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Introduection

Although we recognize Shakespeare as far the greatest of
the Elizabethan dramatists, he is by no means a solitary
genius. During the period known as Elizabethan (1558—1642)1
hundreds of plays were produced on the stages of London;
Shakespeare wrote only a few more than thirty of them. Per-
haps no one dramatist wrote as many plays of uniform excel-
lence as did Shakespeare, but many of them did write great
plays. Enough great plays were written, at any rate, to make
the literature of Elizabethan drama ". . .the most universal
and imaginative, the most spontaneous and heterogeneous. . .
in dramatic form which has yet come from the hand of man.“2

The student of English literature should be familiar
with some of the drama of the Elizabethan period other than
Shakespeare's, and he should have some basis for judgment of
the relative merits of the other dramatists and Shakespeare.
It is the purpose of this thesis to give the student one basis
for comparison between Shakespeare and a representative few of
his contemporaries. DBecause I wish to compare Shakespeare
with as many of his contemporaries as possible in a paper of
this length, it is necessary to confine the comparison to one
element of one type of play. I have therefore chosen one of

the most interesting of the types of plays written during that
great period. It is the tragedy of villainy. 1 have chosen

1l Foelix E. Schelling, Elizabethan Drama, I, xxiii, xxiv.

2 Ibid., p. xxxi.



the villainy itseclf as the element to be analyzed for the
comparison.

My thesis consists of two chapters. The first chapter
is an analysis of the villainy in the plays studied. The
second chapter is the comparison of the villainy in the non-
Shakespearean and Shakegpearean plays.

In Chapter I, I have analyzed the villainy in each play,
giving particular attention to three things. First is the
motivation of the villainy. To motivate is to incite to
action; the motivation of the villainy is whatever incites
the villain to the action he takes. Second is a characteri-
zation of the villain. ©Since these first two elements are
essentially inseparable, I have made no attempt to draw a
rigid line of distinetion between them. Third is a descrip-
tion of certain persistent characteristics of the villainy.

Chapter Il1 compares the motivation and the characteris-
tics of the villainy in the non-Shakespearean plays with the
same elements of the Shakespearean plays, and draws conclu-
sions from the comparison. The first part of the chapter is
concerned only with the motivation and the characterization
of the villains. The second part of the chapter compares the
extent to which the conventional characteristics of the vil-
lainy appear in the two groups of plays. The rest of the
chapter contains the conclusions drawn from the comparisons
and from the study as a whole.

The plays which I have chosen for study are: The Spanish

Tragedy by Thomas Kyd, The Jew of Halta by Christopher



Marlowe, The Revenger's Tragedy by Cyril Tourneur, Catiline

by Ben Jonson, The Duchess of lalfl by John Webster, The

Changeling by Thomas Middleton and William Rowley, and by

Shakespeare, Hamlet, The Merchant of Venice, Othello, and

King Lear. I have chosen moét of these playe for thelir im-
portance as tragedies of villainy; but Shakespeare's comedy,

The Merchant of Venice, I chose for the valuable comparison

which it affords with The Jew of Malta. Although the first

of these plays was written about 1586 and the last about 1623,
I have made no attempt to trace the development of the drama
over this period; such an analysis is beyond the scope of this

thesis. The obvious omiesstion of Richard III as an example of

a Shakespearean play of villainy is explained by the fact
that, like the earlier Titus Andronicus, it is hardly shake-

spearean in its villainy. ©Shakespeare re-wrote an older Rich-
ard III about 1593, and although the play comes after he had
had some experience as a dramatist, the villainy is distinctly
Marlovian in that the villain is himself a caricature rather
than & human aharaetar.3

The discussion in Chapter I of the non-Shakespearean
plays are longer and more detailed than are those of the four
playe by Shakespeare. It is in the discuesions of the non-
Shakespearean plays that the characteristics of the villainy

in Blizabethan drama are first described; and since these

plays may not be familiar to the student, I have given a

3 cSchelling, 9dp. cit., I, 274.



summary of each play. Ko review of Shakespeare's plots is

given, since they are familiar {o the average student.



Chapter 1

The Spanish Tragedy by Thomas Kyd is the first play to

be discussed because it is the first great popular tragedy of
villainy in English dramatic litoratura.4 It was written
about 1586:5 after it came many tragedies of villainy. But
when Kyd wrote The Spanish Tragedy, the fleld of romantic

tragedy in English drama was still completely open; there was
no precedent for such a play in English, although Kyd must
have been familiar with the tragedies of blood by the Latin
playwright Seneca.6

The story of the play is this: Bel-imperia, the only
daughter of Don Ciprian, was once the secret lover of Andrea,
but after his death in battle she gives her affections to
Horatio, Andrea's best frisnd. Her father and the king choose
a more noble gentleman for her, however; he is Balthazar, son
of the vieeroy of the recently conquered Portuguese and him-
self 8 captive in Spain. But Bel-imperia secretly gives hor-
self to Horatio. At the moment of an attempted consummation
of their love, they are found by Balthazar and Lorenzo, Bel-
imperia's villainous brother; with the help of their equally
villainous servants, Balthazar and Lorenzo kill Horatio and

take Bel-imperia back to the castle of her father, where she

is kept prisoner. The body of Horatio 1s discovered by his

4 Schelling, op. eit., I, 210-21l.

Ibid., p. 210.
Ihid.' p. 213.



father, old Hieronimo, who grows distracted. Both Bel-imperis
and Hieronimo plan to avenge Horatio's murder, and when Bel-
imperis informs Hieronimo concerning the identities of the
villains, they formulate their vengeance. They plan to present
a play preceding her wedding to Balthazar, the characters of
the play to be themselves, Balthazar, and Lorenzo. The play

is a tragedy in which all the characters are killed. The
catastrophe becomes an actuality as a result of the plot by
Bel-imperia and Hieronimo, who also dis as their characters

in the play dis.

The play concerns four mein characters: Bel-imperia,
Hieronimo, Balthazar, and Lorenzo. The murders of Bel-imper-
ia and Hieronimo are motivated by an honorable desire for re-
venge; they are not villains. Balthazar is dominated by ILo-
renzo, weakly following him throughout the play. Lorenzo is
the villain, and it is with him and the motivation of his
villainy that we are concerned.

Lorenzo is the son of Don Ciprian and the brother of
Bel-imperia. He, like Horatio, is at first supposedly an
honorable and valiant Spanish warrior. But in contention
with Horatio over the question of the defeat and capture of
Balthazar, Lorenzo partly reveals his real charactor: Ho-
ratio had defeated Balthazar, but Lorenzo took it upon him-
self to assist in the capture, and when the twe young warriors
bring the ocaptive before their king, Lorenzo tries to claim
the victory as solely his own. Horatic, although below Loren-

z0 in station since Lorenzo is the nephew of the king, does



not allow him to claim the capture as his, and when the king
leaves the settlement of the question to Balthazar, the
prince wisely confesses himself the captive of the two, ade
mittinz that it was Horatio who foreed his capture by arms
and Lorenzo who courteously obtained his verbal surrender.
Thus, early in the play, there is a hint of the future enmity
of Lorenzo for Horatio.

Horatio does nothing to Lorenzo deserving enmity; he
dutifully agrees to the Jjudgment of the prince concerning his
capture. Lorenzo immediately takes charge of the eaptive, as
it is his right to do by virtue of his rank; he even makes
him his constant companion and confidant, encouraging him in
his suit for the hand of Bel-imperia.

Whon Bel-imperia gives her love to Horatio, Lorenzo is
given the starting-point for the villainy that results in the
murder of Horatio. Horatio's success with Bel-imperia is Lo-
renzo's reason for killing him, although it cannot be con-
sidered a logical or legitimate motive for such villainy. It
is true that Balthazar first volces a desire to "revenge”
himself on Horatio, but he at first considers no villainy,
his purpose being, as he says, to "...lose (his) life or win
(hig) love."7 BEe is simply wesk and follows Lorenzo, whose
villainy is quite unnatural, for it involves the torture of
his own sister as well as murder. Moreover, although Lorenzo
is at the beginning of the play heir presumptive to the

throne of Spain, it seeme to make no difference to him that

Y II, &, 185.



he will lose it if Balthazar marries his sister.

