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Abstract

The accomplished and daring but minor poet Richamhfigdd (1574-1620) was among
the first poets to engage creatively with the wark&reene, Marlowe, and Shakespeare.
This article argues that Sonnet 9 in BarnfielGeeene’s Funerall{1594) reveals not
only his admiration for these literary innovatdsst also his difficult manoeuvres on the
fringes of the group of poetic rivals. Barnfield'§em-quoted, but not fully understood
“sonnet” reflects the young poet's attempts to atdos more famous contemporaries
and also sheds light on the date of compositiodaétor Faustus(B) and the early
circulation of Shakespeare’s “sugred sonnets”.

Marlowe, Greene and Peele had got under the sloddesery
large vine, laughing to see Nashe, that was butynesme to
their college. (Dekker 1969 [1607]: 168)

These lines from Thomas DekkePsKnight's Conjuring(1607) give a
vivid picture of the literary relationships betwegis former companions
in London 10-15 years earlier, one that is morevioaal than what we
have been led to believe. For in spite of the Wetwn rivalries between
them, the poets are nevertheless said to belorbetsame “college.”
One young daring, but accomplished, poet who wasicitd to the
group was Richard Barnfield (1574-1620), among fttet to engage
creatively with the poetic and dramatic works of rdae and
Shakespeare in the 1590s. Stanley Wells reminds 8bakespeare and
Companythat “Barnfield echoes botenus and AdoniandThe Rape of
Lucrecein poems published within a year or two of Shakese's”
(Wells 2007: 95) and that he takes a line from khad’'s Edward I1(1.1.
62) and inserts it into his “The Complaint of Dajshfor the Love of
Ganymede” (1594) (Wells 2007: 95). Tine Affectionate Shepheribo,
Barnfield reveals that he was well readido, Queen of Carthage

! More than a hundred years ago Charles Crawforcerobd that ‘it is
remarkable that whole passagesToife Affectionate Shepheaste written in
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Barnfield was well tuned in to the literary fastsoaf his day and
was like his more famous contemporary Samuel Damédl-versed in
the stylistic models proposed by Hermogenes andethwho revived,
propagated, and practiced his poetigdthough he never rose to fame
Barnfield is a sophisicated poet who like many @& hetter known
contemporaries is steeped in Italian literary celtand today he has
acquired some distinction because he appearsdo begermediary and a
link between Marlowe and Shakespeare: Some ofdesp were printed
together with the poetry of Marlowe and Shakespeaiiéhe Passionate
Pilgrim (1599) and his poetry tellingly reveals knowledg#ut Hero
and Leander Venus and Adonisas well as Shakespeare’s “sugred
sonnets.” Can a poet thus strategically positioard with first-hand
knowledge of Marlowe’s oeuvre also shed light ia tlexed problem of
the dating of Marlowe’s plays? | believe so. Thiebarticle argues that
Barnfield’s Greene’s Funeralls(entered in Stationers’ Register on 1
February, 1594), being evidence of his friendshifhvand admiration
for Robert Greene, allows us to get a fuller viefv Barnfield’s
aquaintance with other works of Marlowe, notablythwihe Jew of
Malta andDoctor Faustusand the role of Barnfield himself as potential
mediator in the disputes among his more establishosts.

Moreover, | propose that Barnfield's deliberate argpeated
references to Marlowe and especiallyDioctor Faustusprove that the
scenes particular to the B Text were available aonBeld no later than
January 1594, thus undermining the current orthpdbat the A Text is
closer to Marlowe’s origind.The play is now believed to have been
penned shortly after the Tamburlaine plays. ScatMMin and Sally-
Beth Maclnnis argue that “the references to Marlonake it apparent
thatDoctor Faustusvas on the stage well befof@e troublesome Reign
of King John(1591)” (1998: 158).

seeming imitation of isolated passages of Marlow&agedy of Dido”
(Crawford 1906: 1).

% For Barnfield’s use of Hermogenes see Pattersof0:195 and 168. For
Daniel’s use of the ideas of style, see eg Pattel830: 73. 17, 293-95.

% The most representative work defending the cumethibdoxy that the A-text,
printed in 1604, best preserves the play as Marlpgred it is Bevington and
Rasmussen (1993).
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| here wish to draw attention to a poem by Bardfigl Greene’s
Funeralls his Sonnet 9, which is not technically a sorinietit shows
him to be tuned in to literary fashions of the didg. associates Greene’s
poetry to painting (3) and uses the popular archita poesis metaphor
(4). In the poem he resumes Greene'’s critique,ghan milder form, of
“all that wrote upon him” (4). | quote three of theem’s five sixains in
full:

Greenejs the pleasing Object of an eie:
Greenepleasde the eies of all that lookt upon him.
Greenejs the ground of everie Painters die:
Greene gaue the ground, to all that wrote upon him;
Nay more the men, that so Eclipst his fame:
Purloynde his Plumes, can they deny the same?

