAVTES 'rpaff,ua'ra

efyey' TéXogBe wpic wokets Tas eikoot

fhoAcuzey an’ Apo?;.-p ,u.exp: ,uswe:’ﬂ Témov.
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The Isradlites lay Sege to the cities, and set fire to them.
The scene of lamentation and terror is forcibly portrayed ;

i'v;auig okvs Tiw ywakiy Kai rc’xmv.

aly af Bpdyeve, mol t,bvyew dot’ éx popov ;
wan&epxera: Bpsqb'q Tokeis oUY 3’axpua-w.
ws Svogbepav vap éx m‘rp-q; Katagpées,
awres TR -r*xm ﬂsp,u.ﬁr. xevau Déxpuex,

Ew 3¢ Teuyéav dpoleva’ iAadoy,

¢ ébvea peliaady mévovras Borpuddy,
LUTWE YUVAIKGY Kai TéRVOY KAdVos bopei
opYEPNS,  iNTHpES HAbov wpat; aTpazy,
TTOVAYOIITES Apupadoy, yovumeToUaiy pdryy,
Beds yap dbitos xéres apdrrew Eige.

Here Christopherson not only shows command of pathos,
in ascene which is entirely of hisown invention, but he adds
to the plot a grim stroke of tragic irony. The generd of the
army that, in obedience to the commands of Israd’s God, is
inexorable to the entreaties of women and children perishing
by the sword, has aready, by his vow to the same God,
unwittingly destined his own daughter to alike fate.

Immediately after the Chorushaschanted apaean of thanks-
giving for the victory, at the moment when Jephthah's for-
tunes seem at their highest, the mepswérera occurs.  He enters
with words of praise to the Almighty on hislips:

] ’ Y. ] - ¥ ot
« wappanap Deos® ov pebves €f Beos,
wikyddges Tapa wioiv Avdpdaiv Kupeis.

He is greeted by his daughter with ajoyful cry of welcome:
b yaipe pot wdrep, av yaize piktate.

The cry is answered by a groan from the horror-stricken
leader, who turns away hisface from the doomed girl. Her
bewildered queries he meets with ominous and riddling out-
bursts:

Ouy, 1 -ym-ms -m-rqa } mpoowmev T( -rpem; ;
Tep. @ véxvor, @ dddog a.?o).oc, xaﬁe:g e,
Ouy.  éyd kol ve Aot 'lra.'rep Y 'ywe'ral

Tegh. ﬂuyarep ot dlxrvey TiTasves rw m:fpl.
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When she begs to know the meaning of these and similar
dark sayings, and of the tears that womanlike he begins to
shed, he answers equivocaly, in the words of Agamemnon
to Iphigenia®:

fa. pe Ovaiay adap Booas Féw,

With unconscious irony, the daughter declares that she will
take a part in this holy rite:

107 evoefes’ Eiv oui B¢ Bipa péfopan,

When she asks whence Jephthah will procure the sacrificial
victim, sheisbidden refrain from questioning:

Tep.  mpos xeipa, pi Dyviis’ pwalbeiy oo ypy Képas,
Ouy. Y xeile raita po marép, oiydy bére.

After further hints that he has a grievous revelaion to
make, Jephthah discloses that the victim is to be one of his
household:

Tegp. xa-y; xarfaveiv xap:u p.axv:; agiu,wv riva,
Ouvy. wdaygs B¢ crapxog Ghpos w‘rog 7we1'm
e,  proes baveiv xarov, Eiper pév of xahon,
Ouy. e e Bavys, ov Brapépes i Tpdwy,
Ieg. aioypov aibipw bwjorepey byutd xopy,

At the mention of a maiden's death by the sword, the

daughter realizes what is to come :

whrep T/ ToUTe; maida aob kredver Béhesc;

Jephthah at last reveals the terrible truth:

@ ehrdry xph g alwaredy dépyy oéber,
away B¢ pétw péleper B buws ypeaw,

Unlike Iphigenia, on the announcement of her fate the
Hebrew maiden weeps no tears and raises no supplicating
prayer for mercy. As soon as she hears that Jephthah is
constrained by a vow to God, she does not murmur :

i mpaypa ; weibeahou yap elBiopas fed.
She merely asks her father to tell her the story of his vow.

