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a play of mixed interest one set of characters may tend to a tragic
tone,in contrast with another group who are predominantly comic.
The interest may be a mere connection of similarity in tone,or
the characters in it may be so related to one another as to con-
stitute a fully;devélopéd plot. This term was neceséary because
the sets of characters are often bound separately in this way withouw
the minprintrigue being developed into a.separate plot,but the
characters of one set havej,especially in the earlier drama,a
definite similafity in tone,which is carefully maintained and
contrasted with the tone of another set.

There are two other terms which have been borrowed and adapted
from modern theatrical language. These are:-

(,Necessary business,by which is meant matier essential to the

development of the plot,but without important bearing on the-
characters of the principal persens of the play,and therefore
without preonounced tone. Necessary business does not occur at
prominent or crucial points in a play,but at pointis ito which at--
tention and interest are not specially direcded.

2.Equivoke,which i1s a convenient term.to indicdte any device by
which any double meaning is expressed,whether this is verbal or
material . Verbal equivoke or equivocal expression Includes such

devices as ordinary double meanings in words or phrases,as well @



V

deamaiic irony. Material equivoke includes such devices as a
disguised character. Ecuivoke may be understood both by the psrsons
of the drama and by the audienco,as in the case of puns. It may

be understood by the person chiefly concerned and the audiencé,

as in the case of the double entendres in which only one of the
meanings is understood by the person addressed. Or it may be

understood by the audience onlv,as in the case of dramatic irony.
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INTRODUCGCT I ON.

The purposs of this enquiry into tiae form of Elizabethan Drama
is to investizate the origin of prose in combination with blank
verse in Engl ish plays, and to describe the use of prose in com~
pination with verse in mixed drama containing the two media till
the closin:z of the theatres. A study of the accounts which nave
been written of Shakespears's prose reveals at once how inadequate
are any explarations that have been offered of his relations to
his predecessors, with the possible exception of Lyly, ian this
branch of his art. While the general suo ject of dramatic develop-
ment has been exhaustively dealt with, and while ths general sub-
ject of the development of blank verse has bpeen expoundsd with aqual
thorouzhness, noe comprehensive account of the development of prose
as an ¢ntegwal part of the dramatic medium of the Elizabethan
gramat igsts has been attsmpted hitherto. But the mers bulk of prose
is a sufficient proof of its importance both in the eariler ana
in the latser drama, and besides the bulk of the prose there are
other reasons for undertaking this examination. The excellence
of Shakespeare's prose, which ham besn mompared favourably with
his versws, and the subtlet} with whdoch bhe uses this medium in
alternation with verse, are only outstanding examplies. The other

dramatists may claim attention in this respect also. Some of them

expendsad as much care on their prose as on LTaair verse. &gain,Wnen
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we remember that lamlet. who may_fairly pe regardsd as the most
eminent character in the most famous Elizabethan play,uses almost
as much prose as versa, and that Flamingo,the most important char-
acter In Webster's White Dovil, uses most of the prose in ths play,

and uses a groat deal of prose; and whan we consider tnat prose
shows decided tendsncies to become the medium of Elizabeitnan comedy,
we have other strong reasons for examining it. Moreover tnis habitud

mixture of media, of prose and verse, is a phenomsnon uniqua in
drama. One ol the chief differences between the form of El izabethan
drama and modern English drama, classical drama, Spanigsh drama,
Garmanflialian,and French drama,is tnis alteration of medium. Englis}
is the only language and 1itarature whose genius allowed such a
combination. And lastly, there is the sgxternal infiuence exszriad
by the El izanethan drama. Ths chief formal iniluence exerted
acroad was upon Cermany, where tne influence of the English plays
caused the Cermans to abandon tho Knittelreim wiaich they had hitner-
to employed and to substitute for it prose or blank verse.

In order to place in its proper position the obscure partner
of verse,by whose prill iance its quieter merits have neen hiddenf
it was necessary to make an enquiry into the construction of the

dramad for the view has psen taken tna} the prose is an essential

of the drama. From this aross a study cof the method in which verse

K See appeadin T, fo367



% | |

and prose were gomdbined . [[ more had been attempted, the next
and last step wouid have basn, 1if the field had beeﬁ untrodden,
to have ¢xamined the natures of beth verse and prose. But, as tae
accounts of tae verse which alraédy exist are beyohd anything that
could be said hers, an endeavour has been made to complement them
with a2 summary description of the style of the proserwith oxamples
of its diction. This part is meant to be merely an illustrdation
of the nature of the prose, and does not pretend to be as exhaustive
Ias the earlier parts of the investigation§ .which deal with the
orizin of the prose and its use In combination and contrast with
Verss.

Although ths general sub ject of pross in drama of mixed prose

and verse has attracted comparxatively little attention parts of

%
the sub ject have been dealt with more or less exhaustively. The

wark of GCascoigne and Lyly,as in the main prose dramatists, has been
thoroughly examined. The nature of Shaksspsare's prose and nis

use of prose have also vbeen investigated, and there are a fow HJIXED
scattered remarks, mostly general and of little valus, on his re-
lation to his predscessors and successors in rsspect of prose stylus
and usages. The influence of Lyly upon Saakespeare nas also been

treated, but the influence of Lyly upon dramatic prosc¢ gensrally

has been more strongly asserted than carefully traced. Owing to
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this fact,the real nature and valus of Lyly'sd dramatic influence

in this diysction has been,in some measure,wrongly viewed. The
sub ject of metres in drama before ths advent of prose and olank
verse,which is of great importance for a proper understanding

of the use ol prose,has been investigated. There exist also

iheories of dramatic construction in which the use of prose in
combination with blank verse is dealt with,exhaustive treatuments
of the contemporary critical theories, and even an attempt fo
gxtraot the gensgral ideas on drama that the playwrights them-'
selves held. Tine dialscts and broken English wihich are so char-

acteristic of the comic parts of many Elizzpethan dramas have

B e

peen philologidally treated,and in various textbooks there are

accecunis of the influences of foreign aramas,some of which

have bearings more or less direct upon Lhe suoject of prose in
the Engl ish drama.

Bes ides investicating the orizin of the prose and da2scribing

its use and form,it will be necessary to ask whether and how far,

on the whole,the dramatists weire guided by [ixed principles in thaxﬁ

alternation of prose with blank verse. The results ought to be of
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value as a contribution to our knowledge of the éanerai ooursﬁ

oi the develgpment of Elizapethan drama, espectally in adjusting
our views upon the greater dramatists, and upon the technique of
the normal play. That such an adjustment is necessary is easily
sesn from an examination of the original and latar editions and
texts of the plays. The original texis are very various in thelr
printing; somet imes p;ose is printed as ferse, fregquently verse

is converted into prosce form, and as frequently, espscially in the

latar drama’the methods of printing make it doubitful in an immense

number of passages wheiher the dramatists intendé prose or verse.

Post-Pestorat ion, 18tnh century and 19th century editions exhibit
curious changes of att;tude to the media employed. In thi&atter
half of the 17tn century the bias in favour of rhymed verse was so
strong tnat olank verse was often printed as prose in editions of
the earl ier dramatisis.* In the 18th and 19th centuries critical
enquiry revealed ihis mistake, but the sditions of the 18th century
and first half of the 19th century with their classical inclin-
ations ran into another fault and often read plank verse into prose

wherever they could possibly do so. If we can show that there was

Sag-an-article in Modern Fhiloleegy, -luly 191l

* An example is a Cure FOr 4 Cuckold, printed 1663. See Appendix 1I.
P 353, 7ot
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a definits tradition regulating tho employment of prose and verse:
which the dramatists showed a g?neral tondency to follow, wherevsr
tnere 1s any doubt 2bout a passags. such a tradition would supply
evidence one way or the other.

Th§ early texts are not of equal value. Some are more carelessly

printed than others. But apart frecm this, thers were sevsral routss

’

X

by which plays reached punlication.'SQma plays seem to have besn

printed from copiss taken down from the actors' moutins during per-
formance. The excellence of these depends largely upon the faith-
fulness of the speakers and the skill and the knowlsdge of ths
stenographer. Many of the texts, nowever, probably-represant iheatze
oopies. As a rule, it is only where the text is carefully edited
that 1t is a perfectly reliable representation ¢f the author's
manuscript. If it were not for the general agreement of the arrance-
ments of prose and verse textual cquestions migcht assume a seriocus
lnportance in this matter. As it 1is, however., the gsneral conclusiow
are so clear that we can safely pass over some difficuliies which
arse undoubtedly due to the different methods of publication.

§The ordery of puplication of playg is a maiter on which the

%

\Pt
& argument creatly depends. The dates given in Professor Schelling's

B

?ié Elizabethan Drama;Vol. 2., have besn adopted as the basis of ar-

1)

b

vmﬁg gument, as the chronology of the minor drama of Elizabeth's reign,

especially, is not in a sat isfactory state, the yarious editors

K Set am artide owde ubppih oo Moo Pkl , July 1.
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frequantly exaib it ing tne perfection of disagreement. Cuestions
of disputed authorship have been omitted altogether, as the gensral
argument is in no way connected with au;;:;uoﬁtéens.

When we view the progress of the whole Elizabethan drama the
question of form in its relation to content is ssen to be ons of
great interest and complexity. Lyrid stanzas, rough dozgerel,
regular couplet verse,blank verse and prose, jostle and succeed
oné another with beswildering rapidity. The existence of these
media reveals and is paral}el to corresponding differences in the
nature of the dramatic content. The comedy of the doggsrsl, for -
exanmple, is different from the comedy of the prose. It is impossible
to lay down that one medium is best for all purposes.- 'c¢r that
one medium is best for all tragic purposes and another for all
comic purposes,- and that the gradual and on the whola regular,
change in medium that our drama exhibits is one ol continuous gx

At
growth and approximation to an 1idsal form’in which “&e- coucivfa
content whose ideal type has not varied. The stanzas of the
miracles are undoubtedly the medium best suited to the purposes
of the writers, just as the real istic prose oi modern English drama
could not 4@ replaced by any other form of eoxpression so nicely

adjusted to the present scope and requirements of moderm English

drama. Therefore while the rise and progress of the English drama
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as a whole may be accurately traced by a comparison of the various
hadia enployed by each succeeding specias,_begause of ths essential
connexion of form and content, a change from one standard of
expresslon to another is not in itself a siga of progress except

in so far as it may be a better adjustment of the language to the
particular kind of drama in force at the time. There is certainly
progress and decay to be traced in the stanza of the early drama,
in blank verse,and in prose. %ut the change from one form of ex-~
pressiﬁn to another a2s the staple medium is 2 sisn of alteration

in the content and spirit of the drama.rather than a progressive
adaptation of Enzl ish to one unvarying dramatic 1ideal. The ]
successive modifications of the medium of dramatic express lion were
rendered necassary and possible by the development which took placs
in the kind and complexity of action and character, and by the
introduction of greater variety in the tone of the plays.

A fully-developed Elizabethan play often sums up in its own form
the history of its kind just as a mature organism sums up in iis
period of develppmant’and contains in itself the history df its
species. The comoination of blank verse,rhyme,and prose in some
of the finest of the dramas is a consequence rendered possible\
byﬂtha previous existence of these forms, as well as being a result

Feror g
& Vg =

which is desirable because of the height}?o which the pcetic conient
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has attzined in such plays. To imagine that the course of formal dai?
development could have been otherwise, uniess the dsvelopment of
spirit and content had been othsrwise too, would be as absurd
as to suppose that the courss cof development of an organic species
could be reversed irrespective of 1ts environment. Frose and blank
verse would have suited the purpose of the writer of a miracle
play ~ even 1f the idea of such a comgination could have occurred
to him - no more than an exclusive useaf of lyric stanzas would
have suited the expression of the ideas which are saksrkaimedxin
contained in Macbeth and As Vou Like It.

The view to which the investigation led is, as briefly as
possible, that the prose 1s principally native in origin,both as
regards form and manner of use. [n the way in whddk which it was
osombined with blank verse there was a definite tradition, which
grew up early; and continued to operate, though with diminished
force in later years, till the end of the Elizabethan drama, the
alternation of prose and verse being on the whole reasoned and inten
tional. It was not a recondite tradition; its foundations were
what we should expect from a consideraticn of the nature of the
difference between nlank verse and prose. Thiz statsmeni must be
gualified in varicus ways. There ig a large number of exceptions

in detail. It would be wrong to attempt to dogmatize on every pass-
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age. And, again, allowance must be made for the personal differ-
ences of the varlous authors.