The motivation of the villainy in The Spanish Tragedy is

essentially that of an abnormality in the character of the
villein. But it is a2 weaknoss in degree and not in kind;
that 1s, Loronzo is not essentially a strong character with a

gingle weakness; he is essentially a weak character in every

respect. Lorenzo's character lacks at least two things essen-

tial to the normal man. He lacks an ability to reason nor-
mally, for i1f he had that ability, he would not deliberately
suffer the loss of the erown. He also lacks normal repug-
nance at the commission of cerime. He had no real reason for
hating Horatio; the real motive for all his villainy is the
abnormelity of his own character resulting in his desire to
hurt Horatio and to bend Bel-imperia to hie own will.
Although character is digtinetly secondary to plot in
The Spanish Tragedy, the motivation of the villainy depends

almost wholly upon the character of the villain. The charac-
ter of Lorenzo shows a certain development throughout the
firet part of the play. In Aet I he is portrayed as a court-
eous knight whom Balthazar immediately likes, when Balthazar
says,

He Iorenzo spake me fair, this other Horatic gave

me strokes:
He promised life, this other thrcaten'd death;
He won my love...8

But even in this firet scene, there is a hint of unfairness

in the attitude of Lorenzo; he is e¢laiming for his own an honor

8 I, ii, le2-164.



that is not his, even if he does graciously observe the ver-
dict of the king. Nothing else in Aet I furthers the develop-
ment of his character; he remains a courteous gentleman, wait-
ing on his captive prince, helping him in his courtship of
Bel-imperia as an ordinarily ambitious brother of the time
might have done.

In the first scene of Aet II Lorenzo assumes the leader-
ship in Balthazar's courtship of his sister; he it is who
thinks of all the possible reasons for Bel-imperia's disdain
of the prince, and he it is who proposes the removal of any
human obstacle who might be in the prince's way to her hand.
His true character then comes out completely for the first
time when he forcee Pedringanoc to divulge the identity of Bel-
imperia's lover. When, a little later, Lorenzo and Balthazar
confirm Pedringano's report, it is Lorenzo who vows to send
Horatio's "...s0oul into eternal night:“9 Then in the last
scens of Aet II Lorenzo leads Balthazar, Serberine, and Ped-
ringano in the murder of Horatio and the abduction of Bel-im-
peria, climaxing very swiftly a villainy that had very little
time for development.

The character of Lorenzo shows no great further develop-
ment throughout the rest of the play; what further develop-
ment there is, is the result of his effort to hide his guilt.
All of his villainous acts after the original murder are re-

sulte of this effort.

9 II, i1, 55.
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Since The Spanish Tragedy was the first of the plays of

tragiec villainy, the characteristics of its villainy are im-
portant bésauae of their influence on later plays of the same
type. It munst be remembored that the plays of Elizasbethan
BEngland were written to entertain Elizabethan Englishmen. If
a play was popular, it is safe to assume that it gave the
audisnces what they wanted to hear and see. The Spanish Trag-

10
edy was a very popular play, even perennially so. For that

reason the majority of the villainy plays to follow it con-
tained essentially the same characteristics of villainy in
varying degrees.

The ecardinal characteristics of the villainy in The Span-
ish Tragedy are violence and intrigue. The play is in four

acts, but in reality it is a succession of twenty-four
scenes. Eleven of these scenes are rife with violent action
ranging from murder and lunacy to wholesale slaughter. The
scenes not given to violent setion are, with the exception of
those portraying the distraction of Hieronimo, given to in-
trigue on the part of the principal characters.

Another important characteristic of the villainy in The

Spapish Tragedy is lust, a characteristic ever-recurring.

The lust of Balthazar for Bel-imperia is itself not a thing
of violence, but it is certainly a prelude to vioclence. It
is significant that Lorenzo does not even have lust as a mo-

tivating force in his character. But in the plays following

10 Schelling, op. eit., I, 211.
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Kyd's, what was at first something of the dramatic background
of the play becomes an essential characteristic of even the
motivation of the villainy. In the later plays lust assumes
an importance not only as a motivating force but also as an
esgential part of the violence itself.

The fourth characteristic of the villeiny in The Spanish

Tragedy is an exaggeration to a degree which today would be
laughable but which was undoubtedly an important part of the
Elizabethan Englishman's enjoyment of the play. The stabbing
and hanging of Horatio typifies an extravagance that was to
pervade the drams of villainy. There is no relief from the
completeness of the villainy of Lorenzo; he possesses no pity,
no remorse--he is completely and extravagantly the villain,
having no real counter-part in life. As the villainy is un-
relieved, so is the vengeance of those wronged; as a result,
none of the principal characters are left alive at the end of

the play.

Christopher Marlowe's play The Jew of ialta provides us

with our next example of a non-Shakespearean play of villainy.

It first eppeared about three years after The Spanish Tragedy,
11
some time shortly "after 1588." The Jeow of Malta, like

Kyd's play, was very popular. When Marlowe wrote it, he had
various examples of the tragedy of villainy as precedents be-

sides The Spanish Tragedy, although probably none of them

13 Schalliﬂg, 220 cit., I. 232.
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were as good.

The story of the play is this: Barabas, the richest Jew
in Malta, refuses to pay a levied tax of half his -estate for
a tribute that the Maltese state owes the Turks; as a result
of his refusal, his entire estate 1s forfelt and his home is
converted into a nunnery, although he manages to hide several
bags of gold and jeweles in his o0ld home before it is seized.
In order to resoue the wealth which he has hidden, he has his
daughter, Abigail, pretend a desire to become a Christianm and
a nun; she becomes a novice, rescues Barabas' hidden wealth,
and then forsakes her intended nunhood. Next Barabas con-
coets a plot, with the unsuspecting aid of Abigsil, to kill
both Mathias, whom she loves, and Lodowiek, who luste for
her; they kill each other in a duel. When Abigail learns of
this, she again becomes a novice nun, this time in truth.

But Barabas, with the aid of his Turkish slave, Ithamore,
poisons all the nuns in the nunnery, thereby murdering not
only his own daughter but all the rest of the nuns as well.
The remainder of the play is a succession of murders and "pol-
itie™ plots by Barabas. He murders two friars, one of whom
knows the secret of his murder of Lodowick and Mathias. Then
he not only murders Ithamore and Bellamira, Ithamore's court-
ezan lover, but he also betrays the g¢ity to the Turks. Affar
he ie made governor of Malta by the leaders of the conquering

Turks, he plans to deliver them into a cauldron beneath which

12 Sehelling, op. eit., I, 232.
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ie a roaring fire, but Ferneze, the old governor of Malta,
contrives his downfall, plunging him into the ceauldron he had
prepared for the Turks. Ferneze then makes peace with the
Turks, ending the play.

The motivation of the villainy of Barabas in The Jew of
Malta, although it is somewhat complex, is not difficult to
determine. Barabas seems at first to be the Jew eternally
persccuted by the Christian, tormented beyond endurance by
the seizure of his wealth; but the absolute selfishness ap-
parent from hie earliest asides does not allow even the mod-
ern reader very much sympathy for him; and since any Jew was
a monster to the Elizabethan Englishman, the audience un-
doubtedly had no sympathy at all for Barabas. His apoech to
Ithafmore revealing hie delight in deeds of evill3 may Or may
not have been intended by the Jew to be the truth; but by the
beginning of Aet III, Barabas is unreservedly the villain.
Even if he seemed to possess any of the normal feelings of
humanity at the beginning of the play, he is by this time
completely the monster.

At the beginning of the play, Ferneze, the governor of
Malta, instigates the seizure of all of Barabas' wealth.

Then the governor's son, Lodowieck, tries dishonorably to ob-
tain his daughter. These two things give Barabas motives for
the vengeance that results in the immediate murder of Lodo-

wick and the later betrayal of the eity. But since his

13 1I, 1ii, 180-207.
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daughter loves Mathias, and since Mathias has done him no
harm, Barabas ie not justified in murdering him; the motiv-
ation for this murder eprings not only from Barabas' wish to
keep his daughter from marrying a Christien but from selfish-
ness and an inherent evil in his character which impels him
to be as evilly clever as he possibly cean, foreing him to
take advantage of the rather obvious possibility of a double
murder where only one would have satisfied the requirements of
vengeance. Later when Barabas losee all control of himself as
a human being, there is no room left for doubt that he is
anything but a complete villain.