He does s0, and then bewails his life to come, bereft of her care
and companionship. The picturethat he gives of the perfectly

! ©boal pe Ovoiny mpirn Bel T’ évBdBe 1R, in Aulis 673
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ordered home under her direction is another of the dramatist's
inventions, and easss for a moment the high-strung tension of
the scene:

ﬁm-ré; ou Bisg, aébev ydpis, Téxvov.

d’l-" '}W-P F-!}Wj SWMGEC 1‘119 Eo"ﬂal'
ape,aq.wag o ¢ eyw, cru o f_.u.pelm' ai

wep: ToU a'a'rpa; a'v, ¢skraﬂ,', ypoTpoPos.
aébev 'xapwa"q; wmre; a,u.qu‘o]\o: Buise
rpa'xauro zpag T2 épya 'rwv pheAabpwy Hr
opfarpos ¢ ev‘romg ,uofyew wrawe 00,

eEw 'O‘z:,u.mv eaw ax&a;' qmemq ro.u

vixor 3¢ TobT ewerraw obet gov xaM;
KaRDY wapat!wx'r,', av ﬁax'rpov ']mlpa'ro;

ov 8 Fyepdy Vob, ob Py TupAed Pavor.

He lamentsthe miseries of childlessness, but declares that he
must fulfil his vow, and begs his daughter's forgiveness.

Her only reproach is for the tears that he is shedding,
which she fears may be seen, to his disgrace, by those about
them:

oV ToTouw GAYeS el BEps, [y o¥ ol
Avwel me pAAdov oy elgopdv matpos
Beppais B¢ ddwpvaiv Bpéyeabart Mjye viv,

She grieves to think there will be none to comfort him in
old age. But he may have children by another wife. Were
he to die, she could not have another father. The surrender
of her life to God for her country's sake is not grief to her,
but joy:

Tpis evTUYNS, 00Tis Bed Ly wdpen,
bivacrog pév oiTog éativ dogarys Five.
xai iy vopilw ¥y pe ket evdaipova
éav TUyoims Bopa matpilos wéps.

She only mourns that she should die childless, and begs, as
in the Biblica story, that she may go for two months to the
mountains, to bewail her virginity with her fellows. Jephthah
entreats her not to depart, but she remains firm in her resolve,
and he bids her farewell sorrowfully and enters his house.

When she is left aone with her maidens, the grief that she
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has restrained in her father's presence overcomes her.  She
bewails more bitterly than before her childless fate:

18 Téxva Aeimery v Bpovais Sofav Pepes.

aAX o0 yemjoeTas 16 pros Tpis duaTuyel,

avbvopss wédhw Bavedy, Peb oxerisa,
She contrasts her fate with theirs:

Dby, pihrai, Aeinew dviyny 3 v B,

pampc‘w mopeiav Jei Aafels Taviv fue,

To q‘)wg Brémeny tEEo"rw uf.uv clﬁ:a:;

aJ\A afhig prat 5 g‘,’atﬁog pEyas rapa

@ vyAens poipa, Piss @ por m.\efy'q;.

mfww 8¢ Av'ypas; cu;.upo,aa:c ep.mwa,u.w

TEP'VJF 7aP s‘“.{ 'lrapgfv&;, a’yalu-nf T’ awa‘f

gﬂpﬁs‘ ety GFTG, ﬁaﬁvv WPWG.U-WGM;.