The usual view is quite different. The use of prose im drama
ascribed generally to the influsnce of Cascoizne and Lyly,* whose
style was copiled largely from foreisn models. The manner in which
prose was combined with verse is held, in most of the few places
where it is referred to, to have been arbitrary and capriciocus,
except in the case ¢f Shakespears, who is agreed fo have used prose
with a definite purpose and for speclal reasons.£

It 12 not to be disputed that the main medium of Elizabsthan
Drama 1§ vlank verse, both for comedy and tragedy; but the char-
acteristic form of the majority of the plays is 2 mixture of prose
and verse. Where we accept verse as the normzl veshicle of
expression it ;ﬁght to be possible to assign a gpsacial rsason

for each appearance of prose. Any passage for which no spsecial

reason can be assigned must be regarded as outside any tradition

governing the use of prose. H—would-eceoriainly-be—unwise—to—attempt
%#—degma%4ae-a5ou¢_axaxy-dgui«rfdprwsw.

#

*See the Works of .'ohn Lyly,Ed.R.W.Rond.:Cambridge History of
Engl ish Literature,Vol .5,pp.14 and 15.: Ward.English Dramatic
Literature, Vol.1l,pp.262,232,485, 169,269,504.:Bond, Early plays

from the Italian, Intro.,pp.17,42,61,56,67,69,60,64.
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That there was a gradual developmeni in this branch of the
dramatic art iz only what might have been expacted. To imagine
that in all other dramatists but Shakespeare the use of prose and
verse together was capricious, but in him rsasoned and one ¢f his
subtlest dramatic methods,wbile,on the other hand, in all othser
directions he merely laid the stamp of sovereign power on the
labours of predecessors who had gradually elaborated their practice
to a point high above the sarl iest crudest efforts - to imagzine
that the use of prose and verse was ihe one exception to this law
would be quite irrational. Sir Sidney'Lee's remark jAbsolute
original ity of idea or form is rare ....Inventiveness in
literature is a power of infinite gradations ....Shakespeare's
work is an exempl ification of this. Endless modes of preexisting

thought and style wrought on his mind befere his supreme power

revealed itgelf." ig a2s true of the use of prose as of anything
else in drama. It used to be the fashion to regard Shakespeare

a8 resembl ing the primitive man's view of natume, as pouring out

his wealth and beauties in undesigned profusion. This sarlier notiocn
gave way pefore a deeper insight, and law and ordsr were discovered
in all parts of his creation, as in the worldof_the civilized

man . His fellow dramatists before and after him, are nowy

taking their places by him in an ordered universe. In the use of
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prose and varse they obeyed artistic laws, no doubi less ample

in scope and ilsess suctle in application than his, but still laws,
Everywhere in them are to b2 seen proofs of desigcn and orderly
arrancament and elaborate development, in this as in all other
respaots,whare before had heen found nothing but accidsnt.

In conclusion, a word of apology concerning the method of this
investicat lon may be placed here. Where a definite theory about
a compl icated sub ject 1s promulgated 2 large number of facts are
needed to evidence 1ts truth: and, to avoid special plsading, in a
logical examination exceptions should be carefully statsd. There-
fore the representative lists, since the wealih of material wzasz so
great,whil®d not meant to be exhaustive - it would have baen easy
in many cases to have doubled and even trebled the number of refer-
ences - 'have been constructed to include both the chief examples
and a large number of minor exampies of the passages which illus-
trated the various points in cuestion.

In the third chapter,which deals somewhat cursorily with the
style of the prose, and is not meant to be more than illustrative,
detail has not been amplified se¢ iargely.

Lastly’the sup ject of dramat ic prose necessarily touches the ends
of a vast number of other sub jects. VWhere it does so the best avail -

aole results have been accepted poldly and stated as concisely as
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pogssible: and | would plead econemy of space and necess ity of pro-
portion,where it seems, in such cases, that an outside zub ject
is referred to oy examples only, or with an apparent but not real

indifference to its general imporiance and size.
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SUMMARY OF CONTENES,

Chapter 1.
The Origin of Pross in combination with Verse.

l. The Construction of Enelish Plavs. R,@

The native pliay in its purest form contains a mixture of serious
and comic ®lements, which had to be kept distinct.

2. The use of prose and verse is parailel to construction. P.§

5. The appsarance and spreading of prose. P. %

Frose began to oe used regularly about 1580. and as a means of
contrast with verse about 1585,

4, Foreilzn influence on the use of prose. P.fS;

The influences wnhich produced this contrast date pack, however, to
long bafozre this time. The mixture was to some extient dus tc
external influence: but the practice of compining prose and verse

in drama is peculiar to ECnglish Literature. The plays of the foreizn
dramas tend to pure comedy oxr %o pure tragsdy in uniform msdia.

But there are cases, especially Plautus, of authors who varied Lue
metres of verse-plays according to the passing tone. The Laiin

rel iglous plays show Little sizn of sucﬂ‘a mixture, though they
often contain prose among the verse for other reasons. The

Humanist and University plays foilow classical practice or critical

theory. Italian Literature, though blank verse and prose ars both



XX

used, cifers no example of the mixturs of tne two. Nor does French.
oxcapt in the later Hallet, In fact. ithe mixture is a native producg

thougn perhaps reinforced by the variations of motre in Plautus.

67 The matres of the earlier Enelish ?iays. P. 15,

Thé:e is some, but not much, adaptation to character and tonein the
stanzas of the Miracle plavs.Much could not be expescted, as thess
plays were made for a different purpose. The Morality plays, how-
ever, show 2 growih in this direction; and a regular series of &
methods can be traced by which oharaetar;differenoea ware narked,
culmninating in a mixture of regular rhymed metre and dogcersl. This
mixture was handed on to the early regular drama,and can bg seen

{
fully developed in Cambyses. i olank verse is substituted for

regular rhyvme and prose for the doggerel, {he same arrangement

is found in ths sansmrasuhiar drana,e.g. in Friar Bacon and Friar
Bungay. The contrast of proée and verss was., therefore,merely the
last term of the seriss,

, The transition fzom regular and doggerey}hyma to blank verss and
prose was rapidly made, and the numbesr of anomalous plays is small.
The anomal ies consist, for tne most part, in an imperfect substit-
ut ion. The use of the media in a capricious way is rare in the
garly plavs. Tns dogzersl degeneratsd to a point at whidh it is

somet ines scarcely distinsuishaoie/irom the prose <oy wnich it was

superseded: and it exercised much influsnce on the form of tho
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latter.

6. The influencs of Lyly on the dramatic prose.P.57

Lyly used a prose in his plays which owed much in stvle to foreicn
models: the siyle of the earliest prose in mixed plays is native
and sinmple. Until late he provided no example of 2 play in which
the two media were combined. In fact,his achievemsnt was an attempt
to substitute prose for blank versein the higher reaches of comedy,
The amount oi Euphuistic prose in early mixed plavs is small,
relatively to ihe tétal bulk; the Euphuisms are usually incorpor-
ated in an artificial manner in a prose that bears no stylistic
relation to Lyvly's. At 2 later time he exerted much influence

of a different kind on the dramatic prose,through the effect he
had on the speech of the upper classes. This will be dealt with
later.

fhe use of a mixture of verse and prose is, thesrefore, essentially
connected with the construction of the native English play.

Chapter 2.
The #¥apnez in which the Prose is Used in Mixed Drama.

1. The Rational Basis underlyinc the use of the pross. P.§/.

The mixture of two media arose., and persisted, because it salis-
fied a dramat ic nesd. Critical theory iznored it and shed its in-

fluence in other diresctions. Zut in many other maiiers critical
Ve "
theory was deferred to in the popular piays. Though there 1is nothisg
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in Renascence criticism adout the mixture, the zelation of the two
Vehiclies in combination has been discuszed in modern times, but
almost entirely with reference toc Shakospsare. The use of the two
media shows,not a neglect of for%éut a strong sense of form: for

it harmonises witn the rise and fall of the tone. Each medium has
cortain excellences and certain defects. %y the use of the two
together the dramatisis were able to cover a widexr ranze than taey
could otherwise have done. Therefore this fsature ls a necessary
condition e¢f the excellence Elizabeinan drama reached. Elank verse
is for higher,prose for lewer,tonse. Elanx verse 1ls tnhm main or
normal medium. Certain uses ol prose can be deduced from fthls -
@s.gssproclamat ions. Reasons can bse given for the axisfanca of plays
entirely in one wedium by the side of the othars. Those are
larzaely dus to the infiuence of critical theory,out scme prose
plays are due to the ousting of verse by prosze in comedy. which
tendency appeared apout Shakespeara's time, but was not universal.
Though plank verse was the main medium as a rule, in these and sim-
ilar plays prose has taken its place. The tests by whilca the normal
medium of a play can pe found. In a certain number of plays the
mixture of the two media seems to e capricious. Shakespeare and
Weoster use prose where verse breaks down,i.s.above as well as
helow prose. The relation of tonss is defermined for sach play, an d

the point at which changes are mads from one medium to the other
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therefore varies from play to play.

Since blank verse is the normal medium in most plays,and prose

is artistically related to it thers. in thess a special reason

can be found for each good use of prose. In ganaral’scene-tone and
characters are combined to suit one another: hence verse is attach- |
ed to elevated tone and elevated characters., prose to lower - with
except lcng mentionad.

It seems from the genaral regularity and {requsnt subtlety,ac-
cording to the abofe theory, that the combinations of prose and
verse were intentional and made after reflasction. This is coniirzmed

fk d&w-yﬁ'ﬁl&
by passages in thein work ﬂwhicn refer to this sub jeci.

2. Representative lists of plays in mixed prose and blank verss.P.ld.
2. Plays which are quite consistent with the above thsory. b. Flays
which observe tna conventicnal use, but contain irregularities.

¢+ For the list of plays which are quite irregular sese p.

3. The Elacoration of the various uses of prose. P.u&%

Besides prose for proclamations, letters, deeds, stc. the special
reasons for its uss, which are ail connscted with the rational
basis, are madness, necessary business, farcical matter, the serlous
speech of hnumble charactars, high comedy dialogue, realistic imitaz-

s

fon and parody of the actual speech of the upper classes,the speech

of "humour characters": a serious prose in the chronicls piays,
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orator ical and other serious prose,elevated and poatical prosze:
to express anytning uanatural, such as hypocrisy, discuises atc.:
for sudden agitation and any violent passion. The use of prose be-
comnss gradually more subtle. There were various methods of trans-
itlon, sudden or gradual,according to need, from one medium to the
other.

4. 3pakespeare's use of pross. P.lb4,

Kyd, Marlowe, Greene and the others all played their parts in
this elaboration, which reached its height in Shakespearc. The
general opinion that he alone had a rational basis for his use is
wrong : he merely surpassed the others. His prose has been exanined
in varioug ways: these accounis summarised: correct conclusions
have been arrived at in them, except as regards his rslation to
his predscessors: but there are omlssions. He was the first to use
hizn comedy prose in mixed drama. There is cradual development
in the use of prose in his plays. His achiavqment in this directiocn
summarised.

5. The use of prose after Snakespeare. P. /75

On this little useful previous work exists, and it is mostly aon-
fined to the style of the prose. The general opinion is that, with
except ions, the dramatists after him were irregular 1n their use.

The development of drama, and aspecially of blank verse, greatly
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alfected the use of prose. Thiz did not increase in subtlety, but
a high degree of consistency remained for a consideracle time; then
with tne gradual deteriorat fon of the other parts of the drama

irregularity in the use of prose increased. A large number of authos

contiaued tne old uses when the contrast ocetwsen the tw#hedia

had become weak. Fletcher abandoned these now indistigct contrasts
and used his irregular versaﬁs tha sole medium ip many plays. He was
followed oy Massinger, and exertedmuch influence till the end

of the drama. A list of the plays ol this kind. Summary of the

use of prose by Webster. Ford, Shirley, Bromea: stc.

6. Various considerations. P.!qq,

This convention of prose and verse acquired a great [orxce. Some-
times it caused inconvenience where it was adhered to. Examples
of its force. The decay of tihe convention 1liustrated: espec ially
in the separation of tone-and character-interest. This wds not
always bad, but easily paased into pure irregularity. The use of
both media in the same spesch. The tendency to slip iInto prose
without any val id reason.