The villainy itself in The Jew of Malta is in the trad-

ition of The Spanish Tragedy; 1t ie basically violent murder,

accompanied by lust, intrigue, and extravagance. But Marlowe
carries the exaggeration to a.point beyond which it would
seem impossible to go; Barabas is not satisfied with murder
gingly or in pairs; he must indulge in wholesale murder. In-
atead of being satiefied with the results of his villainy in
delivering Msalta into the hands of the Turks, he must immedi-
ately plan another aet of villainy whereby he can deliver the
Turke into the hands of the orizinal governor. Probably if
that plot had been successful, he would in turn have re-be-
trayed the old governor, leaving only himeelf alive.

The villainy in Marlowe's play possesses every charac-

teristic of the villsiny in The Spanish Tragedy, but it is

significant that each characteristic in the later play is

carried a few degrees of exaggeration beyond the corresponding
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Fhe motivation of the vil;aln s in The Revenger's Trag-

edy 1r plain. The play is dldactic~-vhether or not conscious-
ly so only the author could say; every plece of villainy has
an obvious motive and an obviously Just punishment,
ji‘he murder of Gloriana by the duke before the begiaﬁing

of thé play is motivated by the duke's anger as a result of
his frv&tra sod lust. The attempted villainy of ZLussurioso
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qmbition is the nmotive for the plote of the duke's and the
duehesv' ghildrean. In this pl‘“ evan the vengeznce of the
v*onwnd is econsidered villainy and is punished as such.

Phe characteristic oxtra#aganca of the villainy in the

other plays is carried to complete abandon in The Revengor's
_Traged; 8o depraved arc th@jvillains thomselves that thelr
actgiére commnitted oompl@tely W1th0ut anything resembling
conscienee. They arve totally without thought of possible

reotribution or consequence either in this 1life or in may

i : I
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possible later one; they hide their acts only in proportion
to their power or lack of it. Each villain is himself a per-
fect monster possessing no redeeming particle of good in his
character, and since the villainy is completely abandoned,
the retribution is completely bloody, neither villains nor
avengers escaping death. An example of the extravagance of
the retribution ie Vendice's ingenious murder of the old duke.
He lures him to a supposed tryst with a simple country maid
and there tricks him into kissing the poisoned mouth of his
murdered lover's skull.

It is in this play that the villainy, as well as its mo-
tivation, becomes almost completely identified with lust.
The ambition of the sons, incidental to the main plot, is the
only other motive for villainy of any importance in the play.
Even the intrigue, although it seems to réaoh a certain melo-
dramatic perfection in the elaborate vengeance of Vendice, is
subordinated to lust; and although violence is evident through-
out the play, it too is dwarfed in importance by the complete
abandon of the villiains' lust.

15

Ben Jonson's Catiline was first played in 1611; it

came some twenty-two yeare after the firet spoearances of The

Spanish Tragedy, and by the time it was written, such plays

had long been popular. The success of Catiline upon its first

few performances was only moderate, but it later took its

15 Schelling, op. eit., II, 32.
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place in popularity with the gther great tragedles of vil-
' 116
lainy; The title of the play is the name of its chief char-

acter, who was the most notorious of ancient Rome's eriminals,
althoﬁgh g2t the time the action of the play begins, the exact
naﬁuré of hie erimes had not ﬁet becocme generally kaown. In
the oﬁahing scene he is baingiexhortea by the zghost of &ylla,
a gre?t Qomen ecriminal of ap earlier day, to even greater
villainy than any he has aver:hefara committed--ths botrayal
and tﬁ@ ruin of Kome.

éatiline‘@ plot is this.5 He plans to ovoerthrow the sen-~
ate and the povwers of Home with fhe héip of several consgpir-
aters; whom he reeruits from the ronks of the malcontents of
the c#ty; he propoges to aiviae 2ll Rome and its weslth smong
the cgnspiratcrs, promising them whatever they may desgire.
But hé privately promises himself and his wife, Aurelia, to
dispose of them once they 8re no longer useful.

ét first it is Gatiline'é plan to be slected consul with
one 9% his conspirators, Antonius, and then to betray Zome
with %h@ power thus given to him. But Cicero is slected with
the w%ak Antonius instead, preventing the planned beﬁrayai
from %ithin. Catiline immediataly begins to plan to betray
the city with the help of thelﬁllobfcgas, & war-like but sim-
pla Iﬁalian trive recently subduwed by the Romans. In this,
too, %e ig thwerted, lLeing b@tfayed to Ciesro by Curius, one

of his own conepirators. Catiline then leaves Rome, raises

16 Sehelling, op. cit., II, &2.



L 19
\

! L
an army, attacks the forces af the ¢ity, and in the battle

that ocenrs is dofeated and killed. At the same time, the

| -
conspirators who were left in the eity are apprehendsd by

ﬁiceré and the senate and are‘exeeutad.

it seems to me that Catiline presents an example of ?il-
1a;nyﬁmotivated almost entirely by the villain's love of
evil, 'for although Catiline gives vsvenge as his motive, one
cannof help thinking that the real reason lies in hils charac-
ter. an@ ghost of Sylla in his prefatory exhortation mentions
many unnatural crimss committed by Catiline previous to ths
epaﬂiég 0t the play; his avowéd motive for revenge cn the
eity bi dome 1s merely that hé wag once defeated in an elee-~

|

defeaﬁ in whieh there was no melice, providing no suifielent

tion for commaader of the Rsmén forces in the Pontick wars, &
reaﬁoﬁ for his wishing %o rovenze himself on his people.

éha only villiainy that Catiline commits is committed be-
fore fhe play ever begine, for the villainy he plots in the
play wtself is never eonsummatad, But it is with this intend-
ad vi?lainy and its motivatioh that this study is coneerned.
The réal reason for this intended treason lles in the fact
that Catiline had alresady committed such monstrous crinmes
that &all there wae left for him to do was to betray his coun-
try. Efr@ason wag then %o havé veen the final bloody congum=-
matidﬁ of the workings of a mind inherently evil and slready
eteep%d in erime. Catiline himself is a pleture of the vil-
lainjgnrelieveﬁ by any pretenéisns 40 humanity.

Aside from the enormity of the intended viliainy, the



20

characteristics of the villainy must be judged from the list
of the erimes he hsed committed before the play begins, as
they are catalogued in general terms by the ghost of Sylla:
".esincests, murders, rapes,...parricide, slaughters...of
senators."lq The atmoephere 0f melodramatic horror created
by Sylla's deseription of these crimes is later intensified
by the conepirators' pledging their faith in human blood,
augmented by thundering and darkening of the skies. Consid-
ering Catiline's villainy from both the nature of the vil-
lainy committed before the play and the nature of the intend-
ed villainy, we nmust conclude that Catiline is a complete
villain and his villainy completely abandoned.

Intrigue is an essential characteristic of the villainy
in the play, for it is upon the failure of Catiline's intrisue
and upon the success 01 that of Curius that the uvltimate
failure of Catiline's plan depends. Iust as a characteristic
of the villainy is evident only in the erimes committed be-
fore the play begins.

18

Sometime before December, 1614 there appeared The
Duchegs of Malfi by John Webster. It must have ranked high
in popularity with the Elizabethan audience, since it so ef-
feotively presents various details of horror on the stage.

Today the play is read for its poetic beauty and for appreciation

i% I, 41, 50, 32, B, 59.
18 ©Schelling, op. git., I, 589-5690.



21

0of the character of the tortured duchess; but it is with the
villainy and the villains of the play that this pAper is con-
cerned.