But her lamentation is merely for a moment; she turns to

God as her refuge and hope :
ob vupiog, OV TEKVR poi, Kai TU maTip.
ov pig, v Bios €lyy kai ov whvrwy & pépe,
év xeipi oob Téhw' ov mpdrTe 74 gor Sokolv.,

When she has departed with her handmaidens to the
mountains, the Chorus bewails in anapaestic verse her un-
timely fate, and confesses that it is perplexed between joy at
Jephthah's victory and grief at the consequences of his vow.
All should take warning therefrom, not to make vows without
forethought.

The next scene introduces Jephthah's wife. The Bible
makes no mention of her, and after the Gileadite leader's
impassioned eulogy of his daughter as the sole mainstay of
his home, we are unprepared for her presence. Her appear-
ance on the stage is doubtless due to that of Klytemnestra
in the Iphigenia, and she plays a similar part.

She is not torn, like the Chorus, between conflicting
emotions, but deplores the fatal victory, and roundly blames
her husband's rash action:

T s ’ » by
w SUopmopey vikny €xovTay TYMIYAS

L) 4
Tahaippoivas® w3 BOWT &y yévortd po

» . . . . . .
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T T pév evywAny latnp e:rpaEa‘ro ;
ﬁeov ¥ irdoxeabas -rpa:rw raurw Soxel ;
n,uapre xdpra: ov fedg yap a:,u.a'ro;
épi' Afav madoPlopoy pmigel xaxow,

She declares to Jephthah that the fulfilment of his vow will
be hateful to God, and bids him substitute another sacrifice.
But her arguments leave him unmoved, and with a final cry
that he is a madman, and that she longs herself for death, she
goes indoors.  While Jephthah is shuddering at the prospect
of executing his dread task, his daughter returns, cheerfully
prepared to die:

. mfpe;,u.: LT 'Jra'rép. Booov Taviv
78 fipa’ odw’ Fromuo’ ov pydly Tpéw,

For the first time Jephthah wavers, and offers himself to die
on her behalf, but she declares again her readiness to meet
her fate.  She breathes a last prayer to God:

w wdvr' Bivey & 8 fj xas & ovpaw
,u.m bess, BAu.bw Adrpiv a-fﬂeu Aewg.
nmre:pe TOU warpa; Bog eipyyypy xﬁow.
Kovqﬁ;ge wévfag fL‘VjTEFag‘, 30; saprcprv
Epaoi ¥iCy, B05 UmopeIY WP§ TOV popov.

And with a threefold farewell to friends, parents, and
TroAnra® she passes within to her doom.

After the Chorus has briefly lamented the ill fate of the
house of Jephthah, an «ixérye enters to tell how the maiden
had died. Even beside the sacrificia altar her constancy had
not wavered; she had gloried in being offered up for Isradl,
and had bidden her father strike:

Bov, wapébo iy dépp 1, Bov kdpa.
b1 A bl - * I ’
o 10 oriles maplévoy, paoTes mapa,
RATGTGE Viv mattp. Tpéw pudev pipovs
Again and again had the reluctant executioner lifted the
knifeinvain:
waryp eAdlero Bipos 1Avuay pmdrss.
Apere opukpdv wimres ydpmale evbéug.

Lct. oyp mapéte vip dépny eduapdios |ph.in Aul. 1560.
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anaras atbic wpEare wAVTTED Yodn
M ovk €% vovg. Pod xhavBuod péra.
& wair ov AdPe Eigoc,  marpog xidoy xdpa
éyd yap Eogopas To Bopa gob wéps.
oAwAz dlamotpcs, Ti Pic €11 fAému;
But at last, urged by those around him, Jephthah had struck
the fatal blow:

Spevoey alpar Buuds evyevel dpov
éoréfar” agnaipe 10 cdpa mpos Bpayd.
wpkavro wdvres Sanpiery mipids xopyy.
bapBotowy avdpiay éxelmg év wixAw,
And the eixérye ends with a eulogy of the maiden's esguyia
and her obedience
wm; noe n‘e:ﬂeo‘ﬂa: Aaym mn-pa; BéAcv.
Tl O av depbitov xAéovs & Tois Bporois.