Ah could my Muse, old Maltaes Poet passe

(If any Muse could passe, old Maltaes Pdet),
Then should his name be set in shining brasse,
In shining brasse for all the world to show it.
That little children, not as yet begotten

Might royallize his fame when he is rotten.

But since my Muse begins to vaile hir wings
And flutter low vpon the lowly Earth:

As one that sugred Sonnets, seldome sings.
Except the sound of sadnes, more than mirth,
To tell the worth of such a worthy man.

lle leave it unto those, that better can. (1218)

So far Sonnet 9 has attracted attention mainly usscaof the likely
allusion to Shakespeare by means of the accusatfoplagiarism
(“Purloyned his plumes”), which seems to rehearsee@e’s attack in
1592 on Shakespeare M Groatsworth of Wii(Wells 2007: 66, 251).
Barnfield’s work was entered 1 February 1594 andhuist have been

* Although the sonnet is an established form withrtieen rhymed verses
arranged in ltalian in blocks of eigtersussix verses, “the wordonetsimply
means a poem” (Spiller 1992: 15). Spiller noted tha “poem is structurally a
variant of the basic sonnet, we can rest happyalling it a sonnet, too” (4).
Here, however, Barnfield's “sonnet” of five sixaiissonly tenuously related to
the proportions of the basic sonnet.

® Eriksen 2007: 127-28.

® Klawitter (ed) 2005: 9-10.
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written after the publication of Greene’'s pamphdetd his death in
September 1592, because he is referred to rattseesgectfully as
“rotten”. The intervening year is also a likely jwel in which
Shakespeare began composing and circulating higrédu Sonnets
among his friends,” so the likely allusion Tthe Sonnetg Barnfield's
description of “his Muse” “[a]s one that sugred 8ets, seldome sings”
(15) would also offer information about the earlgmascript circulation
of some of Shakespeare’s sonnets in the groulettdrati. It is most
likely that Francis Meres inPalladia Tamis (1597) remembered
Barnfield’'s phrase on the poet who wrote “sugredinsts” and
circulated them among members of the “college” efiofv poets.
However, this glimpse into the early activities atatus of Shakespeare
should not prevent us from focusing on the obvidhat is, the other
poet that is foregrounded in Sonnet 9: “MdltaesPoet” (9. 7; 8). For
Barnfield sets out a hierarchy among the poets vimmte upon”
Greene. Due to the fame of Shakespeare critics terfidcus solely on
him, but Barnfield first draws attention to anotlaerd exceptional poet,
possibly unsurpassable in his opinion, and moreavegpoet that is
associated with “oldMalta’: Christopher Marlowe. The identification of
the poet and the island that he chose for thengedti one of his popular
plays seem obvious: Malta, that in addition to bejiven a paragraph in
what was a standard Latin schoolboy’s text, CiceioVerrem where it
is singled out as a place of plunder, piracy aralilsge, would also be
known to Barnfield and his contemporaries througharlbve’'s
courageous urban comeditie Jew of MaltaNo other English poet or
indeed European would be associated with Maltaid@esthe chiastic
structuring of the verses on “oMaltaesPoet” and the use gfadatioin
the ensuing two verses may possibly be interpragedn allusion to
Marlowe’s compositional style (Eriksen 1996: 111812

The identification of Marlowe in Sonnet 9 is intstiag in itself,
because it constitutes one of the first referemcesecord to the play as
by Marlowe, but internally in the “sonnet”, it imati@tely follows upon
Barnfield’s criticism of “all the men that wrote oy’ GreeneThe Jew of
Malta is not in itself singled out for attack, but aretiMarlowe play,
Doctor Faustusmay have been intended. That play has beencawé

" For Marlowe’s preference for chiasmus in globaesgh construction, see esp.
Eriksen 1987: 192-226.
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something to GreeneBriar Bacon and Friar BungayGreg 1950: 1-2,
65). Besides, Marlowe’s play had been acted not onthe late 1580s,
and prior to the composition of Shakespeat€isg John it had also
been acted in the period immediately bef@eeene’'s Funerallsvere
written. W.W. Greg stated that it could have beete@ at the Theatre
“any time before the summer of 1594, during one tioé brief
intermissions of the plague” (1950: 9) or as FredBowers suggested:
“during January 1593” (1973: 11.125). While bearitigs in mind, we
note that two of Barnfield's verses in Sonnet 9—