When the play begins, the Duchess of lalfi (no other
name is given her) who has beéern recently widowed is still
youang, beautiful, and desirable. Her brothers, Ferdinand,
Duke of Calabria, and the Cardinal, tell her that ehe is not
to marry again, regardless of the worth of her suitors or of
her love for any of them. But she secretly marries Antonio,
her steward and manager of her estates. They keep the mar-
riage secret for a period of a few years, but Bosola discov-
ers that she is married and informs the brothers as he is
paid to do, although he does not know who her husband is.
dhen Ferdinand discovers that Antonio is his sister's hus-
band, the duchess and Antonio attempt to escape; Antonio es-
capes with their oldest son, but the duchess is apprehended
and imprisoned in her own palace. There she is subjected to
mental torture by her brother Ferdinand and his minion, Boso-
la. Finally she, her two youngest children, and her personsal
maid are strangled at the command of Ferdinand and the Card-
inal. Bosola, stricken both with remorse and with the injus-
tice of the brothers, attempts to avenge the duchess; he
kills both the Cardinal and Ferdinand, but he also kills An-
tonio aceidentally; he is himself mortally wounded in the
fight with the brothers.

The motivation of the villainy in The Duchess of walfi

presents by far the most interesting problem yet come upon in
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this study. Iikewise the three villains are far more in-
triguing charscters than any of the villains so far studied.
There is Ferdinand, the twin of the duchess, himself the Duke
of Calabria. He is the more actively villainous of the
brothers, torturing his sister until he loses his own mind,
either from remorse or from the strain that the enormity of
his erimes had inflicted on his mind. Superficially, PFerdi-
nand's motive for his treatment of the duchess is revengo--
roevenge for her disobedience of the command to remain un-mar-
ried and for her marrying one whom the brothers consider ig-
noble. But Ferdinand himself reveals the real motive for his
villainy shortly after he sees his murdered sister, when he
says,

For let me but examine well the cause:

what was the meanness of her match to me?

Only I must confess I had a hope,

Had she continu'd widow, to have gain'd

B0 ey N Sr s A e
S0 Ferdinand's external motive for torturing and murdering
his sister is a balked desire for more riches than he already
possesses and a wish for vengeance upon her.

The villainy of the elder brother, the Cardinal, is
gsomevhat more vaguely motivated. One motive for his villainy
is the same as Ferdinand's, for they have the same desire to
benefit by the duchess' death; but there is something more

essentially evil in his character than appears in Ferdinand's.

Actually, the Cardinal is the activator of the villainy,

19 IV, ii, 279-284.
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although it is Ferdinand who carries it out and thus seems
the greater villain; in a sense, Ferdinand is the creature of
the Cardinal, Jjust as Bosola is the creature of Ferdinand.
Proof of this is the Cardinal's aside when he is pretending
to Bosola that he knows nothing of the duchess' death:
This fellow muat not know

By any means I had intelligence

In our duchess' death; for, thoush I counsell'd it,

g?gmfgiidgﬁazéfzah' engagement seem'd to grow

The Cardinal does not consider his own motives, and when
he dies, he expresses neither repentance for his crimes nor
sorrow at his own death. Nor does he confess; he dies with-
out expression of any sort. The Cardinal is more nearly the
complete villain of the other plays than is his brother; he
has a superficial motive, but in his own evil character he
does not even bother to consider it, thus making his villainy
the more monstrous and unnatural. To the end he remains a
mystifying and sinister character.

The motivation of Bosola's villainy upon first glance
seeme easy to determine. At the beginning of the play he is
represented as something of a soldier of fortuen seeking re-
ward for years of service to the Cardinal; it is reputed that
he has committed murder for the Cardinal upon ocecasion. The
Cardinal, however, rewards him reluctantly and insufiiciently,

it seems to Bosola, by having him appointed provisor of the

horse in the duchess' household, suborning him at the same

20 Vv, ii, 103-107.
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time to spy upon her. Bosola is at first, then, a profession-
ally villainous creature; the superficial motive for his vil-
lainy is that he is hired to do it. But there is more to Bo-
gola than the character of a mere hireling in orime.

He is a philosopher in c¢rime; he stands aloof both from
himself and from his victims, analyzes his own and their
actione and reactions throughout the progress of his vil-
lainy, and philosophizes concerning the ultimate futility of
life. He looks upon himself as the vietim of circumstances
which have forced him into crime from accident or necessity;
he does not see himself as motivated by any desire to commit
deeds of evil. In view of the sincerity of his reformation
after the murder of the duchess, a sincerity proved by his
attempt to right the wroags he had done, it seems to me that
we should accept his analysis of himself as explanation of
the reason for his villainy. He is a villain partly as a re-
sult of his philosophy of life, a belief that living is ulti-
mately futile, and partly ae a result of the effect of cir-
cumstances upon him.

In this play we have a villainy as monstrous as the mur-

der of Abigsil in The Jew of Malta, more involved than either

that ir The Spanish Tragedy or that in The Jew of Malta, and

carried to degrees of exaggeration beyond the mere physical
horror found in the other playe to a fine psychologieal hor-
TOor.

Violence and intrigue are present in The Duchess of

HMalfi. The vioclence is no less important then in the earlier
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playé, but the intrigue is not as essential to the interest
in the action of the play as it is in the earlier ones. It
is significant that even such an essentially fine play as The
Duchess of Malfi possesses these characteristics in about the
same form and degree as they are found in other plays of the
type.

More should be said about the two deviations from the
standard in the characteristics of the villainy im the play,
for the deviation is of some significance. There is no lust
in the main plot of the play, the relations between the duchess
and Antonio being amorous but not illieit; the only real lust
in the entire play is in the affair of the Cardinal with Ju-
lia, which is entirely incidental to the main plot. The ex-
travagance of the villainy in the play is evinced by a psycho-
logical eruelty not found in any play yet studied. Examples
of this kind of horror are Ferdinand's treatment of the duch-
es8 during her imprisonment, his torture of her with what she
believes to be the bodies of her husband and c¢hild, with mad-

men, and Bosola's torture at the scene of her murder.

Another of the later non-Shakespearean plays of villainy
- |
is The Changeling; it was firet acted in 1623. It is the

result of the collaboration of Thomas Midileton and William
Rowley; Middleton provided the main plot, the part of the
play with which this study is concerned, and Rowley provided

21 schelling, op. eit., I, 599.
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22
the under-plot, from which the play gets its name.

The main plot of the play consists of De Flore's villainy
in murdering Alonzo at the request of Beatrice-Joanna, who is
supposed to marry the murdered mnn. Beatrice has Alonzo
killed so that she can marry Alsemero; but before she can mar-
ry him, De Flores e¢laims her as his reward for the murder.
Then in order to preserve her honor in the sight of her hus-
band, she is forced to employ De Flores to murder her waiting-
woman. She and De Flores are discovered in their adultery;
they confess their villainy, De Flores killing Beatrice and
himself to end the play.

The motivation of the villainy of De Flores is simply
that he cherishes a lustful love for Beatrice, who becomes
attainable when she employs him to murder Alonzo. Until Be-
atrice gives him the chance to force her to acquiesce to his
desire, he must content himself with residing in the court,
a8 near her as he can be. The motivation of Beatrice's vil-
lainy is almost the same as De Flores', but she is at the be-
ginning of the play not the depraved character that he is.

She loves Alsemero, but she is pledged to merry Alonzo; in
order to marry the man she loves instead, she 1s willing to
plan and order his murder. It is significant that Beatrice
is so innocent when she first contemplates her crime that she
does not reslize the price she is to pay De Flores for his

commission of the murder; the realization that he is not to

22 Sehelling op. ecit., I, 599.
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be bought except at the price of her virginity is a shoock to
her, but when she sees that she is as guilty of the crime as
he and that she cannot force him to leave her, she submits to
him.

Again lust is the chief element of the villainy; but in

The Changeling it is tempered somewhat, for neither De Flores

nor Beatrice are the absndoned ereatures of The Revenger's

Tragedy. Almost of equal lmportance as a characteristic of
the villainy is the melodramatic intrigue of the play, illus-
trated by Beatrice's trick to make her husband think her a
maiden, as well as by Alsemero's alchémical test of her vir-
ginity. Except for the murder of Alonzo and ths deaths of
the final scene, violence upon the stage is missing. The
chief interest in the play is the study of the degeneration
of Beatrice from her contact with De Flores after her origin-

al employment of him.

As in some of the plays already studied, the major vil-
lainy in Hamlet is committed before the play begins. The
reason for this 1s that, besides being a play of villainy,
Hamlet is a play of revenge. It is the villaiany, however,
that is concerned in this study.