The Chorus utters no word of pity for thevictim, but again
points the mora of her fate as a warning against rash vows:

€iR% prey evxecﬂac BAraBqy qbqau bapar,
evreuﬂev ot Bemua wayxa)teg Aafeiv.
wacerr ap ebyac Defds wdvres O,

éweita kai TeAsite” TovTo § evoelis.

Thus the play doses on a tritely didactic note that is
somewhat incongruous with the animated characterization and
poignant feeling which mark it throughout. These features
distinguish it from Buchanan's lephthes. Though Ascham
spoke of the Scottish humanist's tragedy as one of the only
two that he had seen 'able to abyde the trew touch of
Aristotles preceptes and Euripides examples, and though
Buchanan himself, as has been seen, made Latin versions at
Bordeaux of the Medea and the Alcestis, there is no trace in
his play of the distinctive influences of Greek dramatic art.
It is even more strictly Senecan in form and spirit than
BaptisteS) and as its second title, Votun® suggests, it is less
concerned with persona issues than with the moral aspects of
the situation crested by the Israglite leader's fatal vow. Thus
it omits, save for a brief alusion in the prologue spoken by
an angel, the episodes of Jephthah's ill-treatment by his
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brothers, his exile, and recall, which Christopherson elaborates
so effectively. It does not, in fact, introduce Jephthah in
person till after a Nuncius has told the story of his victory
over the Ammonites in vivid and sonorous verse.  And when
he appears it isin the character of the stern religious leader,
denouncing Israd's lapse into idolatry, of which God's for-
giveness has been shown in the triumph over the invaders.
Even in the scene after he meets his daughter there is no
poignancy of emotion. Thedialogue is a once much shorter,
and weightier with reflective passages, than in the correspond-
ing scene of Christopherson'splay. And the revelation of the
maiden's coming doom is not made to herself, but to a typical
Senecan confidant, Symmachus, who discourses at length on
the different conditions of life and their relative balance of
wed and woe. In the next scene we are drifted further out
of the region of emotion into that of diaectic, while Jephthah
and a Sacerdos dispute whether it is right to carry out a vow
involving a daughter's sacrifice.  The priest maintains that
the performance of so unnatural an oath is a violation of
divinelaw; the Israglite leader argues that the judgement of
the, vulgus indocile et rude' is to be followed, which insists
on the fulfilment of a vow once made. There is nothing
corresponding to this discussion in the Cambridge play, but
Buchanan'swork is alied to Christopherson'sin the following
scene, where Jephthah's wife bitterly upbraids him.  Even
here, however, the strain of personal lamentation is mingled
with a semi-forensic plea for equality of rights between both
parentsin achild, Itis, indeed, only in thefinal portrayal of
the maiden's glorious dedication of hersdf to death for her
country's sake, and of her rapture of spirit as she meets her
doom, that the Scottish and English humanists come com-
pletely into unison.

Its compact unity of structure, its keen diaectic, and its
sinewy, sonorous rhetoric justly won for Buchanan's tragedy
—though it had not the political significance of Baptistes—
a place among the masterpieces of Renaissance classcd
drama. Meanwhile, Christopherson's work, appeding only
to the limited circle of Greek scholars, remained in manuscript
and unknown outside Cambridge. Yet it was in this, and not
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in the famous contemporary Latin play that the human issues
of the Jephthah story found their adequate interpretation.