Chapter 3 . Style and Diciion.
St¥le.

1.General ,P.219.

The scope of this chapter is limited to a descriptioen of some of
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.the features of style peculiar to the dramatic prose,and to providim
examples of the contrasted styles,and of certain parts of the dictia
Mosi external influences appeared faintly in the dramatic prose.

The connexion between dramatic and nondramatic prose was loose.

Thq nondramatic was quite unfit,by reason of its structure, for

use in drama. The iniluencs whlohﬁths form of the dramatic prose

was its use in the theatre. This caused % simphg?;nd olaaéagtruct-‘
ure. Hence the excellence of the dramatic prose,whioh shared fresh--
ness and vividness of diction with other paris of the Elizabethan
literaturé. Each style of prose that appeared was attached to some
one use of the prosb:Tha-dbiolopment of dramatic prose was largsly

a division into separate styles. There were different classes of
dramat ists,who had different purposes. Each of these slaborated

one special style,though using the othees also. All these styles
wore developments of the mative orizinal prose,thougn they differed
in the end widely from one another. After about the time of Shakes
speare'’'s death new kinds ceased to be evelved. The dramatists are
divided here,for the purpose of considering prose styles, into(1)

the pre&sShakespeareans, in vhivh the prose had a sirong realistic
tendency : (2)Shakespeare: (3)The later real1sts;Middleton,Dakker,stc.

(4)The scholarly dramatists-Jonson and Chapman,especially:(®)

Beaumont and Fletcher,and the school which turned to imitate manners
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2.The Pre-Shakespeareans and the later realistic School.P.236.

The ‘necessary limits of dramatioc speeoh;itﬂcan.naver be an exact
copy of ordinary speech. Examples and discussion of the early ¥
styles according to usé;tha'spaech of madnoés,hunblo characters,
familiar conversation,a plain average style,the early farcical styled
the §arly influence of Lyly on this :the development of the farc-'
ical styleRfhe comic styles used to express individual character;
the disappearance of the early verbal devioes;the-speech of "hum-
our' characters,plain and mannered,ihe professional argot(the-
dialect and foreign jargons are dealt with later). The tendency
towards plaineess,which was ever being frustrated. An example of
such a frustration is found in Harston's diction. The style of

the Chronicle History prose. All these siyles were continued ,with

modifications,side by side with the new,iill the end of the drama.

3. Shakespeare and the High Qggggx_ggylo,y.zsa.

This 1s Shakespeare's main contribution to dramatic prose. Dis-'

cussion of this style. The influence of Lyly on it ,through the
speech of the upper classes. The style of the letters in the drama
(1)plain, (2)euphuistic, (3)"court’ stvle. The development of the

high comedy stylo{after Shakespeare:its increased use in the later

drama. The realistic imitation of the spesch of the court,and the

parody of affected speech.

4. Other styles and sunmary.P.28)}

Oratorical prose:serious prose:poetical and elevated prose. The
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iemarkable.range.and adaptability of the prose:tihe power which
most dramatists posses;io vary the style is -xtx:axitnaxgsurpris;
ing . BExamples of different styles in the same author,with some
discussion of individual styles.

The diction,especially of tho'famfical prose.

B. Ceneral .7.303.

Definition of diction as used in this enquiry.-Tha three tendenc-'
ies in ths diction,to pla{n;és,to elegance,and to eccantrioxiy. The

importance atiached to diétion by the dramatists illustrated. The
condition of the English language at the timej its plasticity and
receptivity. A difference between the El izabethan and the modern
English word. The manner in which the tendency towards plainess

was continually frustrated oy new addit ions of words. An illustrat-'
of plain style. Some discussion of the tendency to slegance.

8. The Diction of the Farcical prose.P.317.

The use of curious diction in drama discussed. Ths principal de-
vices in the comic diction. Some of these parallellled in other
countttes . Examples of similar diction from Aristophanes, Longz
comic words in the Elizabethan drama. The structure of these Latin
rather than Creek,resembling Plautus' formations. The influence
of Rabelais. An example of macaronic speech. The introduction of
foreizn worls in their native form. The use of dialect and groken

Eng11sh; A list of jargon parts :iilustrations of these:stammering:
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the use of collbquialisms:glpsy slang and peggars' cant:'ﬂoar;'
ing' spuech;profassional jargon:These devices are connected with
the expression of individual character. There are others of a
different kind-Desides the long comic words. Such are the use of
rhyme,all iteration,antithesis,verbal mistakes of various kinds,
puns and double meanings,the manufacture of a cognate ob ject,re~
petition of the same word or phrase. The use of words borrowed
from afiiected speech:the heaping of snonyms and eqguivalent phrases,

The diction of the paroay of affected speech.
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The Origin of Prose in Combination with Verss.

1. fho Uonstruction of English Flays. £ 4,

the native play in its purest form contains a mixture of serious

and comic elemonts,which had to bo kept distinct.

2.The use of prose and verss is parallel to construction. Pd 2.9

5, The appearance and spreading of prose. P.B q
Frose oegan to ne used regularly about 1580,and as a means of
contrast with verce about 158b.

4., Foreign influencs on the Use of prose. F./5.

Tha influences whicn producsd this contrast dais pack,however, io
long before this time. The mixture was (o some extent due to externd
influence:out the.practicu of combining prosse and verse 1; drama

is pecul iar to English Literature. The plays of the foreizn dramas
tend to purs comedy or to pure tragedy in uniform media. 3ul there |
are cases,especially Flautus.of authors who varied the metres of ;
verse plays according to the passing tone. lhe Latin religious
plays show Littl sign of such amixture,thougn tney often contain
prose among the verse for other reasons. The Humanist and Univers-
ity plays follow classical practice or critical theory. [talian
Literature, taough blank verse and prose ars boih used,olifers no
example of ths mixture of the two. lNor does French,except in the

later =allist. In fact,the mixture is a native product,though par-

haps reinforced by the variations of metre in Flautus.
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. The metres of the earlier English Plays. P. 15

Inere 1s some,but not muca,adaptation to character and tone in the
stanzas of the Miracle plays. Much could not be expascied,as these
plays were mads for a difierent purpose. Th& Moral ity piays,how-
aver,show a growth in this directionjand a regular series of methods
can be traced by which charaoter—diiferences were marked,culminat-
ing in a mixture of regular rhymed metre and doggerel. This mixture
was nanded on to the sarly regular drama,and can be seen fully
developed in Camoysses. if Blank vorse is substituted for segular
rhyme and progss for the doggerel,Lie same arrangesment is found

in the early regular drama,e®.z. in friar Zacon and Friar rungay.

The contrast of prose and verse was ,thergfore,merely the lasi tern
of the series.

8.The transition from regular and dogzerel rayme to blank verse and
prose was rapidly made,and the number of anomalous plays :is small.
The anomal ies consist,for ths most part,in an inperfsct suostitution
fhe use of the media in a capricious way is rars in the early plays.
The dogcerel degonerated to a point at which it iz sometimes scarce- |
ly distinguishavle from the prose by wnich it was supeseded;and

it exerc ised much influence on the form of the latter.

6. The influence of Lyly on the dramatic prose. P°5%

Lyly used a prose in nis plays wnich owed much in style to foreizn

41y
models:the style of the earliest prose in mized plays 1s natlve
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and gimples Until late he provided no exanmple of a play in which
the two media were combined. [n fact,his achisvenent was x@an
aitempt to substituie prose for blank verse in the higher reachss
of comedy. The amount of Euphuistic prose in early nmixed plays

is small,relatively to the total bulk;the Euphuisms are usually
incorporated in an artificial manner in a prose that beaxs ﬂo
stylistic relation to Lyly's. At a later time ne exerdted much fmikwe
influence ol 2 differsnt kind on the dramatic prose,through the
affect he nad on the spsech of the upper classes. This will be
dealt with later. _

The use of a mixture of varge and proze is ,therefore,essentially

connected witn the construction of the native English play.
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PHE ORICIN OF PROSE 1IN ¢ QB I1INATIORK

WITH VERSE 2

_fﬁﬂ ééﬁSTﬁééTEON oF EﬁkISH ?LA%S&

The prose of Elirabethan drama bulks so iarge and is so closely
connsctod with ceriain of iis distinctive charactoristics that
it soens more natural fto regard it as a sign ef the very naturs ei-i-he
voiy-Ratdee of the drama than as an intrusive accidental slement,

I{ 1s in the commonest type oi play ,the play of mixed interests,
comic and serious,that it is gsenerally found.

The c;nstruction of the plays of mixed intera;t and mixed medium
terits some nolice.This class of play, which is peculiarly English.,:
though parallsls are found in Fremch popular plays*and in the contemp ~ i
Grary Spanish drama?is by far the most numerous 1nfihola of the
Elizabathan drama:Cemsurcd by Sir Philip Sidnef%s neithe:r comsdy nor
tragedy ,it ranges f[rom 2 mainly tragic type through a typs in which
the two elements ares of almost equal importance io a wainly Ifarcical
type. All these plavs have bsen classed together as tragi-comsdies.

But there is anoiher speciscs to which the nmame of iragi-comedy is.
éetter applied.In the first kind distinci comic and tragic interestis -
are combined and knit together into one plot,but the esssence of ths
secsnd type is that it provides a happy ending to a play which frequemt.
ly sesms to be tending to a tragic catastrophe.ltis the first type w

which is pecul iarly native,while the second zenus was developed

X103 S wdlyow S
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®specially by Fletoher, and was due either to Fremoh influence or to
a popular dislike to unhappf endings. Fletcher, in ths wellknown
preface to his Faithful Shepherdess, says " A tragicomedy is not so-
called in respect of mirth and killing, but in respect it wants

deaths, which is enough to make it no tragedy, yet brings some near

it, which is enough to make it no comedy, which must bse a represent- '
ation of famil iar people, with such kind of trouble as no 1ife be
questioned.” The probabil ity is that this kind of play was due to
popular demand rather than the dramatistss reasoned choics: thers
exists one play (Sir John Suckling's Aglaura) for which two fifth

acts were written. The first form of the play was a tragedy, but it

was converted from this inte a Fletcherian tragi;#_comedy, it is said
at the King's request.%g'The native type which, although it is found
throughout the wholse pariodﬁis more characteristic of the earlier
stages of the drama than of the later, seoeks to combine .in one action

a tragic and a comic interest. This foature of our drama is responsibbf
both for the plays which ars the chief glory of English literaturs

and fer the great gppunt_éf bad_Egikwjh{gyrgigrlguras it. Suoccess

% see Grierson The First Hair of the Seventaanth Csntury p 55 °

2 see Saintsoury History of Criticism vol 2 pl75

4§ S Smith Elizaocethan Critical Essays voll ple9

4 The same phenomsenon was seen after the Restoration in the Hon,

James Howard's attempt to brighten the conclusion of Romeo and Julieg

which was played on alternate nighis with the original play. See

Elton The Auzustan Ages, p242,



in work of such a kind is difficult, because it not only presupposss
in the dramatist a universal sympathy and both tragic and comic power
but because it maxes larze demands upon his constructive ingenuity

in joining two diverse elements into one action. On the other hand,
it forced ths dramatists to restrain their constructive proclivities
within certain limits, and to confine themselves to broad and natural
effects, as too complicated a plot 1sd inevitably with a double actio:
to obscurity. The simple type of play in which there is one straight-
forward action is favourable to excessive ingsnuiiy in devisingéur«
prising situations, in order to avoid momotony of actlon;as is well
seen in the case of the French drama of the 19th century.

In writing a play of the mixed kind a dramatist is faced with
the problem of keeping clear and distinci the two aotions} while
joining them seo that they may react upon one another. In Shakespears's
Twel fth Nizht, for example, the two elemenis are combined so that
to subtract either would destroy the other, yet the two are conceived
by the rsader as perfectly distinct in plot and finely contrasted
in tone. In a poor play of the same type the contrast and separation
ct,out the action tends to fall apart into

are usually equally distin

two plots which are entirely without conneotion. In many of the sarly |

plays of this typethe underplot is merely the exouse for introducing

a clown between the divisions of the main action without conneciin:cg

him in any way with the plpt , e.g. Greends Selinus and Greene
. L= : ..
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and Lodge's A Lookingglass for London and England.lWhen the comic

el smant develops a plot of its own the comic personaces, especially
i1f they are ths traditional clowns, often comse very little into
contact with the main plot,thaugh they may appear in dialogue with
the main characters. Such construction is found in Mucedorus 1688~
1698, Loorinel686, Fair Em,before 16902nd Heywood A Maidenhead well
Lost 4833. Examples of other later "strapped together" plays out

of a large numoen%?ﬁha Mayor of Oueemborouzh, The Birth of Merlin,
The Thracian Wonder, A Cure for a Cuokold, and The Fancies. From
such plays there is a regular gradation up to the plays which ex-"
hibit in full perfection the construction of a well#-articulatad plot
comb ining the two interesis. There are, of course, plays with more:
than two interests, such as 4 Midsummer Night's Dream, with its main

plot and the secendary plots of the Fairies and the Athenian work-

2

men.