The prime villainy of Hamlet is the pre-play murder of
King Hamlet by his brother, Claudius. The later villainy
takes the form of Claudius' two attempts on young Hamlet's
life in order to preserve the secrecy of his guilt and his

throne.
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It is not necessary to look long for the motivation of
Claudius' villainy. His first act, the murder of Hamlet's
father, is motivated primarily by his desire for power, by
his wish to succeed his brother as king of Denmark; it is
motivated only secondarily, if at 211, by his lustful love
for his brother's wife, Queen Gertrude. He probably married
her chiefly because it was the custom for the new husband of
the last king's wife to ascend the throne in Teutonic lands.
Ambition is the chief motive for his original villainy.

Claudius' villainy throughout the rest of the play is mo-
tivated by his desire to keep Hamlet, the only one suspicious
of him, both from detecting the murder and from wresting his
newly-acquired crown from him., His final villainy, that of
the plot with Laertes to kill Hamlet unfairly in a duel or to
dispose of him with poison afterwards, has the added motive
of Laertecs' demands. Although what he planned was dishonor-
able, Laertes' motive wae the legitimate one of reveange for
a murdered father, the same motive that Hamlet had for his
intended murder of Claudius.

Violence as a characteristic of the villainy is apparent
in the originel murder, in Hamlet's accidental murder of Po-
lonius, and in the final scene in which every principal char-
acter excepting Horatio is killed; it is significant that ex-
cept for the last scene none of the violence actually occurs
on the stage in the sight of the audience. Intrigue is evi-
dent in the original murder, a very clever and "politie"™ mur-

der, in Clauvdius' dissembling all knowledge of it, in his plot
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to be rid of Hamlet at the hands of the English, and in the
final plot with Laertes. Claudius is a villain, but his re-
pentance23 makes him essentially human, something that most
0f the other villains have not been found to be.
Melodramatic extravagance in Hamlet occurs only in two
instances, in Shakespeare's concession to custom, the final
bloody scene, and in his inclusion of the ghoet, although he
makes use of the ghost as a factor in Hamlet's indecision

rather than as the customary device of horror.

The villainy in The Merchant of Venice 1s entirely in

the mind of the villain; Shylock does not actually cut out
the heart of Antonio. Still, he is the villain and the in-
tended murder of Antonio ie the villainy in the play. What
is Shylock's motive for this villainy?

Shylock is a rich Jew, and usury is the means by which
he has become rich. Antonio is also rich, but his riches
have been gained by trading. Many times before the play be-
gins have Shylock and Antonio come upon each other in their
business, since they both frequent the Rialto, that district
in Venice wherein all business, whether of merchandising or
of usury, was conducted. Antonio, throughout the course of
these meetings, has reviled Shylock for his practice of usury,
and, what was worse toc the Jew, he has even competed with him

upon several occasions by lending money interest-free.

23 III, 111, 72.
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That Antonio has railed upon him for his practices and
that he has loaned money withoﬁt interest in unfair competi-
tion with Shylock are the Jew's motives for wishing to col-
lect his fine. These two motives are important above the
conventional one of the Jew's natural hatred for a Christian.
Upon meeting Antonio to arrange the details of the bond, Shy-
lock reveals these things as his motives when ho says in an
agide, {

I hate him for he is a Christian:

But more for that in low simplicity

He lends out money gratis and brings down

The rate of usance here with us in Venice.

If I can catch him onee upon the hip,

I will feed fat the ancient grudge I bear him.
He hates our sacred nation, and he rails,

Even there where merchants most do eongregate,
On me, my bargains, and my well-won thrift,
Which he ecalls 1n§2rest. Cursed bg my tribe
If I forgive him!

The primary characteristics of the villainy are two.

The first and most obvioues is the intrigue of the plan. Shy-
lock pretends friendship for Antonio and Bassanio, but he is
at the same time planning to ceut out the heart of his enemy.
The other characteristic of the villainy is one that hag not
yet appeared in any of the plays studied; it is that of
echance. Shylock is gambling with himself; he either loses
everything but the prinecipal of the loan, or he gets his
fiendish revenge. He is basing his gamble upon the fact that
Antonio has been having i1l fortune in his trading; his ships

are supposed to be foundering, and he is consequently failing

24 I, iii, 45-53.
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to realize his investments. Shylock is gambling that Antonio
is facing immediate finaneial failure, ani if this proves true,
he will be in a position to consummate his revenge without

any evil consequences to himself. The circumstances of the
planned murder satisfy the requirements of the day for horror;
the horror never becomes visible, but it is effective in im-
agination.

Intrigzue ae a characteristic of the villainy in this
play is not subtle; 1te basis upon chance has left little to
the mind of the wvillain. Although Shylock pretends kindness
and levity as his reasons for not requiring the usual inter-
est, his intended victims at no time take him seriously, and
Shylock himself hardly bothers to dissemble his intentions
after the bond is signed. Violence aes a characteristic of the
villainy in The Merchant of Venice is absent, although it too

is included in the prospective payment of the forfeited bond.
The villainy of Shylock's intentions does possess a certain
extravagance; the melodramatic exaggeration evident in the in-
tended murder is the play's one conceesion to that character-
istic of villainy so evident in the non-Shakespearcan plays
studied. Iust is entirely absent from The Merchant of Venicse.

Azain Shakespeare makes his villain s human being ratherx
than a caricature. He does this deliberately, it seems to
me, when he has Shylock say,

Hath not a Jew eyes? Hath not a Jew hands, organs,
dimensions, senses, affeetions, passions? fed with
the same food, hurt with the same weapons, subject
to the same diseases, healed by the same means,
warmed and cooled by the same winter and summer as
a Christian is? If you prieck us, do we not bleed?
If you tickle us, do we not laugh? If you poison
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us, do we not die? And if you wrong us, shall we
not revenge

The villainy of the play Othello consists of the delib-
erate attempt of one man to cause another to believe in the
unchastity of his innocent wife, and because of this belief,
to harm her and himself. Although Iago may not have realized
that Othello would murder Desdemona, he knew enough about his
vietim to realize the possibility of his gcing mad.

The characteristics of sueh villainy are not as easy to
analyze as are those of the plays earlier studied. The vii-
lainy of Isgo has both violence and intrigue, but it is the
intrigue that assumes the most importance. Iust in the vil-
lainy of Iago is lacking, although Cassio's relations with
Bianca are made use of in his plot. The extravagance of the
viilainy lies in the mental superiority of the villain and in
the resulte of his plot, the murder of the innocent Desdemona
and the sulcide of Othello. Iago's superiority is in his
matchless ability to seize upon the happening of the moment
and turn it to his advantage; he is a supreme opportunist.
This exaggeration is one not appearing in any of the other
plays.

The motivation of the villainy of Iago has long been a
problem; but this paper is concerned only with the solution
of that problem that scems most logical to the writer; there

is neither reasons nor space for the inelusion of a2 reviaew of

26 IX1I, 1, b6 ff.
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The two best keys to the solution of fhe motivation of
Iago's villainy seem to be these: what Iago 1s represented
ag being at the beginning of the play, and what he says in
soliloquy concerning the motivation of hie villainy.

lago was a professional soldier; he had served Othello
long, although according to his own reckoning he was only
twenty-eight years old at the time of the action of the play.
Iago was also an Italian; it is easy to overlook the import-
ance of this today, but in Shakespeare's time the Italian
villain as a character on the stage had been almost standard-
ized as something of a monster, an intriguing, lustful, and
generally degenerate sort of character--as witness the Italian

villains in The Revenger's Tragedy.

As a soldier Jago had a motive for revenge upon Othello
in that Cassioc had been promoted above him when he, Iago,
knew no reason for it. Whether or not Othello had a reason
for believing Cassio to be the better soldier and the man for
the lieutenantey 1is beside the point, although 1t is to Iago's
credit that Othello never expresses a reason for his prefer-
ment of Cassio. The point is that Iago knew no reason for
it; he had reason to believe that he was the better soldier.
#hether or not this motive is anything wore than a convenient
excuge for lIago to start trouble, his haﬁe.bfoéyﬁbxlo is in
his own eyes justified and motivated by Oﬁhe;lofqitrgaiiépt
of him. The lengths to which hé 0ed to .avenge himsalf:are

due to something other than the motive of revenge; the strength

<



and ingenuity of his plot go beyond the average intrigue in
the typical play of the tims.