The play that Ascham coupled with Buchanan's lephthes
as ‘adle to abyde the trew touch of Aristotles preceptes and
Euripides examples ' wes Absalon, by Thomas Watson of
S. John's, Cambridge  This Thomas Watson (who must not
be confounded with the author of ' Exarepzadia and atrandation
of the Antigone) was born in 1513, proceeded B.A. in 153
and M.A. in 1537. He was eected a Felow of St. John's in
1535, and was for some years dean of the College. Ascham
bears testimony to the part that he took with Sir John Cheke,
Sr Thomas Smith, and others in vitalizing the study of Aris-
totle at Cambridge by collectl ng examples from other authors
to illustrate his precepts® Like Christopherson, who was his
junior at the University by some half-dozen years, he combined
enthusiasm for the new learning with strongly orthodox
Romanist views, and is notable both as a humanist and areli-
gious controversiadist. In 1545 he was appointed chaplain to
Bishop Gardiner, and was imprisoned probably more than
once during Edward VTs reign. On Mary's accesson he
became one of the most popular champions of Roman Catho-
licism, and was appointed successively Master of St. John's,
Dean of Durham, and Bishop of Lincoln. Like Christopher-
son, he wasruined when Elizabeth succeeded to the throne, but
unlike him had to spend many miserable years in more or less
strict custody, till his death at Wisbech in September 1584.

The gingle play on which, as far as we know, Watson's
reputation asaUniversity dramatist rests, seems to have origi-
nated in his commendable practise of seeking for concrete
illustrations of general maxims. ' Whan M. Watson ', relates
Ascham, 'in S. lohns College at Cambrige, wrote his excellent
Tragedie of Absalon, M. Cheke, he, and I, for that part of
trew Imitation, had many pleasant talkes togither, in comparing
the preceptes of Aristotle and Horace de Arte Poetlc a with
the examples of Euripides, Sophocles, and Seneca®  He was
specidly interested in metrical questions, and in atrandation
of Book | of the Odyssey, was one of the earliest English

! AschaszheSchoIemastgr ,284 (English Works ed W. Aldis Wright).
2 op. it op. t
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scholars to attempt to acclimatize the classicd hexameter in
English. His versification won high praise from Ascham and
Webbe, and his fastidiousness in metrical minutiae appears to
have affected unduly his critical judgement of his own and
other plays:

1 One man in Cambrige, well liked of many, but best liked
of him selfe, was many tymes bold and busie to bryng matters
vpon sages, which he caled Tragedies. In one, wherby he
looked to wynne his spurres, and whereat many ignorant
felowes fast clapped their handes, he began the Protasis with
Trochaeijs Octonarijs: which kinde of verse, as it is but
seldome and rare in Tragedies, so it is neuer vsed, saue onelie
in Epitasi: whan the Tragedie is hiest and hotest, and full of
greatest troubles. | remember ful well what M. Watson
merelie sayd vnto me of his blindnesse and boldnes in that
behafe, athough othewise there passed much frendship
betwene them” M. Watson had an other maner care of
perfection, with a feare and reuerence of the iudgement of the
best learned: who to this day would neuer suffer yet his
Absalon to go abroad, and that onelie bicause, in locispariduS)
Anapestus is twise or thrise vsed in stede of lambits: A smal
faulte, and such one as perchance would neuer be marked, no
neither in Itahe nor France'?

Ascham may,perhaps, have hoped that these words, published
in 1570, would induce his friend to waive his scruples, and
alow hisplay a last' to go abroad'. If so, the appea was in
vain. Absalon was never printed, nor is there any manuscript
extant which can be sad without doubt to contain it. But
there is a unique MS. in the British Museum (Stowe 957)
which preserves for us either Watson's play or another
neo-classic treatment of the same subject. It is written in
a sixteenth-century hand, but has no title-page nor even title,
nor any indication of authorship, date, or provenance. The
numerous corrections in the text by the original hand suggest
that the MS. is autograph, and show that the writer had the

! Mr. E. K. Chambers has suggested (op. dt, ii. 195 note) that Ascham
Wssbly refers' to Christopherson. It is true that between him and

atson, both fervent Romanists, there might have ' passed much frend-
ship!, while at the same time, as members of rival colleges, they were
hostile critics of each other's dramatic productions. Butin Iepdde there
is no such prosodic irregularity as that of which Watson spoke so scorn-
fully, and itisvery unlikely that it occurred inthe Latin version. Nothing
is known of any other tragedy by Christopherson, thoug6h the Trinity
acgounts include expenses for * our masters shew" in 1555-6.