1. In Selimus the characters of the two interests do not even appear
together on the stage.

2. Yarington's Two Lamentable Tragedies is remarkable in showing ths
same method of piot-combination; two tragedies however being comb ined,
instead of a tracic and a comic plot. Ths main tragady trgats the plot

as a romantic Ital ian thema, while the other is a domestic play 1 ike

o

Arden of Feversham. 569 P
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THE USE OF PROSE [S PARALLEL TO CONSTRUCTION&

. - g
in distinguished betwsen the contrastea interests sthe and main

and the underplot, ths medium employed plays a great part. As the
characters of the underplot are frequently comic the medium they em--
ploy is usually prose*,and in many a play the course of ths under-
plot and its Interlocking with the main plot could easily be observ-"
edby oxagéng the altehations of prose and verse. Pross is tnus seen
to be an essential part of the materials of the El izabethan drama,
intrinsically connected with the type of play most prevalent, and
arising as a direct consecuence from the nature of iis construction.
The appearance of the mixture of prose and verse in English drama
ana its absence from othear dramas Is therefore not an ascjdent nor
due to any carslessness with regard to médium. iv would noi seen to
bo-due tc the mere influence of Lyly or an: other dramatist,but to
be a special mark of tae charactsr of ithe Enzlish play in iis most
typical form. Moreoves,whon ihere are more than itwc interests ,as

in Kidsummer Nizhi's 8Bream,thes addition oi rhyme oiften provides a

-

third method of contrast. In fact it may bs said ihai'iﬂu ssnse of
(7 a;,iifi.?,@’f? el
for: was so strounz in ibe tli-abethans thai = 0% of tone or

hanallil

interest tended to express itself in some ‘pacrabl alteration of med-

iun. Prose ,blank verse and rhymed verse wemregular matarials of

#See p. (0L
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the .artist, which he would chbose.aeoording as he was working in

the ‘shadows, the half-lights or the high-lights. The essential
connsction of form and matter in the drama and the high instinct of

m;]ﬁ- .{,w_»_L;v -’.c! HLE
formihus exhibited will Rave\voV OB/ wemenneTeld when ws coms to deal

with the details of prose use,and are called upon to explain the
prose passages which it has been the habit of regarding as hap-
hazard changas,or the mere results of a desire for variety for
its own sake.

The form and the content are two elements in an establ ished
harmony of the El izabethan drama .There is no intention here of
placing form before matter. External form is certainly not the
first consideration in the dramatist's mind. Nevertheless the sxisri-
al/form is of great importanca;and one of the most frequsnt causes
of success or failure in drama is success or failure in the use
of the appropriate medium of expression. No writer could produce
a great drama without adequate conceptiens, but no dramatic poet
could exhibo it his conceptions, however moving. and true, indifferent
to his form.

THE APPEARANCE AND SPREADING OF PROSE.
The followinz table of plays which appeared netwegn 1680& 1594,

with plays before that date which contain prose, has'besn made to

show the early growth of the prose. The conjectureddates—oi—p¥o—
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The Contention beb
(ween Libsrality and

Prodigzal ity.

1666 CGascoicne. Supposes.
1669-70 " Jocasta.
1678 i Glass of Government.
1678. Whetstone. Fromos & Cassandra
1680 Lyly Campaspe.
1681 ¢ Sapho & FPhao.
rggnment
15681 Peele of Paris.
1682 The Rare Triumphs of
Love and fortune.
1683 R.Wilson.The Three LADiss of
London.
1564 Lyly. Callathea.
1566 R. Wilson. The Tree Lords and L
of LONdon.
1586 My LYLY. Endimicn.
Kyd Spanish Tragedy 3110
“783%

LOcrine.

1687 Marlowe [ amberlaine Pt.l

\

Total
length.Prose. HAotes. ‘
53  frobably revisal
before printing .
all.
all.
2041%, 2653, no B.V.
. 27 no B.V.
all
all
e EP&%& %ersa.
Rhymo, =.V. %
1641 45 doggsrel.
5] id4-ers.
All
Adies
<467 1085 BaVe
HAEN
All
i3 1602 Edy,
77 Earlier ZAN.D.
208&8 268
I2316 85



Il Total

- - Length Fross. Notes.
1667 The 11fe and Death of

‘ack Straw. 1001 DXR 151
Hughes,etc.Misfortunes of Arthur. None
1686-3 The Famous Victories
of Henry ¥. Much. Embedded metre.
1588Greeneg, Sel inus. 1760 ¢0
Marlowe.Dr. Faustus, 2276 856 1618 quarto.
fyd. Sol iman and Perseda. 2108 421

The Troublesome Reiza ftI@w1772 190
of King John, pt2 1204 83

The Taming of a Shrew. 1726 369

1588-9¢ Lyly, Love's Vetamerphosis, all
1682 Peele, David and Bethsabs. 18
Greone,AIphonsquingof Aragon. <2126 none

- Friar Bacon and Friar 2269 B70 -
8ungay.
Shakespeare. Love's Labour's 2789 1086 B.V.,Rhyme,and

Lost. Doggerad .

Gremne and
Lodge. & Looking CGlass for

1016

e
o}
&

London and England.
Lyly, Midas. 411 .
- i1 W 444 /38
1687-90LODCE, Wounds of Civil War, 014

1688-90 Shakespeare, Titus Andronicus. 42



- Total Fross. Notes.
-Lenzth.
§688-99hSh&+aspﬁaaar14¢u3—4ndi@nieus. ~42—
1688~91 The Wars of Cyrus Zing of
Fsrsia. 1739 13

1689~-90 Marlows. The Jew of Malta. 2410 510

1589-91 Shakespsars. Comedy of Errors. 1770 240

1560 Fair Em. 1428 308
Greens. Jamas iv, <719 716

#(Lust's Dominion.)

Mary Sidney, Antonie. None.
reele. 0ld Wives' Tale. v64 874
Lyly. Hother Bombie. All

The First Part of the

Contention betwesen ihe 1888 441

'wo Famous Hougses of York and Lancaster.

Sir Thomas #Hore. 23526 565
1086-92 Arden -~of Feversham. 2402 247
1690~1 Psele, Edward l. 2745 748 #uch rhyme.

Shaksspears, Midsunmsr Night's Dream.2251 441

1601Pgel g, The Pattle of Alcazar. lione.
varlowe and

dash. Dido ,Ousen of Carthage.l1741 None.

Ths Trus Tragedy of

Richard 111. - 2119 1888
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Total
Lenzth. Prose. Noiss.

1592 Creene, Orlando FUrioso. 1606 238
1580~2Shalkespeare, Two GENtlemen of

¥erona. 2080 409

i lHenry I¥ VI 2688 6
1592 Marlowe, Tambarlaina,?t. 1T; 2330 Bl

A ¥nack te Know a Khava. 1927 233 lMuch doubtful
matra.
. Edward 11. None.
Nobody and Somsbody.
Nash, Summer's Last Will and
Tsstament. 2110 248
Thomas Lord Cromwedl, 1712 RR% 113
1581-2 Shakespeare.Romeo and Juliet. 300c 405
Lylye. The Woman in the Moon.l504 139

Boforelb93R.Wilson.Ths Pedlar's Propheey. None Ail doggeuisl,

?1592~4Shatespeare, 2HenryVl 3075 574

. sHenryV 1 2902 4
1bBs-4 W Fichardlll =107 3
1590-6 Edwardlll None

i789

c1694R.Wilson. The Cobnler'sFrophscy, DES® <00
1588.--98 sucedorTus - 1562 455
1594 The True Chronicle

History of King Leirx 2664 168



Total
Length. Frose Notes.

1694 Shaksspears. Fing John. S Nona.
Ne ha - s
Caasagygh Pompey . Nene,

From this time the place of pfose was sn assursd one,ard in the
next ten years the use of prose became gradually fixed and trad-!
itional.,

From the table it appears that prose bagan to e used rezularly
in drama about 1580,and it has besn connected with the name of Lyly
Theinfluenceﬁf Lyly on the later drama is well-known,and the very
appearance of ihe early prose has besn ascribed to his example,
partly because he provided the firét outstanding examples of piose
drama,partly because of his influcnce on prose style,and partly
because prose developea in drama of mixed msdiup contemporaneously)
or almost oontsmporaneuusly,wlth the appearance of his plays.
Lyly’s undou ted work is ail in prose ,with thooncuption of Ths ho-
man in toe Moon:; but pure prose cramas are rare after his time.
Horeover,in the plays of mixed medium we do net f{ind Tautlcipat-
fug a little ), in the great majority of cas@ds,inai prose and verse

are mixed indiscrimatsly.wWs find an orderly tradition ,
unlike anything in Gascoigne,and unlike anything in Lylyexcept
a late play which appsared after the tradition itself had flourish-.

sd for some years.The tradition congists of a delinite relation#ig,

which is eteaaily elaborated and devslopsd,bstwsen the iwo madia.
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This tracition could only be ascribed to ths sxam

ple of pure prose

plays,on the one hand,and pure verse playe ,on ths othe: hand,
if the genaral tone of the two media in separaiion bore a strong
resemblance to the tones of the twe media when used in comd ination,
But the tone of ths prose in the sazrlv plays,as well as much of
its styls,is ocuite diffezsnt [rom Lyly'sHis prose tends to be sx-
ciusively of high comedy tone,while ih prose of the early mixed
plays pkaxx is z-nerally low comedy prese. And , furthor,there

is in previous drama a combination of vehiclss which in zelation
ASAANN. of tone is much more liks the relation of prose and verss
as it is ssen inéhs plays of mixed medius than any pre-sxisting -

Laliow of prose and blank verse in separate plays, This compination is a
mixture of different metves in ihs sarlis: verse plavs which ra%
A< seinples the use of prose and verse togsther.
FOREIGN INFLUENCE ON THE USE OF PROSE

The constructdon of plays by which comic andserious intsrasts
were combined dates -~ack in origin far beyonQﬁhe appearancs of
rrose anc olank verse,and any relation of msedia which diflszenitk

ated tho twoxwmdiax interests may be presured io have had
gome bearinyg on ihs way ::653 and vesrse were coubined. Blank verse
was in oricin merely ccuplet verss deprived of rhyme,anc similarly
the vehicl%with which &M was combined in the plays would seem eiibey
to have developed as prose when deprivsd of its rhyme or at any

]

ratg&o have influenced ihe later prose. Thsreis no prose in Engl ish
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vernacular drama before 1500,except one .assage in Medwall's
Rature.The rhyme of the early plays was continued long after ihs
appearance of Corboduc,blanlz verse bsing ihe excapiion till ahout
158130 that ,roughly speaking,blanklverse and prose ,whether used
together or apart ,appoar almost simu:taneously. This suggessts that
ithey were possibly the resuli of a common cause.

There is mo combination of verse and nrese in classical grq early
modern dramawhich resembles 2i all the combination in the Enzlish
plays.Such a2 misture is indued as foreisn Lo naturs of French
and Italian literature ,especially,as the mixfture of comic and
gerious piots iIn the samo play. lior is thsre any mixiure of metzas

which n;ed be appealad tc as the obvicus cause of mixed nmetres

in ths ocarly English plays. Hut,whila this 1s so,there do exist

instances of the mixine of mstres which maf have had some iniluence

upon tnelish practice. Virgil's hesxamsisrs boecome increasincgly
dactylic in rapid narrative. Aristophanes' comsdiss present a larm
variaty of motres which are used in conizasi wilh one anciher

for the purpose of rapresenting changes of tocne,rapidity of act-

ion ,and character{ see ©.Z.,Hippeis,11.197-201). Of course,the

choric metre: conirast with the dialogue,but this was duse tola spec -

12l necessity; the same phencmenon is found in Seneca and in the

English plays con the Senscan model,which otherwise are larzely xxx

foreign to the plays of mized interest.