In one of his solilogquies Iago adds another motive for
his revenge,

For that I do suspeot the lusty Moor

Hath leap'd into my seat; the thought wheroof

Doti. 1ika a poisonovue mineral gnaw my inwards;

And nothing ocan or shall gontent my soul

Till I am even'd with him, wife for wife;

Or failing so, yet that I put the Moor

At least into a Jealousy sg strong

That judgment cannot cure. 6
This added motivation on the part of Iago is significant not
only for its addition to his motives, but also for the fact
that it indicates a certain weakness in the character of
lago. He is so naturally evil himself that he cannot refrain
from suspeeting everyone, even his wife, of avil.

Perhaps it is to his Italianate nature, as it was pic-
tured by the Elizabethan Englishman, to which goes the credit
for the depth and complexity of his villainy; at least it is
to his own evil character, whether Italianate or not, that
the evil of his villainy may be attributed. If we may be
satisfied with Iago's frustrated desire for deserved military
promotion as the initial motive for his villainy, we must
consider the quality of his mind as, if not a motive itself,
at least the reason for the cold-blooded and efficient cru-
elty with which he carries out his plot; the depth of his vil-

lainy is as dependent upon the quality of his mind as is the

26 II, i, 304-311.
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success of his villainy dependent upon the superiority of his
intellect.

King Lear provides us with two of the finest examples of
viliainy that the literature of Elizabethan drama can ghow.
Primsry, of course, is the villainy of the two dauzhters,
Goneril and Regan; secondary, but only a little less villain-
ous, is that of Edmund.

The villainy of the daughters consists of unnatural, in-
human treatment of their father after he has given them every-
thing. He asks kind treatment in his old age, the allowance
of one hundred knights to serve him, the privilege of living
with his daughters aslternately six months at a time, and all
the honor due 8 king as well as a father, although he means
to let his sons-in-law be the actual rulers.

Lear glves Goneril the first chance to prove her love.
Instead she begins to prove her villainy by treating her
father discourteously, by igznoring his wishes, and by refus-
ing to see him. Upon Lear's wonder and wrath at this, she
continues her mistreatment of him and hie men until he leaves
for Regan's castle. Regan and Cornwall go to Gloucaster's
castle upon being informed that Lear 1is approaching. When
Lear, following Regan, arrives at Gloucester's, he is turned
out into the storm. He escapes thelr immediste designs on his
life, but both he and Cordelia are captured by Albany'®E forces
after the battle. The villainy of the sisters after the bat-
tle is in their connivance with Edmund to kill the old king



and Gdrdeli&. Following tfni&a,I ﬁaneril poigqns Regan, whom

she bélieves about to marry Edmun&, for whéﬁ she herself

lusts. OShe kills herself shoﬁtly after the death of her
sister. | |

Although there is no rea; reason faf the villainy of the
sist@ﬁs outside their own wickedness, the superficial extor-
nal m%tiVe might be greed. Béycn& this motive lies the in-
heren& evil of thelr characters, for not only is their vil-
1ainyfthe unnatural villainy @f tqrturing thelr neavrcst of
king,jbat they have everything--royalty, riches, power, and
love-;ﬁ@f@r@ they begip ftheir villainous deeds.

Tie villainy of Bdpund is parsllel to that of the sis-
ter$;|£e tortures his father and brother. But the mctiva{ion
of &1{hi@ villainy i¢ plain; he wag a bastard son of the
earl,ﬁ&mhitioua and lusting f@f the power 0f the legitimate
heix tb the earldom. The simélicitg of the motivation of his
villaipy is supplemented by his warped character, his atti-
tude q& resentment and rebellion torard the world. His vil-
lainyéis extenuated in its motivation as well as in its mon-
strosi&y by the fasct that he ﬁas g bhastard and thereliore 4igd
not cdpsiaer himsel! completely his father's child. Although
Gloucéster may have loved his basterd son 83 much as he did
Edg&r; as he said, he was uﬁtﬁinkingly Jocose about his son's
bastardy, a fact that undoubtedly had a bad effect on Bd-
mund’% character. ‘ :

ﬁinor villains in the nlay are Cornwall and Oswald.

Corawall's villainy consinted of his treatment of Gloucester
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upon dlscovering the earl's "freschery™; he was motivated by
sngor at what he considored treasocn. QOswald's villainy wae
potty, exespt for his attempt to murder the blind 3Floucester;

. . e g o A ed e € e o Avren
ne wos motivated by his desgire for sdvanconsot,

Viclence appenrs in the villainy of King Lear as 1Y had

since the days of The Spanish Tragedy, but in Shakespeare's

play tﬁ@ violencs assumes an unhkoly horror, in the hanging of
Cordelin and in the blinding of Gloucestsr uvon the stags,
for example. Intrigue also appears in the play, but it is
secondary because it is not essential to the horror created.
King Lesr has its guota of lust, but lust, teo, 1s sscondary

to ths perfect monstrosity of the sisters® villainy
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Chapter 1I

I shall begin the comparison of the motivation and char-
acterization of the villains in the two groups of plays with
a comparison of Hamlet and The Spanish Tragedy. Because of

their similarity, these two plays are admirably suited to s
direct comparison. In Hamlet a son suffers as the result of
the murder of his father and of his own efforts at vengeance,

while in The Spanish Tragedy a father suffers as the result

of the murder of his only son and of his efforts to avenge
the murder; in both plays principal characters simmlate mad-
nese, It is even very likely that Shakespeare wrote his play
to rival the popularity of a revival of the older play, prob-
ably in the year 1601.27

The motivation of the villainy in The Spanish Tragedy

was found to be essentially that of the incompleteness of the
character of the villain, Lorenzo, who does not seem to be
completely alive and human. The villainy of Lorenzo springs
from the fact that he lacks the ability to reason normally
and to reset normally to the contemplation of certain erimes;
he is an inhuman character, a monster with so little reason
for hie villainy that neither he nor his actione scem life-
like. _

The motivation of Claudius in Hamlet ies quite different;
the murder of Hamlet's father is motivated by his desire for

the throne of Denmark; his attempts to kill younz Hamlet are

27 Sehelling, op. cit., I, 216-217.
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Clavdiug® viliainy is enbition; {lesudive lg a livisg cusrac-

1

ter, sunbject to one of the weaknesses that plagus hunan bo-

inge, and ke acts ascordingly. He is even so human that he

repents for the erimes he has committed. The reason for his
villaeiny is plalp, and although his villainy is certainly not
justifiable, it is undergtapdable.

The essential difference between the motivation of the

villainy in Tho SZpanish Trapedy and in Hamlet lieg irn the

charactorisation of the villaing. ILorongo is not undsrotand-

hiz villasiny, vheveas Clauvdius is easlly understand
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able in hils, althouzgh he ig go less villeinous for being whn-
derstood. In Hamlot the reader dees pot have to fall back on

the uvneatisfactory explanation that Claudius is s monstsr an

tharefore does not gct live W& tan Lover raal-

1y vnderstand Lorenzo, but we can always uvaderstand Clavdius
Berein lies the esgential 4if-

and Eyd's notivation of vil-

The Jev of Heita and The Merchant ol Venice provide two

more plays admirably sulted for direct comparison.

speare's play came soume five years after ilarlows's, but parts

of The Herchant of Venice so clossly parallel the earlior

.

play that it is cgortain that Shakeepveare at least had The Jew

of #alta in mind when he wrote his, whether he wrote it in
answer 1o the popularity of HMarlowe's play or not.

The villainy in both plays had one imporitant eloment in
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ccmmo& before the plays were ﬁritten; it iz the Elizabethan
|

counception of the Jew, for socording to the popular concep-
|
i |

tion of him at the time, the Jew was somethinz of a monster.

fhis i% parhaps the real cxplanation of the eriminal earaér

of Baﬁébaﬁ; it is truve that h? ig wronged by the governor of
Ealta€§bﬁt aven hefere he heg this motive for revenge, he is
repr&éfnte& as tobtalliy selfiﬁh. Befors ha hae gone vory faxr
in hia?villainy, he hes becone the complete villain, with no
motivajfor his actionsg exce@fjthevevil of his owna ehoracter.