Ascham, op. dt., 284.



64 BIBLICAL PLAYS AT CAMBRIDGE CHAP.

faculty of self-criticism which Ascham attributes in so full
a measure to Watson.  In constructive power and psychologi-
cd insight the anonymous work, as a detailed examination of
it shows," would not be unworthy of the Cambridge humanist.
But one hesitates, without any external evidence, to make so
fastidious a scholar responsible for its tasteless rhetoric and
monotonous versification, though the Renaissance standard in
such matters was different from our own. On the whole, it
seems improbable that an autograph copy, with the author's
own corrections, of Watson's jealously guarded play should
have come down in this haphazard fashion, without any
outward sign of its origin? Moreover if, as is probable,
Ascham included the observance of the Unities amongst
" Aristotles preceptes ', though the immediate reference is to
" Imitation ', the extant Absalon could not have earned his
commendation, for that of Time, in particular, is set at defiance.
Hence in its structural design, aswell as in its frequent dif-
fuseness and sentimentality, it differs radically from lephthes,
andit ishard to believe that any critic could have classed them
together. If Ascham's judgement is to be trusted, Watson's
Absalon must have been a more monumental and scholarly,
though not necessarily moreinteresting, work than the, master-
less' tragedy that has survived. But it has to be borne in
mind that it is a case of one member of , that most worthie
College of S. lohns in Cambrige' praising another, at the
expense of rival dramatists at Trinity or elsewhere®
Whatever may have been the merits of Watson's tragedy,
we may be certain that so keen a champion of Romanism would

, See Appendix . _ o _

There seems to be no specimen of Watson's writing in his Cambridge
days available for purposes of comparison. A letter from him to Burghley
written from Farnham, October 6, 1578, is greserved at Hatfield (Cat. of
MSS. ofMarquis of Salisbury, ii, no. 62). But as he was then aged 65,
and was partly blind, a comparison between it and the Stowe manuscript
waquld be mi .eadlnP. ] .

Ascham is really our only source of information about Watson's play.
Gabriel Harvey in his letter of October 23,1579, to Spenser, speaks of it as
, his famous ‘Absolon’, but merely quotes Ascham's illustration of how
"exacte and precise’ he was in hisprosody. Similarly Francis Meres, in
Palladis Tamia (1598), though he includes Watson among ‘our best for
Tragedi€', afterwards does no more than repeat (without acknowledge-
mentzj Ascham's comparison of the play with Buchanan's lephthes.  It'is

le, though improbable, that Meressfirst reference istothe translator
of Antigone.
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not have wished it to bejudged, in spite of his longing for tech-
nica perfection, by a purely artistic standard. The religious
humanists—whether like Watson and Christopherson they
stood for orthodoxy, or like Grimald and Buchanan were adhe-
rents of the reformed fai th—put before themselvesin their scrip-
tural dramas primarily didactic and devotional aims. Herein,
amidst dl differences of technique and culture, they were at
one with the mediaeval writers of miracles and mordities.
A play with a biblical plot had ipso facto in their eyes
a transcendent value which more than compensated for its
inferiority to the classical masterpieces. As far as possible,
they would have limited the drama of their own day, at any
rate tragedy, to themes from the Old and New Testaments,
though, as has been seen, they treated these with great freedom.

The fullest expresson of the views of this school is found
in the De Regno Christi of Martin Bucer, who though not
himself a dramatist, was closdy associated first with the
German and afterwards with the Cambridge writers of reli-
gious plays. After a prolonged ministry at Strassburg, Bucer
had in April 1549 found it advisable to take refugein England,
where, through the influence of Cranmer, he was appointed
Regius Professor of Divinity at Cambridge. The chief of his
Script a Anglicana, was the treatise De Regno Christi, pre-
sented as a new year's gift to Edward VI in 1550. In his
discussion of various practical aspects of the Ch