Then should his [Greene’s] name be set in shinfagde,
In shining brasse for all the world to show it. 1@}

recall a passage imoctor Faustusthat has already been firmly
connected with Marlowe’s reuse of an image alsadoin Greene’'s
Friar Bacon and Friar Bungay Both instances involve the use of
“brass”. The passage in Greene is “Thou meanestdaehany daies be
past,/To compasBEnglandwith a wall of brasse.” (2.203-204), which in
Marlowe’ version is adapted to setting in Germampen his “spirits”
are ordered to “wall alGermanywith brasse,/And make swifRhine
circle faire Wittenbergé (115-116). The wonders performed by the
magicians in Greene and Marlowe are closely enqigased to support
the claim of borrowing, and in his defence of Gee&arnfield uses it to
pinpoint how Marlowe had learnt from Greene.

But Barnfield does not stop here: Before he refeose specifically
to Marlowe’s Jew and ShakespeareSonnetsn lines 7-10 and 15, he
draws attention to both poets in a couplet thapgmes for his critique of
them:

Nay more the men, that so Eclipst his fame:
Purloynde his Plumes, can they deny the same?

In the second of these lines the phrase “PurloymdePlumes” quite
obviously rehearses Greene’s notorious attack aké&dpeare, but the
first image and the rhyme seem specifically desigme pinpoint
Marlowe, whom Greene had wanted to warn againstupstart Crow”,
Shakespeare. In fact, Barnfield’s couplet recall®mphatic point in the
action ofDoctor Faustus the very end of the conflict between Faustus
and the courtier Benvolio in the B-text. That carnfunfolds in the four
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scenes set at or in the vicinity of the imperialitoDue to the sustained
references in them to the Actaeon myth, commortigrpreted as a tale
of forbidden knowledge, the conflict functions afaecical play-within-
the-play or a comic subplot patterned on Faustiraissgression in the
main pIotE.‘ Like Faustus in his last hour to live, Benvoliadisfeated and
“forced into belief”, Leonard Barkan notes (198&23 The courtier's
disbelief and pride are converted into despair andmission in his
“curtain” couplet:

Sith black disgrace hath thus eclipst our fame,
We'le rather die with grief than liue with shame.

Barnfield's allusion to these lines in his coup{&tlay more the men,
that so Eclipst his fame:/Purloynde his Plumes, daey deny the
same?”) becomes clear enough, if we identify whatlbve had lifted
from Greene, a passage in Greene's popular nowdladosto. The
Triumph of Time(1588). The context is one of moral choice, when
Fawnia the shepherdess reasons with herself asvioll

Cease then not only to say but to think to love Bus, and dissemble thy love,
Fawnia, for better it were to die with grief thanlive with shamé.

Benvolio’'s curtain line “We’'le rather die with gfighan liue with
shame,” quite obviously repeats Greene’s proséiatarucial point in
the novella. Then, too, the allusion is underpinbgdhe rhyme: fame—
shameversusfame—same. The likelihood that the couplet coiedidith
the conclusion of the play’s second period of wmnipted acting in
performance, i.e. before the intermission, woulkehs¢o enhance its role
as a particular and memorable point of the actimthér® On a comic or
farcical level the metamorphosis of the courtied ais two companions,
who also receive “brutish shapes”, i.e. antlers ar@thrown by devils
into “a lake of mud and dirt” (IV.iii.24), preparagbe spectators for

8 See Barkan 1980: 317-59, and well-known versianlgiati (1531), Whitney
(1586), and the survey in Henkel and Schéne 19836:1cols. 202-204.

° Robert GreenePandosto. The Triumph of Tim& es. Paul Salzmamn
Anthology of Elizabethan Prose FictioBxford: Oxford University Press, 1987;
1998, p. 182.

19 Marlowe’s source is Ovid 19711, 138-258. The source is fully documented
in Eriksen 1987: 145-49.
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Faustus’s desire in the final soliloquy to be “dpeah into a brutish
beast” and “be chang'd into small water drops,/Aaltlinto the ocean”
(V.i.76-=77) when he faces the devils. The comimecebviously made
an impact on contemporary audiences as well as lwkeSpeare,
because he referred to itTine Merry Wives of Windsoand it inspired a
similar farcical scene imhe Tempesas also several verbal parallels
suggest!