Shylack is an entirely different charamcter, slthoush he
too iSja Jow and as such is considered & villain before he
has dqﬁa anything to justify fhe clasasification. The intended
villagby of Shylock is rather completely motivated; it is de-
sirse fLr revengze upon Antonio that impels Shylock to aet as
he dcéé.

Tge mnotivation of Barasbas is slight and superficiasl, and
‘arabéé himself is not human; the motivation of Shyleck is
definﬂ‘@, and ghyloak himself is net only human and easily
una@rsﬂandable but is even pitiable. rZhakespearc delibsrate~

i
1y makga his villain human; iHarlowe not only seemeg to nake no
effortits make Bsrabas human but even seeme to make him as
monstrous as he can. Again ﬁbé difference in the motivatiorn
of the villainy in a non-Shakeepenreasn play and in a play by
Shakes?a&re ig a differesnce in fthe characterization of the
villai%s, for wa can follow Sbylook with understanding and
sympaﬁhy, while Barabas scemgs completely inhuman.

The motivation of the villainy in the other non-Shakespear-
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ean plays seems to show the same general characteristics that
the two already discussed have shown. In Catiline we have
another complete villain, a character without the essential
attributes of humanity. Catiline, like Barabas, enjoys the
machinations of his own evilly elever mind; but there is no
reasonable external motive for his intended villainy. That
he is betraying Rome for revenge, as he says, is not true;
the only real motivation for his villainy is his evil charac-
ter, which he has already revealed by his previous actions.

The Duchess of Malfl presents the villainy of three men, two

0f whom are not motivated as normal human beings would have
been. KNeither the Cardinal nor Ferdinand, in spite of their
professed motive, greed, can be looked upon as anything but
monsters, for even greed would balk at the enormity of the
orimes committed agasinet a sister. Ferdinand is the more hu-
man of the two, for he is normal enough to break under the
gstrain put upon him by his crimes; but the Cardinal remains
essentially a caricature of a man. Bosola, the third villain
in the play, is probably more human than either of the other
two; he ie motivated in his villainy by necessity. He is hu-
man enough both to resent the unfairness of the brothers and
to be stricken with remorse at the extent of his own villainy.

The motives in The Revenger's Tragedy are lust, ambition, and

a monstrosity of character so exagerrated as to lose 2ll sem-

blance of reality. The villainy of The Changeling is also

motivated by lust, both on the part of De Flores and of Be-

atrice.
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The notivation of Isgo was found to be a comviaation of
desiré for revenze and of & mind delighting in its own clever
machinations for evil. Although Jago seems vaguely motivatsed
to the modern rsader, Shakespeare d4id not omit a motive; Iago
has a motive as a starting-point for his villainy, whether or
not it is any more than his own excuse for beginning his
plots;

Although the motivation of the villainy in QOthello ig

much harder to define than that in The Hsrchant gi Venice or

Homiet, it is significant that Iago remalps essentiznily ht-
man. He ig also understandabls, for vwe may follow him through-

out the play, if not with sympathy, at least with some degree

(3

of undbrataﬂding. Iago, although greatly viilainous, is no
the inhuman character that Catiline or Barabas is, for Shake-
gpeare hos rather completely portrayed him as o man lacking
any rofinement or imagination, but as a nan.

The motivation of the villainy in Xing Lsar is less
cleax %han that in the othsr plays by Shakespesare; that ie,
two ofjthe villaing, Goneril and Hegan, arYe more nesrly in-
human thaﬂ are Glaudius, Shylock, Iago, o0r even Edmund. It
ig hard to understand the sisters' motives, for before tho
commission of their crimes they possessed everything desir-
able. Apparently they are like the moneters of some of the
non~Shakespearsan plays. Their motive for their gquairel over
E&munagis lust; this is more undercstandable, but its place in

the pley iz of less importance than is thelr treatment of the

0ld king. EZdmund, althouszh inphunanly ervel and uwanatural, is



unders%andably motivated both by his desire for the power of
the earldom and by his attitude toward the world ag a result
of his bastardy. It is signilicant that Xing Lear 1s the
firut cShakespearcan play studied that contains lust as g no-
tive for villainy, although even in this play it is distinect-
ly secondary.

The motivation of the villainy in The Roveanger's Tragedy

provides a good parsllel to that of the villainy in Xiang Lear,

for the motives in both »lays ars ambition, lust, and a noo-
strosity of character. Iust is distinoctly secondary in Xing
Lear, but in Tourameuvr's play 1t 1s the dominating motive.
Aabition in the two plays is elmost identical, for in the non-

Shakespearyean vlay the bastard son of the dukse cherishes ame
!

o)
S

bition as the motive for a areat part
does Edmund; Spurio, the duke's bastard, even possgcgses the
game warped outlook om lifte thet causse the viciousnzss of
Fdmund's villainy, and for the same basic reason. The import-
ance of monstrosity of character ac motivation for villainy

in the two plays is relatively the same; in both it is the
depravity of the villaine that is the basis for the villainy.
Zinee it ig upon this monstrosity of character that the mo-
tivation of the villainy in King Lear rests, the motivation

in this play is esscntislly incomplete.

The eoneclusions to be drawn arc: With the exception of

that in Xing Lesr, the villalny in the Shakespearean playe is

more fully and reasopably motivated than 1g that in the
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non—Shékespgareau plays, and vith the exception of Gomeril
and Regan, Shakcspeards villains as characters ars more un-
derstandable and human thap are fthe villains of the other
writers. In general chakespeare's villains and their motives
are much more nearly true to life and not nearly so fantastie

as are those of the other Elizabethan writers.

In Chaster I, we found that the villainy of Zlizabethan
drama had four pereistsnt chsracteristics--violenee, in-
trigue, lust, and cxtravassnee. Thzese characterietics apsear
both iﬁ the fhakeospesrezn and the non-Shakespearean plays
but Juet as there iz & difference in the motivation of
villainy in the two groupe of plays, there is a dificrence in
the tféatme&t 0f these cheracteristics.

A

In The Spaniesh Trapgedy violenes of o vory obvious sort

is ths prime characteristic of the villainy. From the scene
of the initial nurder, an affair of hanging snd stabbing, to
the final scene of wholesale slaughter, the play is replete

with a:viclenee prosentaed uvopon the stage in such a tasteloss
manner that today 1t would be repulsive. In Hamlet it was
necesgary for Shskespeare to include violsnce 1f his play wasg
to rival the older one with any degree of success. But the
violence in Hamlet, although it is present both in prospect
and a& a sort of atmosphere throughout the entire play, is
abswnf from the stage iteelf, with ths exception of the final

3 3

cene and 0f the murder of Polonius, which takes place where

7]

the auwdience can not see the asctual kiliing. Violence as a
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charac%eristic of the villainy?in Hamlet is in reality a vi-

| — . s e .
olence /of the mind, for not only is most of the aclusl violence

visible oaly to the mind, but that which gzave the avdience the
satisiaction that it was accustomed to gatting from aetunl vi-
olence!|was the eonvliet within the minds of the charscters.

mhn Jdev of Halte and

5
2

The lMerchant of Venice present even

t er contrast as far as violsace is concerned, for in

g
sge re's play actual violenee is satirely lacking, the

F«’E‘

Shake
only eoncession to custom being in the form of the contem—
plated viliainy. Violence in Mﬁrlowe'ﬁ play, however, is
more tﬁaﬂ merely evident; it is the play itseli from the time
of the double k¥illing of Lodowick and Mathias to the final

\
soena ﬁn vhich Barabas is plunged into a cauldron and burned
40 aeaﬁh.
Gthar of the non-Shakespearean plays studled present vi-

olence as a characteristic of villainy to seven greater de-

grees. The Dychess of Malii, besides possessing the ususal

l .
bloody| finale, has the strangulaticn of two vomen and two

childfﬁn upon the stage. The Revenzer's Tragedy contains all

gorte of ingenious and vielent death from that of murder by
kizsing a polsoned skull to that of the final scene in which
there‘af@ two death masques instead of the custonmary oae.

%t

The Chanﬁulin:, wnich was not acted until 1623, possesse

only unﬁ goeane of viclencge beszdou the concluding one, but
)

that is the partionlarly esry one of the murder of Alonzo.
\ i

*

Catiline contains no real violence upon the gtage, for as in

The Mé&chant of Venice the violence 1s entirely in contem-
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plation and is never actually committed.