The direct influencs of the classical Latin comedy was scmewhat
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sinilar in this respect,and nore potsni. Both Torence and Plautus
use/metrical conirasts,but Plautus is more lavish in comb inations
of different metres to express contrasts and changes of tone:

Terewd, whil= admnitting szuch con:rasts}uses less verbal device t han
Plautus,relyincz rather on a familiar pol ished siyls of varse;*

In Plautus' Trinumwmus,to take an exauple,several metres are euplowd:
(1) lambic sonarii are the usual petre of narrative and calm dialogue
(2)Trochaic tetraneter catalectic is used wher ths matter is impori-
ant or the speaker is exciisd. (3)lanbic zsmariix scptenarii ars a
favourii: metre when the tone is farcical.(4) Octonarii,both
trochaic and ianbic,are ussed in scenes of high sxcitoment,whers
zraat bustle an d haste are intended,and follow and disappsar wiih
the excit:ment. fOR exampla,in a”solilaquy in BBll.l.the nmetzre
changes rapidly with change of fsalingl;and 1.5C0 provides a chang
to the metre of cal: dialozua after the solilocuy. In view of the
acknowledged influence of Plautus on comedy,this mixture of metres
nust be allowsd soms weight in investizating the origin 4% the

nixture of metrss in the English rhymed plays of the middles and

third quarter of the sixteenth century.

But ii we follow ths native plays back step by step we find

% geec C. Fo Te Brooke, The Tudor Drama, pP-. 148, for a summary of tie
influence of Tsrence, Plautus,and Seneca on ihe Engl ish Drama.

1 see @.g. Andria,ll. 625-638
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a gradual chanze of form betwsen the latest rhymed plays and the
early Miracles and Mysteries, and these in their turn are in close

touch with the Latin sacred plays* Many of them are in stanzas

closely ressmbl ing those of the Miracle plays, and it is clsar
that on the whole the form of the sarly Miracle plays is dsrived
from these Latin plays, so that any adaptation of metre which may
be found in the Miracls plays may probably be connected with them.
A large number of the Latin plays, howaver)are wholly or partly

in prose, with hymns interspersed. The prose,whon’it ocours in
combinat ion with varse,oonsi#ts as a rule of short sermons and
prayers and quotations from the Bible or the services of the Church
The absencs of such prose from the vernacular plays 1s no doubt
due partly to the fact that the native Miracle plays wers usually
several steps further removed from the dramatisation of portions
of the Church service in which this drama originated, and partly
to the way in which those who were acquainted with Latin and the
Church service looked upon the vernacular. Latin prose was ic them
an embell ishment of speech, and the particular prose employed in
these plays had many associations for them, while vernacular pross
was the mere common mode of intercousse among the humble. Hence
the susstitulion of the vernacular for Latin led to the addition

of the ornament of verse to all paric which mizbt have been rendaved

*see Du Maril,Froning and Wright.
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in hasdd by srese.lnihs Latin plays there is nc atismpt at express-
ing character-contrasts or changes of tone by mz=ans cf alternations

cf prose and verss,but these are simply a realistic method of
:ntroduc ing the Church gervice and such matter,e: mAy be ussd
sometires for ihe mere sake of varioty of form. Thus  in the

. 1 h
Mystore de 1'Empereur .Jul ian a prose szimon occurs in the middle
of the verss , preached by onaz of the characters. 4n illustration.
chosen at random,of the way in which the prose and verze were
comrined is provided by the commencement of Mysterium Fatuarunm

2

Virginum ,which was provanly composed im ihe iwelfih centuryj-

Hoc est de Mulieribus.

Uoi est Christus meus Bonlnus et (il ius excel8usE? Eamus videre

sapulcrum.
Angslus sspulcri custos.
du&m quasritis in sepulcro,0 Christicolac,non est hicjsurrexit
sicut prasdixerit. I[te nunciatis discioulis eius,quia prascedst
vos in gal ilasam. Vers surrexit Dominus de sspulcro cum gloria.

Alileluia.
Thén the tone changes, and to exprsss the general axultation 2
hywn is Introducadf-

Spondrt
Sonaus .

hdest sponsus ,qui est Christus;

_ vigilai: vireines!

1

2
Du Meril,pp. Wrighit,pp.
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Pro advaniu sius gaudsni;

1
Ei zaudebunt homines. Etce.

Theie 1s me in the Latin sacred plays no arrangement of prose
and verse which would causge us to apply tc them rathsr than to the
Miracle plays on which thev had their immediate influence.

From the Humanist drama and the later Latin University playvs
we should expect rathor a following of previous models than new de-
volopmenis,and this is actuzlly the case. Thouch the Humanist plays
infiuenced the popular stage, and the later Latin University plays
received iInfluence from both, as a rule they eithar found their
models in the classic2l drarmatists or were constructed in dafer-
snce to the tradition of Renascence critical theoyy. The tragedies
were generally as Senecan iIn form as they were in spirit. Loecge's
Richardus Tertius is,as regards Iorm?a good example,except that it
dispenses with the chorus. SOmeiimes ihere is 2 variety of metres.
0f Gsorge Ruchanan ons edito:?ramarks,“"In tracgoediis muis usus
est Euchan;nus metrorun zeneribus sepiemdecim."He uses ilambic senar.
ii for dialogue, and anapassts for chorus, and altogether shows

in the chorus the CGresk tendency to reflsct the tons and sub jeci-

matter in the for: employed,no doubt being led to this by nis

13ee also Mysterium D.N¥§ JThesu Cnoristi in the same voluma.

2 Ruddiman, vol.2 p.7.
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translations of Euripides' Medea and Alcest is.

The comedies ware usually on the Plautine model. For \ insiance,
the wmetres in Mac ropsdius'’ Aluta,though net varied in a scene,

vary from scene to scene, ( 8.2 Aot 1, iambic irimeter, wiih
choxus in iambic dimeterj Act 2,iambic testrameter and trzimeter .
ot S,iambic dimeter and othars:ACt 5 «Scene B6,trochaic trimeter.)
and are carefully adapted to the chanzas of tone. At a later poriod
-this sub ject of meires in Latin plays may well be concluded here-
the University Latin comsdies showed a chance in form. From zbout
1060 they began fo forsake the model of Flautus,thouch Abram
fraunce's Viotoria shows adaptaion of metre, and to follow the
[taldan modsl (which they imitated in sub ject-matter also) in ad-
hering to 2 uniform metre, or in beingz entirely in prose. Thus
Hymenasus(1579) is in uniform verse; and Winzfield's Pedantius(
(15680-1)is all prose. As a whole, this artiiicial and imitative
drama gives no mors adaptation of metre than Plautus, and at a
later time shows development in form‘away from the popular stazs
to plays of unvaryinz metre or prose, in accordance with ths trad-
itional critical principles. Thisg latter fact is rathsr notabls,

as in the content, in the mixing of serious wit# lighter interssts,
the University plays showsd some inclination to follow popular

practice.

To 1faly English drama owed the examples of blank versa for
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pure iragedy and pross for purs comedysbut italian literature
provided no models of the mingling of the two in ihe same play
as they are found in the ma jority of Enzlish plays,nor any sig-
nificant combinations of metres. From Trissino's Sofonisba (1615)
the sstting of tragedy was definately towards blank vesse. Prose
was generally substituted for the verse of the Classical comedies
verse being only adopted in deference to ancisnt practice, and in
the end prose triumphed completely.* Practically the only approach
to adaptation of metre is found in the choruses of ths tragadiasf
which are usually in limes of irrsgular lsngth and rhymadfe.g.
Tasso's Aminta, Ruc#sllai's La Rosmunda, and Cinthio's ORbecche).
The only other uss of rhyms in the blank vsrse plays is found in
the occasional couplets which occur at the ends of acts and scenes
just as in the Engl ish plays. Some adaptation of metre is however
found in Guarini's Il Pastor Fido.

France provided as little example of combination of metres
as Italga&, ths whole tendency of French literature in drama as
in other things being to uniformitly of medium and simpl dcity and

directness of action. Thus the Frsnch ¥iracle and Mystery plays

are almost wholly in octosyllablic metre, in this respect

e — -

* gsee Rond, Early Plays from the Italian.
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contrasting with the ronarkable metrical varietly of many of the
English Miracls plays.* The sense of form is stbrz , but it runs
always in the dirsciion of regularity. In ths Renascsnce plays -
to continue the story of French dramatic form in outlins s a8 of
Latin,down to a later period -the same iendencies ave nciicsabls.
The tragedies usually conform to a Senecan model jadhexing Lo rhyme,

with cirastsd metres for choric use ,uniil the time of Ceornaeille

and Racine. :
¢bomady followsd the mediasval traditiocn as in England,

and then turned to the Italian model,s¢ that manv piscez are in

prose, though rhymed verss was retainsd for comecy longser than in

o
- < iid
[taly. The ¥eralities show a little adaptation of metire sometine S,

'

w
e.i.gMoral ite d'ung Empereur wnﬂvﬁﬁhuLa Fille uses lyric trimetar

A
in contrast with the tetrameter of ths othsr characters(p.1bl).
Ultimat-ly prose became the usual medium of farcical dilalorus in
pany plays. In Molidre and othe: writers this 1is combined with
lyric verse for the ballet. This is a truo adasplation and combin-
ation of media to expressdifficrences in tona;and is, indeed, the
nearest approash in foreign literature to the English mikture of pr

prose and hblank verse,and corrssponds somewhat to a mixturs and

contrast of actionsas the ENglish blank verse and prose uid to a

—— = ——— —

*Saa Saintsbury,History of Frosody,Vol.l. THe Fifteath Century Ch.l

and the colle-tion of Mystsries, Moralities and rarces in fournisr.

o

S88 s.g. the plays in viollet-le-Duc.
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mizture of plots and interests:but ths media show no spacial at-
tachment to particular characteors sithe verse beinz inserted sole-
iy as the aramatists'aciyéaniment to the ballat.* And of couzrss t-
thareis no connection with the Elixabethan drama in thds cass. .
In Spanish drama also there is ne sign of any tendancy%o combine
verse andprose. The later writers sometimes use prose for comadm
but often verse. A;ain’the earliest dramatists exhibit considsr~
acle varisty of form,but ths latsr comic writors largely accepted
the convent lon of Lope de Vega which prescribed dramatiic metres
thus:~ a stanza of ten cctosyllabic verses for laments,ordinary
cctosvlilabic verse for narratlve and ¢x planation,sonnets for
pausss in tha action,lvric metre: for heroic passapges ,and quat-

B
rains forlove passages.

The whole relation of the form of the English drama to foreign
drama may be briefly summed thus. The mixture of pross and verse
is as pecul iar to English drama as,(with the exception of Spanish

drama, which did not enter into connection with English drama%ill

the early seventeenth century, and scattered plays in other lan-

guagos) the construction of English drama in mixinz serious and
*Moligre‘s 1a Princesse d'Elide begins in verse,hut changas at

I «1. to pross. Moli;ra-explains in a ncie however that he had in-
tended to write it all in verse ,but that the haste oi the king

ed him to finish the play

had not left him time, and this had cempell

in prose. —— 9 gee Fitz.<haurice-Kally.
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coemic interestis is peculiar to it. In combination of metrss,also,
the infiusnce of forsign drama was probanly confined to the exampia
of the mixture of metres in Plautus. The use of blank verse for
tragedy, and prose for oomady,in separate plays,ls found in foreign
literature, especially in Italian, and is consistent with critical
opinion. Rut pnre‘prose comedies are rars in Elizabethan liter-
ature, and in many cases the# use of prose in them was marely due
to the spreading of the comic medium over the whole play rather
than to 2 definite adhersnce to oritical theory. Morsover, the
sxample of Plautus is tdo far removed from the Engl ish practice
to have acted directly in producing a mixture of prose and verss;
and unless we are to conclude that the mixture was due tc the dal-
iberate joining of the two media as usadlin separate plavs we are
driven to seek for some native form which contained somsthing 1ike
the later combination of pross ahd verse, and which developedio a
point at which it could directly influence the later plays. The
English metrical rhymed playe of the mid-sixteenth century,which are
the obvious resort, may have received an impulse [rom Plautus;
morses 1ikely the native sense of form without e<ternal aid forced
them into the shape in which they are found.