There is, then, a cluster of allusions to Marlowetsk in Sonnet 9,
in Barnfield’'s homage to Greene and record of hathbMvarlowe and
Shakespeare had drawn on his deceased friend’s Notlonly does the
poem contain the first reference to Marlowe “asMhltaes Poet” and an
already noted allusion to Marlowe’s borrowing fr@éeneene inDoctor
Faustus it also contains a pun on the curtain couplethef imperial
sequence in the B-text, placing it and the B-tesfblke 1 February 1594,
not to say well before the Birde-Rowley “adicyonsf 1602'* The
several references to Marlowe abdctor Faustusonstitute yet another
piece of evidence that undermines the new orthodbat the A-text is
based on “an authorial manuscript composed of ledeed scenes
written by two dramatists” (Bevington and Rasmus$683: 64). The
explanation offered by Bevington and Rasmussere# but does not
square quite with the various pieces of evidenceipg that significant
parts the B-text, such as the fuller versions efgiapal and the imperial
scenes, existed prior to their shorter equivalémthe A-text, nor that
certain stylistic features in scenes assumed tdyb&amuel Rowley
closely match that in undisputed scenes by Marleawd also appear
throughout the Marlowe candhlin actual fact, material shared by the A-

™ In connection with the cozening of the Host Merry Wives Bardolph
explains how three Germans “Threw me off from bdhone of them, in a
slough of mire; and set spurs and away, like tieemandevils, threeDoctor
Faustassés (IV.v.63-65). See “Falstaff at Midnight: The Met@rphosis of
Myth,” pp. 124-47. As foiThe Tempesthe punishment of the three courtiers in
Doctor Faustusis the template for Prospero’s revenge on Steph@rioculo,
and Caliban for their attempt on Miranda, See Enk4992: |. 285-305, and
1997: 130-31.

2 Thomas Birde and Samuel Rowley were paid 4 pofmdsriting additions
to Doctor Faustusn 1602; these are apparently entirely lost. Sesg@950: 11-
12, and Bevington and Rasmussen 1993: 62

13 See the discussion and documentation in Eriks&i:1893-95.
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and B-texts clearly shows the A- text to be menilgriderived from the
B-text, as convingly demonstrated by Thomas Paeititt'‘Marlowe’s
Texts and Oral Transmission: Towards @helform’ (2006: 213-42).
The evidence shows, Pettitt succinctly summarizes,

that [the] A-version ofDoctor Faustusreflects the impact of oral transmission
(memorization and reproduction from memory) onaypihose original text, where
they have material in common, is better represeinyetie B-text. (213)

Pettitt's thoughtful and systematic analysis thoisficms the observation
that the B-text preserves Marlowe’s style of speechstruction better
than the A-text! and thus is evidence that the scenes particulget®-
text existed prior to the Birde-Rowley additions1&02.

In this context, however, “Sonnet 9" iGreene’s Funeralls
documents Barnfield’'s complex relationship to tlkading figures of
what Dekker appropriately dubbed “their college” a®ll as his
sustained engagement with Marlowe’s works, thusobmrating existing
data in support of an early date of the B-text. Hilesions to and
“quotes” from Doctor Faustusin Sonnet 9 strongly suggest that the
young poet at some time at the end of 1593, anthteo than January
1594, had access to or had seen a performancesefsen ofDoctor
Faustusthat contained the subplot involving the fate oé thnight
Benvolio. That subplot survives only in the versarthe play printed in
1616 (the B-text), but is echoed bothTline Merry Wives of Windsand
The Tempest However, the nature of Barnfield’s critique of Mave,
makes it clear that Marlowe was still alive whemet 9 was written
(“can they deny the same”), that is the “sonnet%waitten prior to May
29, 1593, when Marlowe was murdered, as it woulékemao sense to
challenge a poet who was already dead. When altoissidered,
Barnfield’s tribute to and defense of Greene’'s waskan important
source for understanding the relationship betwberld¢ading dramatists
and poems around 1590, while it at the same tinmagts conclusive
evidence for an early date of the B-texDafctor Faustus

14 Marlowe’s characteristic style of periodic speechstruction is better and
more consistently preserved in the B-text, alsoreliteshares materials with the
A-text (Eriksen 1987: 220-221), a fact that corn@tes the findings of Pettitt
(2006: 213-42).

!5 See above at note 8.



Marlowe and Company in BarnfieldGreene’s Funeralls 79

References

Alciati, Andreas. 1531Emblematum LiberAugsburg.