Violence is practiocally absent from the other two plays
by Shakespeare, with one exception. OQthello does not exhibit
it to the degree in which it appears in the non-Shakespearean
playe, the only real violence being that of the final tragiec
scene. XKing Lear, although it too is generally lacking in
it, does contain the only monstrous piece of violence acted
upon the stage in any of Shakespeare's plays studied in this
thesis; that one exception occurs when Cornwall blinds Glou-
cester. The final scene of Xing Lear is not as completely
bloody, perhape, as is customary, but is no less tragiec.

Except in King Lear, violence is not only less evident
in the Shakespearean plays, but that which does ococur takes
place off-stage. Shakespeare was evidently intent upon char-
acterization rather than upon presenting spectacles of horror.
His inclusion of violence in the final scene of his plays
must be regarded as his concession to a custom too strong to
be ignored.

Intrigue is another basic characteristic of the villainy
of the plays studied. In The Spanish Tragedy it took the

form of rather elementary plots, the only real ingenuity being
shown in the scheme of the avengers to kill the villains by
means 0f a masque or play. The play is roplete with plots,
from Lorenzo's obvious scheme to murder Horatio to his clever

riddance of Pedringano and Serberine. But The Spanish Tragedy

shows nothing like the complexity of intrigue that even the
machinations of Barabas in The Jew of ialts show; it is
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with Berabas that the villain first begins to enjoy his own

cleverhess to the exclusion of almost everything else, the
last>phrt of the play being nqthing but one plot after anoth-

er. In The Duchess of HMalfl t’a intrigve is more nearly bal-

anoca‘bv e oeredibility not pree nt in the carlisr plays, but

l

it is guite offective nevartheless. Intrigue in The Chaage~

ling tekes ancther form; it 1s exercised not o mueh by the

| :
villeins, for thelr intrigue eccopnsiste mostly cof simple secreey,
but by Alsemero in his melodranatic eofforts to detect hie

vife's infidelity. ©The Revenger's Tragedy possesses intrigue

2t its height of ingenuity and comploxity; the play has a full
dozen?intriwues, varyiong in ingenuvity from the plan of Vendice
to av?nge his lover's murder to the obvious plots of Ambitio-
50 and guparVacuo to thwart each othﬂr in their plang for pos-
sion of the dukedom. ‘
Intrigue is an essential part of any play of villainy:

it was therefore impossible for Shskespears toomit ik, even

had hﬂ wished to. But although intriguve is an integral part

of Hamlat, The Merchant of Venlce, Othello, and King Lear,

it is|ouite differsnt from that found in the other plays. In
Hamlci the intrigue present ié there only ag it is nocessary
to thé sucecess of Claudiuo? pimt to gain and retain the
crownj there is no exagg@ration of it for its sake 2: nelo-
drama} In The Herchant of Venlce there is a superficial

clevernese to the plot of Shylock, but it remains only a

¢
|

triekg It ig the only plot in the play, whereas the non-

°hahusvuarean plays commonly contalned numerouns plots. In



King I d?ar the intrigue is 7argw1* canfiﬂul to Zdsund; the
Plﬂttigg of tho sisters lacks any real subtlety. It is only
in 0% hﬂllo that Shakespeare deplets a villainy with a truly
nlizabethan intrigue; but even in the villainy of Iago,
Shakespear@ remains more nearly true to 1ife than do the other

| _
playwr?ghts. Discounting Iaga‘g Italianate nature, he re-
mainglg ssentially human, for he is understandzble in what he
&oes.jg '

Th@ ocasential superiority of thka“pm&ra's villaing as
hvman cnaractaro 1ceountw for tho 1&0? of exaggeration of ths
lat“ig“c in his plays. The 1atfigne of Shakespeare's vil-
1aine'iemain$ credible; 1t is »ossible $o imagine such ehar-
acterqlplotﬁing steh villainies in 1ife, but it i=s impossible
to imwgime a plot whereby all the inhabitants of a nuvanery
ars poiaaneé. If Iago's machiﬁatiens geen to apyroach more
ne&rly‘tha sxaggeration of the iantrigue of the non-Shakespear-
asn Vﬁllaiﬂs, it ic onl ; necassary to remember that Iago was

not inL an, but almost super-human.

is subordinate in The Spenish Tragedy, but even in

that early play it 1s present, being partially responsible

for thn violence of the villainy. 1In The Jew 0’ Hslta The

villain himself is still devoid of Imst, but there is a doub-
ling of the smount of it present in the play, tho lust of Lo-
dovick for Abigail and that of Bellamirs and Ithamore being

mu.ch w@rv evident then thnt in the earlier play. In Catiline

we have g -lustinl villain, for befors the action of the play

- @

Catiline had been motivated by lust 4o commit many simost
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unnenifionable erimes. Iust ig ¢ wain completely subordinste
\ :

|

in Tha Duchess of Halfi, being confined to the affair of Julia

and ﬁh@ Cardinal. But in The Roevenger's Tragady the VA?l&lﬂJ

as well as the motivation of 1t btocomes largely identified

with Iust; the original ecrime was motivated by anger as the

bl

result o

(5

frustrated lust, and lust is the motive for four

atherjﬁillainous deeds 1in the play itself. In The Changeling

lusd i@ characteristic of the villainy of De ¥lorss and even
of that of Beatrice.

In none of the plays by Shakagpeare in this study is'lust
primary either as a charactoriste of the villainy or as a mo-

tive for it. It 1s lacking in Hamlet; it ie absent from The

Merch%nt of Venige; in Qthello it is present only in a minox
apise&a- and in King Lear it is pfesent only in a secondary
pPos itzon romaining almost negligible in the face of the
greater villainy.

Shakespeare d4id not ﬁmglay lust to any great sextent in
the lelﬁlny of the four plays studiszsd, wheress tho other
playwrizhts of the bime olveyo omployed it, with varying do-~
gr@eswof prominencs, subordinating it in soms v ery few plays
and becoa}ﬁ@ preoceupiad with it almost to the exclusion 6f
QVﬁrytnlng elze in others, but usinz it always to a greater
extenﬁ than Shakoepsare did.

ﬁith the gingle axcoption of tﬁqt in Xing Lear, we fiand
that ;haﬁaspﬁ are makes no uucﬂ uge of vinlence uvpon the stage

itSPlf a8 4o the other playwrights; and with the possible ex-

ceptiqn oi Qthello, Shakespesre makes no use of intrisue to
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the extent of making it seem unnatural or inhuman. Even Iago's
intrigue has with the cooperation of circumstance a certain
eredibility not found in that of the non-Shakespearean intrigue.

The persistent characteristies of the viliainy in Eliza-
bethan drama may be included by the term "extravagant melo-
drama," There is a cortain great exaggeration in all of them
that makes it suitable to unify them in this manner. When we
summarize the characteristies thus, we find that the excep-
tions noted in Shakespeare's plays diminish in importance and
that on the whole the villainy of Shakespeare's characters
retains a credibility not achieved by the other playwrights.
Where the villainy of the non-Shakespearean plays is plainly
exaggerated and has no elaim to be anything but melodrama,
Shakespeare's villains and their villainy remain within the
bounds of reason and portray life aes it might actually be un-
der the extraominary ciroumctances presented.

After the analysis and comparison of the motivation and
characteristics of the villainy in these non-Shakeepearean
and Shakespearean plays, the only possible final conclusion
is that Shakespeare 1s greatly superior to the other drama-
tists of the time as far as these elements of the drama are
concerned, and that his superiority lies in his portrayal of
credible characters in life-like situations.

Wie have found that Shakespeare adheres more closely to
life than do the other Llizabethan dramatists. It is signif-
icant that Shakespeare did this without attempting to deviate

from the pattern that his contemporaries developed for the
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play of tragic villainy. He made no effort to be original

in ei{har the content or the form of his plays; every charac-
tariaﬁio of villainy that the others' plays possess, Shake-
spearg's plays possess. It is the difference in his treat-
ment of them that zives Shakespeare his superiority. When

he had subjected the same materiasl the others used to his
geniug for msking his characters and their actions real, the

resultinz play becsme something essentially universal and not

just a play of the moment.
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