THE METRES OF THE EARLIER ENGLISHE PLAYSE
The chaotic state of matiters metrical in the drama of the [irst
half of the sixteenth c.ntury ma-es it diiiiculi to frame secure

seneral izations on this subject. Tharse is no axhaustivs trgatment
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from our spscial point of viewsbut the use of metrical and 1l

stanzaic contrastsgn pre~clank-verse drama,for purposes of char-
acterization,and to indicats changes of dramalic tone’has been
trcated incidentally inésneral surveys of meire in several places.
Miss L. ¥.Smitn 1mentions the use of dififerent stanzas I1wr

characterization,and ¥r Ramsay pointed out that Skelton's ¥azni i-

iconceforrs an early esample ofthe davelopment of English drama’ic

tachnique in&pplying metrical distinctionsk both&o the charactsr- i

ization of aifiisrent psrsonages and to contrast scenss of differ-
snt tona.2 He notes that these meihods persisted almost to the

psriscted drama of the £li-abethan Age,the mark of the moral g&ays b
ana earlier interludes being,in this respsct jthe use of diiferent |
rhyme~comb inat ions to form stanzas with doggerel rhythm,itke—comp }
With the introduction into sixtesnth-century drama of the regular

rhythn, the complex stanzas, or rhyme-combinations, were gradually

discarded, Regular metre now bezan to be used for the more diznifisd

scenes and characters, and the contrasts which had been secured

*Saa Saintsbury,History of Prosody,Vol.® 1.Ths Fiftsenth Gsntury
Ch.dl.,&Sixteenth Coantury,Ch.4,for the metres ussed;and for some

rafe rences to their dramatic fiiness.

1 York Plays. Intro.pp. Ed. L.T. Smith.

SN

2
Magnificence, Ld. Ramsay, Intro.pp.xxxv,etc.
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Py contrasts of rhyme-scheme wers maintained by assigning doggeral

to clowns and humble charactsrs.(This stage in development is well
exompl ified by Misogonus./ At a later period still- 'this is an ac-
count of the general development, but there was overlapping in
8very possiole direction - 'the regulars metres ware gradually re-
auced to raymed ijambic pentameter, and this in its turn was grad-
ually replacsd by blank verse.

Frofessor Bond continues this history of dramatin forms*. After
giving a simildr relation of the metrical development hs accounts
for the persistence of doggersl in spite of the attention to regul
ar matres and of classical influence. "#We cannot dismiss this per-
sistencs az the result of mere ignorance, incompetence, or lack
of examples,” he savs. "Regular metre was already found in dramg’
both rhymed and ulank; and Gascoigne had shown the use of prosze
in drama. I?;a.sistei not merely because it was fraditional! and pa
ular,but becaus> also the dramatisis perceived it to be better ada
aptad to average comic uses~- for dialogus as opposed to satl
spaech,and for fawical wmatter -than more regu lar maasSures. ...
«..Had Surposes been original,had the Latiﬁ use o?@nrse been lass
authoritati e,asuccessful and consistent comic prose would doubi

less have arrived sarlier. In default of cuch the dogzeral survivs

ﬁEarlY plays from the Itallan.cpe
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the introduction of regular measgurses by a quarter of a century,

and oid so largely as a matter of reasoned choice, as a compromise.

This passazse reprocents the furthest point to which investigation
has hit%tarto penietrated in this subject.
Theadaptation of form in harmony with chanzes in dramaiic tone

which ths early plays exhibit is ,however,deservinz of a more

saarching examination,especially in {he latar.stages of th: Yor-

alities. The tEngl ish Miracle Flays are set in a form which appears |

to bg Tinely suited to their purpose. They are highly lyrical,and

calculated tuo < cits religious emotions in such audiences as thos§

to which they were presenisad;and, in consecuence,the forms of the

stanzas ars compl icated ana numerous. Ru: the variations ,fhough
follewin- and excitinz changes of fael ing,are used onlyin the slidht
est manner to iIndicat: differences of character in the speaiters.
No attampt;t a closely imitative represeniation of the speech of
actual life is found,and aven the passacges which are comic ,such as
ite ouarrals baetween Noah and his wife (s.g., in THe Waterleaders'
.nd Drawers' Play of The Chester Facsant) are stanzaic in form.

Fatwoen the typlcal Miracle Play and tha typical Morality Play,

See Saintsbury,loc.cit.,foc the nature of the doggerel.

g
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se far#s tvess can be fited for species contailning such various in- |
d.viduals and sub-~classes,a broad distinction as regards prosody
may -e drawn. The farmeiére mostly in stanzas, in metrss which
are often quite ragular,whil7&he latier tend towards a oonf!nuous
modium, the irregular popular dograral. To this statement there
are many eoxXceptions , of course. Thus:ths Coventry Flavs,aspacially.
contain much irrersular metre and ars not so stanzaic as the Vork
Plays, and tho Towneslay Playaéontain ihe continusus octosgvllabic
couplat.% The exact nature of the dng:ere! need not delay us. R
was much less regular than the ugual! metres of the early Miracle
Plays on the one harnd ,and the new verse of which Tottel's Mis-
cgllany contains ths first examplas on the other hand. The Moral-"
ities begin with stanzas simitar to those of thd Miracle Flays,
but soon acquire continuous do-gersl,as . for example, it is sean
in Everyman(c. 1480).

The earlv stanzas may be 1llustrated from the Castle of Parssv-
arance (c. 1425 ),the metre of which is seen in the folloewing pass-
age(1l. 275-287):-

HUMANUM GENOUSE Aftyr oure forme faderis kends,

g See Saintsbury,iistory of Prosody,Vol.l. The Fiftsenih Cantury,

Chs. 182 and Sixteenih Century ,Ch.4.
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bis nyth I was of my modar born.
tro my moder [ walke, I wande;
Ful feynt 2 #Mk fsbyl , | farse 7ou bsforn;
lam nakyd of 11im and landa
As mankynde is schapyn and schorn;
I not wedyr to gon ne to lende,
to helpe myself nviday nyn worn:
for schame I stande and I schends.
Iwas born bis nyth in blody ble,
dnakyd | amn ,as :}a mav se,
A! LOrd Cod in trinite!
whow mankende iz unthends.

When the doggerel appears it is frequently combined by rhyms-
schemes into conirasted stanzas, as in Magnifi&enoe. With the
introduction into sixtesnth century poeiry of more exaci prosodic
mothods a great change osccurs. The 7;Ioot line, the Alsxandrine,
the pentameter, in couplets and guairains especially, are all found.
Thase metres were transferred to the sarlyv comedles and iraged.es.
When resgular verse appeared it was too stilif to be used for svery
dragatic purpose, and it is not surpris ing ,therefore, that rhyme

continued to struggle with it , though with increasiny feeblensess

to the end of the Countuzry. The date of Gorboduc is 1561, of the [firg



puzeiy prose drama 1566, From this time we find rhymed verse of
varlous metres,prose and blank verse,all mingled in various ways and
for various purpoze:z.

This seriss of charces was a development in dramatic techninus
corresponding to and necessitated by the continucus dsvelopment
of the scope and needs of drama,anc was naturally accoumpanied oy
2 para:lel development in the sikill with which the various media
ware used. The tsndsnocy te indicaie character-contrasts,and later,
changes of tone in the scenes,by ithe prosodic contrasts available
to each writer ,geteacily grows. The indicationz of this.are VeTy
slizht and tentative in the Miracle Flays,as has already been s‘I:zz).tfsw:i:I
On this-point the editor of ths York plays says ( Introduction,p.50) |
”gtten lon may be drawn to the manner in which the varied mstrs |
is adapted to ths siyle of subjsct to be treated, or the parsonage
speaking:for exampls, Deus and Jesus always speal: in gZrave an d
dizgnifisd verse,while the long pompous mouth-filling 1ines,ex~-
cessive in the alliterative stress,ars put inte ihe mouths of
those who,1like Herod ,Filate and Caiaphas,cven a play and are meant
to matte an imrosing Impression.”

As an illustration of these dififerencss the Ifellowing rassages

may be taken in contrast wiii one anoiher:
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(i; From ths Skinners' PLay in the York Cyole.
The Bntryv iato Joarusalem upon thas Ass.
JESUS. "To me takis teat and giffis zuds hadé,
My dere discipulis that 'en here.
Qéha?l 70U tell bat shalbe in dede.
My time to passe hense ,1t drawith nere,
And by this skill,
Mannes sowle to sanﬁéro SOorowes sere,
That lost was ill."
(2)From Pt.1l.Sc.l.of ¥ary Magdalene, (p.60)
ﬁfffffﬂf'"ln pe wyld wanyng world pes all at onys!
no noise ,V@arne you, for greueyng of me!
/
vyif you do 4, I xal hourie off yower égdes, be Mahondes bones,
as | am trew kyng tc Mahond so fre,
help,help,bat [ had a swerd!
fall don , ye faytsurs, flatt to be cround!
Heve of{f your hede: and hattes, [ commaund you alle:
stond bare hed ,ye beggars!wo mads you so bold?
yQaI makg&ou know your kyng ryall:
thus woll [ be obeyyd thorow al the wo?ld,

and who-so wol nat hs xal s had in held:
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and so to be cast in carys celd,
thainsw werkyn ony wondy: azens my magnifjcens."
such rant and alliteration as A8 found in this passage wéfe no
doubt conventlonal,as the phrase "To out;Harod Herod" indicatss.
(Hamlot,3.2.16.) 3Such pieces reprasent the utmost limii to which
charac ter-indications by means of form AAlcarried in the Myvsiery and
“iracle Flays. The same conirasit ls found bestwesn passagss in /
juxtiapscsitione.

In ths Moraliiy Flays.,when dozgersl appears in iis characteristic
form,iwo methods are used l.FRaqgusnilv the doggareiﬁs wriitten in
lines of two,ogéxan more than two’lengths. 2«The linag ,whother of
uniform or different lengihs,ar¢ often combined into stanzas oy
different rhyme-schemes,further contrast bheing perforce ubsent.
Thusin Wisdom or Christ,St. 59—47,ara found stanzas by Anima of
aight long lines rhymed abatbebe,followed ~by atanzas >y Lucifsr of
aizht shert lines rhymed azahazab, which themselves are followed
by still anothe: stanza in which Will and Understanding sach speak.

The play ,howevar,which is richest in this kind of contrast is

%

Skelton's Magnificence. In this play there are two lenzths of #

doggerel lins,and each of them has a correspending half-lins used’

* - s
See Mr Ramsay's edition, Intro., pp.lxlg ‘lxxl ,fozra full discuss-

icn and analysis of the play according to metrs.
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separately. With various rhyme-schemes Skalton was able to male

a large numbsr of contrasts which he used to indicate differences

)

of character and tone. Thus he used couplet verse with nis heaviest
lineﬁéor characters which are neither striking vietues nor strik-
ing ;ioes;u.g.Falici?y and Liberty,Sc.211.25 on.
FELICITE And from whence come ve, and it might be askyd?®
Lyberte. To tell you, Syr, I daré not,lest [ sholde bs maskyd

In a pavre of fatters or 2 pavre of stockys.
FELICITE Here you not howe this gentleman mockys?

With these coupletis the half-line monclogue in couplet and rhyme -
royal,found only in Sc. 14,to0 mark the [ashionable fzivalitjﬁf
Courtly Abusion,may be contrasted. The {irst stanza runs:-'
CourtyNy Abusion. ¥Whati now? Let se

Who loksth on me

#sll rounds aboute

How gay and how stoute

That I can were

Courtly mv gere.

AS the doggerel grow looser,it bcecame increasingly difficult to

make a distinction , a distinctdon which would impress the audisnce,
betwesn different lesncihs of line. The contrasts were ihareiore

reducsd entirely to contrasts of rhyme-scheme. Buf with the re-
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introduction of regulaﬁfxarsé}contrasts in the metre were again
possible. Frfore this tendency the principie of centrast in stanzs

and rhyme—sdﬁma disappeared aliogethesr:and there remdined only the

contrasi betwsen regular verse and doggerel. Thus the same principlse
of contrast is seen underzoing various vhases ﬁp to the time of

the appearance of regular verse in dramz. The s principle
survived this stage also,and passed on to the later drama,where

it is responsible for ihie macageament ol contrasts by means of

prose and hlank vorse. The whole history of the drama,frpm its
bezinning to its haighc,shows indsed the strong instinct which

the Ensl ish had for securing harmony beiween the form and ine
content,by any prosodic maanq&hich ware available to them.