Barkan, Leonard. 1980. “Diana and Actaeon: The MaghSynthesis.”
English Literary Renaissand®(3): 317-59.

Barnfield, Richard. 1990The Complete Poemgkd. George Klawitter.
London and Toronto: Associated University Presses.

Bevington, David and Rasmussen, Eric (eds.). 19Q8ristopher
Marlowe, Doctor Faustus. A- and B-texts (1604, 16 danchester:
Manchester University Press.

Bowers, Fredson. 1973he Complete Works of Christopher Marlowe
Cambridge: Cambridge University.

Clare, Janet and Eriksen, Roy (eds). 19@déntexts of Renaissance
Comedy Oslo: Novus Press.

Crawford, Charles. “Richard Barnfield, Marlowe, ai@hakespeare.”
Collectanea Stratford-on-Avon: Shakespeare Head Press, 1846,
Ser., 1-16.

Dekker, Thomas. 1967A Knight's Conjuring London, Barley, 1607.
Ed. E. D. Pendry. London: Edward Arnold, 1967.

Eriksen, Roy. 2008. “Friends or Foes. Marlowe arthKespeare as
Rivals in the Republic of LettersBorrowed Feathers. Plagiarism
and the Limits of Imitation in Early Modern Europ&d. Hall
Bjgrnstad. Oslo: Unipub. 191-200.

. 2007. ‘Insula est Melita Marlowe’s Urban Comedy and the

Poetics of Predation.Urban Preoccupations: Mental and Material

Landscapes, Early Modern and Modern Studiad. 2. Ed. Per

Sivefors. Pisa and Roma: Fabrizio Serra Editor8-42

. 2005. The Taming of a ShrewComposition as Induction to

Authorship.”"NJES4.2 (December): 41-61.

. 1997. “Falstaff at Midnight: The Metamorphosis dfyth.”

Contexts of Renaissance Comdelys. Janet Clare et al. 124-47.

. 1992. “Masque Elements in Doctor Faustus and Tidmapest.”

The Show Within: Dramatic and Other Insets. EngkRamnaissance

Drama, 1550-16421. Ed. Francois Laroque. 285-305.

. 1987.The Forme of Faustus Fortunes. A Study of the Tiage

of Doctor Faustus (1616)Atlantic Highlands N.J. and Oslo;

Humanities Press and Solum Forlag.




80 Roy Eriksen

Goy-Blanquet, Dominique (ed). 1996hakespeare. Variations sur la
lettre, le metre et la mesurBaris: Société Shakespeare Francais.

Greg, W.W. 1950.Marlowe’s Doctor Faustus, 1604-16l16Parallel
Texts. Oxford: Clarendon.

Greene, Robert. [1987]199®andosto. The Triumph of Timén An
Anthology of Elizabethan Prose FictioBd. Paul Salzman. Oxford:
Oxford University Press.

Henkel, Arthur and Schone. 1995[1967]- AlbrecHEmblemata.
Handbuch zur Sinnbildkunst des XVI. und X\&ahrhunderts
Stuttgart—-Weimar: Verlag Metzler.

Hopkins, Lisa. 2008.Christopher Marlowe, Renaissance Dramatist
Edinburgh: Edinburgh University Press.

Klawitter, George (ed) . 200R0ems of Richard Barnfieldew York,
Lincoln and Shanghai: iUniverse, Inc.

Laroque, Francois (ed). 199Zhe Show Within: Dramatic and Other
Insets. English Renaissance Drama, 1550-1@42ols. Montpéllier:
CERE.

McMillin, Scott and Maclinnis, Sally-Beth. 1998he Queen’s Men and
Their Plays Cambridge: Cambridge University Press.

Ovidius, Naso. 1971The MetamorphosestEd. F.J. Miller. Cambridge,
Mass. and London: Harvard University Press and éfean.

Patterson, Annabel M. 1976lermogenes and the Renaissance. Seven
Ideas of StylePrinceton, NJ.: Princeton University Press.

Pettitt, Thomas. 2006. “Marlowe’s Texts and Oralafismission:
Towards th&Zielform” Comparative Dram&9(2): 213-42.

Sivefors, Per (ed). 200Urban Preoccupations: Mental and Material
Landscapes, Early Modern and Modern Studiad. 2. Pisa and
Roma: Fabrizio Serra Editore.

Wells, Stanley. 2007 Shakespeare and Companidarmondsworth:
Penguin.

Whitney, Geoffrey. 1969[1586]A Choice of Emblemed.eyden. Rpt,
Menston: Scolar Press.