The Marriare of WIT and Wisdom, 2 Morality Play which was par--
formed betwaen 1558 and 1579,1illustrates the contrasts made be-
tween doggerel and recular metrs:in ﬁﬁis play th. lightsr abstract-
ions use doggersl,while the serious charactsrs uss 14-srs,the
method which was in greatsst vegue about 1570. Aet I, Sé.E,supplias
a good sxample:-

GOOD NURTURE."! marvel where my schollard ,¥Wit,is now of late becons,
I fear lest with 1ll1 comcany #e happsn for to rumn.
For 1 Good Nurture commenly among all men am counted,

]

But Wit by this his staying so [ fear haih me renounced.

Severity,his father ,surs is grave and wise withal,
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Rut yet his mother's pauwpering will brinz his son 1o thrall."’*

Whon this is contrasted wiih the nexi scene ths diffaréncj&s ]
striking:~ .
IDLENESS"Ah sirrah, i{ is an old proverb and a trus,! swear by the

rood!

ITis an ill wind that biows nou man tq gocd.
When I had vrought Wit intc Wantonnsss' hampering,
Then I thought 1i was iims ficr me ito be tampering." (p.271)

_he msthod of contrast by wmeans of dozgersl and rezular metre
was haﬁded cn to somm of the early cmedies and tragedies.
Misogonus,which is verhaps earlier than the Marriace o?@lt and
Wisdom,daiinz from about 1560,1s an early example ,the meires being
used exactly as in the sxanples just quoted frou that play. Fut
in Misogonus anapaesits sometimes ooccur. This metye shows a2 tendency
to occupy a medial position batwesn doggerel and regulaz iambic verm
Ihe use of the contrasts in this play is shown by the following
short guotation ABxLAxxIci<1L89%BR0x *1LR%AVBAx (5. 1. 120-126) :-
CODRUS'" Why an you'll not believe me I'l11 go fetch our Alison.
Vou shall see and she doth not tell you that my young mastcr

hath a bro(iher).

PHILOGONUS Theres neverwas poor mariner amid the surging seas

Catching a xXkimmpsza:glimmeringz of a port whersunto he should sail,
X Insughout Mis csany Be Ypthling his Veon bigdirmiged whice lieee s
wo afplecal ratonw for z¢&¢&&nong:/ab-oﬁé f%¢u4,
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5o much distract twixt hops of health and fear his 1ifc to lease
4s I sven now with hope do range and ele with fear do fail."

With ths developwant of the early regular drama in rhymped verﬁe
the method of contramt by meire was refined te a point of consia-
orable ekactness.Thus in Praston's Cambyses (1570) is anticipatisd
the relation which obtained later beiween prose and verse. As
this play is an excellent sxample of the transition from Moral ity
to regular drama,and is of consecuent importance , in spite of
the sneers which were aimed at it ,in showinz, by its conirast
with the plays based on classical models,ths tendencies of the
native plays and the mixiure of irazic and comic, it wiil be con-
venient to end the exposition of contrast in tons and character
vy examining it in some detail. The conirastis are developed in it
as highly as in anv play wriitten in rhymed versevVCambysss ,King
of Psraia"is dezcribed as a” Lamentable Tragedy,mixed full of
Plsasant Mirth." Phe characters are serious persons; abstractlions,
such as Preparation and Execution,with Ambidexter,the Vice; and
comic ruffians, notably Huf, Ruf, and Snuf. The prolozue and all
the tragic part of the play are in regular l4-ars. The epilogue
$onsists of three rhyre - roval stanzas of regular verse. The rest
of the play,that is te say ths comic part,is in doggersl. Ga%}sas'

fiyst spesch runs :-




My counedl grave zndd sapient&itg lords of legzal train
Attentive sars toc me bend, and mark what shall be sain.
So you likewise, my val iant knight, whose manly acts doth fly,
Ry bruit of fame, that sounding trump doth pierce the azure sky.
My sapient words }éay perpend, and go your skill delate; —
You know that Mars vanquishéd hath Cyrus that king of state;
ind [ by dug inheritance posssess that princely crown,
Ruling by sword of mishty f[orece in place of 2great renown."
The dozgzerel continually tends towards an anapaestic rhythm,bui
generally falls shert of it . Tiae non-znapassiic manner is shown
by (Byl,verso) :-
Ambidexter A, ve slaves , [ will be with you at the hLost.
A, ve knaves ,] will tesach vs how ye shall me deride:
Oui of my sight:Jcan ye noi abide.
Now, zoodman pouchmouth,l am a slave wiih you:
Now have at ye again afresh sven now....

The anapasstic tendency is as slsswhere most marked in ihe passages
which have no strong comic bent,hut the amount of this meirse is
small when compared with the bulk of the regular and doggerel rhy ths
Its style is shown in the following example, (E.4.verso):-’
FREFARATION. With speed Iam sent all things to prepare:

MY message to do as the king did deciare.

His grace doth mean a banquet to make:
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Meanin: in this place repast for to taks.

Well the cloth shall be laid, and all things in readiness,

To court tc return when done is my business.
. To demonstrate how completely Cambyses shows the ouicome of tane
long series of contrasts of which a susmary hzs been givan,tha
following table has teen made. There are several rhyme - arrange-
ments, btt the preat majoriiy of the play is in couplet verse.

Ag will be seen from tne tanle the regular metre iz allioXed to
glevated and serious characters with 2lmost complets consisiency,
while the consisiency with which tihe farcical and lowly characti-
ors employ dopgerel or anapassis. is equally great.

CHARACTERS RBGULAR IAMEIC DOGGEREL AND
METRE ANAPAESTS

SER IOUS CHARACTERS
fa) PERSONSSE .

Cambyses 250 <0
Knizht 14 0
Councillor Sd 0
First Lord 63 _6
Second Lord 17 2
Third Lozd 3 0
Praxaspes 35 2

Smerdis 13 i




CHARAGTERS,

VOung Child

Sisamnos

Otian,son to Sisamnes

Ouaen

Wifs of Praxaspcs
Lady

Waiting Maid
(b)Deities.

Venus

Cupid

(c) ARSTRACTIONS,
Shame

Small Ability
Commons ' Complaint
PRgo [

Trial

Execution
Attendance
Diligzence

TOTALS.

RECULAR IAMPIC

[oe)

B3

22

45

12

i
no

19

e

875

METRE,

n

O

Q

65

DOGGEREL AND

ANAPAESTS,
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CHARACTERS, REGULAR IAMEIC DOGCGEREL, AND

METRE, ANAPAESTS,
FARCICAL CHARACTERS,CHARACTERS OF LOW LIFE,AND ARSTRACTIONS,
REFRESENT ING LOW LIFE.

(a) PERSCONS.

Amb idexter, the Vice 6 206
Huf 0 25
Ruf 0 52
Snuf 0 21
Meretrix ? 0 38
Hob , a countryman © = 20
Lob , ¥ 0 26
Marian-may- be-gocd T 16

(b ) ERERZEESY A-STRACT IONS,

Cruelty 0 BE 16
Murder 0 11
Prepar\?tion 0 19
Totals, 13 519
To{tals for the play, 688 584

Frowm the above table it is c'ear how clossly , according to
character, Preston was consistent in the amployhent of his metres.

Even the apparent exceptions are sometimes significant .
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Thug Sisamnes,the unjust judie, is notable. asg he speaks to Ambi-
dexter and soliloquizes in doggerel, but addrosses the king in re-
gular verse. The king's using a fow 1ines of doggersl in his layst
spesch,when he enters afier having received his death wound ,is
also worthy of remark, and paralliel to the latsr usss of prose
for oxtreme agitation. The doggerel 1s alse ,as the prose in the
later plays,generally collected into masses which alternate with
scenes of regular versa. In both tone and character-indicaiicn
the do%prel raseeﬁ!as the subsequent prose,ths characters of one
interest only abandoning their usual vehicle when they happen to
appear in scenes which are strongly of the opposite tone; with
trifling excepiions ,ihe chial of waich havs been ment ioned.
In no play is this fsature petier shown. Fut it appears in other

plays,of which the following are soms of the chief. In Patient

/
Grisil the method is found,butthe sevious characters use doggerel
opnetimes. Rut even here ,where the use is tentative , as it is in
Misogonus, the partial application of the contrast is as a rule
conzistent in égf coniradiciing ths relatiion between the two media.
The Marriage of Wit and Wisdom , the Moralitj&entioned above,is

B id%éﬂv.-‘:é'ﬁ:sl,rf _
quite consisﬁent.&,l}amon and Pithiasn, the doggerel bein: contrasised

with more rosgular metre which tends to anapaastic(e.g.V.% 2.130-

206). This latter is most regular in the mo:t elevated paris.
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There are also sceme regular iambic speeches,e.2. Eubulus' speech

on p. 103, Appiusﬁnd Virginia sxresrmesdisomssstsats and Horestss

arﬁélmost consistent:mmwdnlorastos hiinsel falways usss l4-ars,but
occasionally the regular metre tends to anapaestic,s.g.,Haphazards®
speech on p.136. In Common Conditions the use is azain practically
consistent,butin auick dialogus between serious znd comic charactsrs
on pp. 615,616,2645,and 646 the distinction is a.andoned. Lupton'8
All for Honey is all in dopgerel,except the most solemn and em-
phatic part of the play -Damnation'sspesches nsar the end,which
areﬁn regular anapasests. In Cammar[gUrton's Needie the sp.ech of
Dr‘Rai on p. 224 and several of the Balleyv's speechos ,s.2.,p.248,
thesc two being the most dignified characters, are in regular I4—ar$
the rest is in doggerel. Thersites is consistent, and shows the

current tendency well, as it is a iranslaition of Textor's Latin

e o N T e W . B o
s - = = -
e =

. Instances

haxameters P o e et © sy

are also folund iIn ¥isocgzonus (see above), Frologus, and [Il.1.122~
5; 270-7: £#Fx 1¥.1.67-70; 170-189: and BlUpgbears, ] [.858 4.1-40.
Dogzerel of course continued much longer,Wilson's The Fedlar's

Frophecy heinz all in that metre. And there aremanv later plays

which contain doggerel inteocduced in short passages , almost always

*
with a cemic intention(seepp, 4§ )ikx

-y

5$he majority of tnese names and some of the references ars taksn

fvom Prof.Bond's Early plays from the italian,Intro.pp.81-82.
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The close similarity ,in fact the identical similarity,between
the contrast of do:tgerel and rezular meitrs, as shown in Cambyses,
ana the contirast of prose and blan- verse in later dramz could
pe illustrated iIn a score of piays. for zxample, the followin g
analysis of the distribution of prose an2 verse according to char-
acter in Friar Bacon and Friar Sungay shows how conistently the
interesiof a character was indicated and followed in this manner
by Greene: -

DRAMATIS FPERSONAE, . BELANK VERSE, FROSE,

I. PERSONAGES OF HIGH RANX,

Xing Henry 111 101 0

Emperor of Cermany bb 2 {

fing of Castils 33 =

Elinor , his daughter 34 0

Edward Prince of Wales 225 15

2.CHARACTERS OF ROMANTIC INTEREST,

Lacy Earl of Linceln 152 0
g/

Marzaret , the leeper's daughtsr 267 C

M INGPS,

War en Barl of Sus.?.sim’Bz 36 28

Emmsby,a gentleman 15 14

Lam~ert : 48 Q

37 1

Serlsby



DRAXAT IS PERSONMAE, RLANK VERSE, PROSE,
First scholar 11 0
Second " 9 0
A Fost 13 0
Koepsr 25 0
Joan , a country wench 8 0
A Frisnd of Margaret'B 0 | 2

(4) PERSONS OF THE CONJURING I[NTEREST,

Friar Bacon = 367 24
Friar Fungay 87 4
Burden, 4 Doctor of Oxford 35 8
#“ason A 22 2
Clement " 25 5
Jacoues Vandermast 83 l
Spirit 7 0
Hostess of the Fall 14 1
Totals, 1682 110

' ¥ PERSONS OF THE COVMIC INTEREST

: 4 3
Ralph Simnel,the king's fool 0 99
Miles,Racon's poor Scholar 0 160&57 short rhyming
lines
Thomas,a clown _ 8] 7
0 4

Richard



DRAMATIS PERSONAE, ELANK VERSE, PROSE,
sConstable 0 b
5
A Devily 10 11
Toals, 10 2873
TOtals for the play, 1692 €84 303

(There 1s also a prosse letter).

The following remarks hava/to be made on this table. l.#arparet,
the fair maid of Fressingfileld,1s ihe chisf{ romantic character,
though of low yank. The tone always rises with her appearance;
accordingly she uses blank verse throughout, 2. Warren is repgssent-
ed as a man of blunt ,abrupi characterthence the comparatively lape
amount of prose in his part.Prince Edward spsaks in verse sxcept
in famil iar dialogue wiih Ralph, and uader the iniluence of sirong
excitement,when he seces Lacy and Marzaret in Bacon's magic glass.
*S.Hacon is a man of elevaied character;he uses verse , axcepi

when talking familiarly or angrily wiih hi& scholar Rakeh Miles.
(4) Ralph uses prosa when personating the Prince. and betrays hig
real character o the othsys at once. 5.The Dsvil is the usual comic
devil who carriezoff the ¥Vice ,hsye Hiles;h; uses heavy ranting verm
for a soliloouy in which ho exhibiis his demonic character,out
oydinarilv adopts the language of the person with whom he is
dealingadems

In this play ,therefore , ths uss of prose is developsd to a point
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of considorabls subtlety. Lagdpns®aside ths refivemznte which belong
to a latsr period than Cambyses, however ,idshows the parallsl in ths
us- ol dorg rel and prose to b% exacti.
The rapidity-ﬁith wh.ch the practice of combining pross and
blank verse developaed ls exireme;and the number of plays which
are anomalous in respsct of the miziure is small. Furthdrmors .
in th® plavs where the anomaly e:ists, it consistz , in sverv
cage ,not in scme contraveniion of the establ ished relation of
doggerel and rezulasr verse ,but in the incompleteness of the sub-
stitutlon of one medium fo:r iis predscessor. Regular verss,amnss
with rhyme and blank, are found opposad to a mixtureﬁr dozgerel and
pross;so that these plays are iransitional rathe: than anomalous.
The transition is found in The Content.ior betwsen Libsrality and R
Frodigality (1565,revisod 1601k ), PRomos and Cassandr&al578)-Inthe Ad-
dress of the printer to the reader reforencs is made to ths varisiy
of verse used in this plavy :prose nhas a veryv small pari in it ,
The Rare Triumphs of Lore and Fortuns(1582),The Three Ladiss of Lon-
don (1583),g-no blank vaerse is found in this play;The Thres LOrds
and Ladies of London(1585),The Lifs and Death of Jack Straw(1557),
Soliman and Perseda(15688),Love's Labour's Lost(1589),Comady of
Errors(1589-21), A Knack to ZNOw a Hnava(1592),The Weakest &foeth

to the Wall (15865-909),The Troublssowe Reign of Tohn, King of England
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(ib&ﬁ),?hs iwo Centlemen of Vercna(ibg0-2),The Cobbler's Prophecy
(before 1593). The doggerel was oMW cantinued in isolated
passages in later plays , just as regular rhymed verze persisted.
It is found for example in The Tragedy of Hofiman ,C.4§vsrsc.:

Volpone ,1.1:4 Trick to fatch the 0ld One ,1.l.: Ths Roaring Girl,
8eZesFpP-1625107 :The Davil is an Assi&gg,VIOe:The Spanisd Cipsyé#,
11,1 . & 31i.2%

The transition was rapidly made. The abandonment of do gsrel
proceeds synrchronously with the adopiion of prose,and the itentaiive
efforts;small 1§ nunber,contravens bui rarely the definite relation
of prose and verse which subsisted lator. In the face of these
conditions, and of the fact that prose and verse are used togsthe:
from the becinning in as compiete a manner as the doggerel and
recular rhymed verse are conmhined, it is impossibls to concludse
ht that the relation of prose and nlank verse was a new relation.
It was the lasi phase of ths continual adjusiment of prevail inz
media which characi:rized allthe drama of the sixteenth century.

The connection butween the pross and the doggerelis ,however,
much c!oser than a mere similariiy in zelation to hlank verse an:\
regular rhymed verse. Thers arse many similarities of style and
verbal device in the doggerel and eaxly press; as,indeed,mizhi be
expsctsd,since dramatic style depends dirscily and almost entirely

on the functien performed by the medium in question. Too much stross



need nut. be placed ,therefove,on the fact that verbal mistakes
anad by use of dialectz]l peculiarifties are very common in both

the doggerel and the prose. These arse assent [rom regular rhymed

and blank verss ,with one or two exceptltions, and-which implies a

f-

séﬁﬁ%ﬁatwt differonce of function- from Lyly's prose. Thess sim-

ilarities do ,howsver, provid: corrvoborative proof of the identity
of function of doggerel an d piose.

Butv the questien of ths orjigin of the general style of the carly
proge,se far as a gene. al style ocxisted, is not entirely settled
by showinz thut the prosma rveplaced the doggerel in plays of mixed

-

interestizs . The doggerel in it: lat degeneraic stases became less
and less metrical. AU the same time frecuenc¢ omission of rhymes,

and extree licence in rhyminz, by which assonanc: and othar forms
of incomplete rhyme wers admittsed with great freedom,and gradual
incraase in th: length of ths lines - all these producsd a medium
which was yemovad from prose in scarcely any pariticulars cthar

than the occasion2lly perfect rhymes,and scattered patches of just
perceptivlie metre. “atween the doggarel,as it ig seen in ,flor 8i-
amplu’Evaryman and Ralph Roister Doisier, the diifsrence is immense.
Cach gsuccessiv: degencration brought th. dorgerel uearsr in prosé.
Richard Edwards' Damon and Pithias .provides examples of all ths irre:
ularities in the dozcerel. Ths following quotation. ,selecisd almost

L
at random,show tha chief of the approaches to prosc.
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Ine play was probacly produced between 1564and 1568,the first edii-
ion beiﬁg dated 1571.
(1) Long lines,(F.2.rscto)
Grim. 'Tig Musselden, ich waene,of fellowship lei me haue another
spurt.
Ich can drinke as sasiy now,as i1f | sate in mv shurte.
Jack Yy Coc:e, and wou shall haue it,bu: [ will heginne and that
anone
Jegb il avow mon companion
(2)rhyne - omission.tExwwseeai(sev D.4.ractio)is feund ,and impsri-
ect rhymes are very frequent,e.g.,jﬂ4varsc)
Damon. There is no surer nor greatsar pledge then the faith of a
gentleman.
Dionysius. It waz wont to be , btut otherwise now th. world doth
stande .
(Stg élso Eqrscio, thinzes, frindes;EKlversc,alone ,home~ bui instano-
es of rhyme -~omission and imperfection occur on almost svery page),
Such passages are cuite common in other plays : rough long 1ines
are seen in Misoczonus(c. i504) :and Godly nueen Hester.c«.2.,pp.<267
&371:for omission of rhymes and linmas of irregular lenzgth see The
Marriaze of Wit and Wisdom.

Aftey 1520, when prose had appesared ,the preccess of doggeral Cezen-

sration went on. An axcellent examplc of this is Th# Three Ladiss
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of Lonﬁan(c.l5é4},which is writitsn in l4-grs and doggerel. The
dogzgerel has all the marks of dogeneracy enumsrated above,its
most remarkable f{eature being , in fact iis frequent merely appar-
ent avoidance of prose,hy the addition of the rhyme ,which is 1t-
selfl by no means regular. The averace meire is exemplifisd by (D.
d:iS.r8ct0 ) : =
Sinplicity. Why,to ocur vitaille;I&now nothing else we have to do:
And mark if | cannoti eat tweniy times as much as you.
The lines [requently grow much lonzer , howevar,as in Garontus'
speech on D.4.recioc :~
GErontus. [ undsrstand you,siz;but koep touch with me, and ['1l1
bring you to grsat store,
Such as | pesrceive you came to this couniry [or:
Asﬁusk , amber,swaet powder, fine odours ,pieaSant per-
fumes, and many such teoys:

Wherein [ perceive consisteth that country gontiswomen's
joys.

Rysides | have diamonds,rubiss,enseralds,sapphires,smar-
ajines,Opals,onaciss, jacinths,agates, turauoises,and
almost of all kind of precious stones,

And many mo fit things to suck away money from such
green~heauad wanions.

The rhyme disappsars cccasionally, 8.2, Fe2er80t0 : =
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FRAUD, ¥hat says the rascal? PFut you know,
[t standeth not with my credit to brawl:
Bui,good master Constable,for his slanderous report.,
Fay him double ,and in a greater matter command me you shall.
In the later plays i72 occasional pisces of dogzeyeiwhich are found
oiten '
in place of the prose areqaxactly of this nature. The following
fyrom The Lifo and Death of Jack Straw (22,verso)is typical :-
JACK STRAW Ay,marry,Wat,this is another matter;methinks the world
is chanrfed of lat;,
Whe would be a beggar and may be in this sstate?
WAT TYLER We are hers fou r captains just:Jack Straw, Wat Tyler,
Hoeb Carter and Tom Millez:
Ssarch me 211 FEngland,and find four such captains,and
by CGog's blood, I'll be hanged!
Nobg(aside) Se you will be ,neverthelsss,] stand in great doubt.
Hob Carter. C-ptain Straw and Captiain Tvlar,! think [ have brought
| a company oi Essex men for my train
That will never yisid,but kill or else bs slain.
The internal degsneratlon of the doggersl is ,lewevsr, 2 conmon-
place. And th& practice of omitting ithe rhymes hers and thu;ax
is found in noarly 2ll the laicr plays in which deggerel is con-

tainod in laxge guantiticve. Fut in addition thei¢ cceour passagss

%6®.,Ralph Rolster Uoigter,l.s65-376,386-3092,518-5620, #l1.177-185
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of some lengtqéf what appears to be rouch mstre without thyvme.
Thes. ars found both in plays entirely in metre,and substituted foy
prose in plays of mixad modium. Sometimas a baginning of ordinary
doggerel passes into this doubiful kXind,e.g., The Thrse Ladiss of
London,E2verse : -
SI¥ONY Truste me thou art as craftie tc haus an ey: to ths nayne
chaunce
As tho Taylor that out of seuen yardss /%tcla one and a halfe
of durance.
He ssrusd at that time the deuill in the lilenssse of Saint Kath-
arine,
Such Taylers will thriwe that cut of a doublel and a payrs of
hose {ban sisal theiv wife an Aporne:
The dublet sleeues three {ingrrc wers to shert,
The Venec ians camne nathinh asaye the knee.

Examples oi this doubt{ul medium are common¢st in the iransition
plays. it is found, [or e::g%l@,in The Marriage of #It and Wisdom,
Yo 11,1,811.3.,PRomos and Cassandra, 1040-1050;The Life and
Desath of .Jack Straw,D¥recic,R2verso and [renuently:A fnack i Fnow
a Knave, frequently4The Three Ladiss of London,F2recto and verso?l
and Sol iman and Perseda.in Rasilisco's spsechesi and the prologue
to Nobody and Somehody appears io be in ithe same mediun. Alnack to

Know a Knave,performed .Juns 12th,1592,but in its original form pro&
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ably considurahly wsarlisr imv“mﬁﬁm,provxdes ozamples of undoubted
prose ,ragular blank verse’and the ‘doubiiul wind,in stronzly con-

)
trasting forms;ee.g.Diverso:-
Knighi. [ tell you ,neizhbour, nyv great grandfathe;&nd all ay
predecessors have been held iIn gzood regard for their good house-~
kaeping,and (Cod willing)their gcood name shall never take an exizent
in me ; for I will(Coa willing)keep such hospital ity ito my death
as my state can affiorxd, and 1 wi'l ratherx sell mv land fto mainiain
good houselkaeping,ithan .heepinz wy land,make sale of my good name
for housekesping. Puls:iay ,who comes here?
The regulay versze i. sesen in the f{ollewing (EdSrecto):-
Falliff. WMethinks Revenge stands with an iron whip,
And cries,Rspent or I wili punish thee.
My heart is hardsned ,] cannot repent.
Ah, hark,methinks iths .Juacge doth give my doom,
And | am damned to sverburning [irsd
Soul ,be thou saf: ,and body {ly tc hell.
Both ths ve-ular verss and the prose are greatly diffsrent Irom
the other meduim,of which the [ollowing spesch ,taken at random,
is a sample:-

Hones ty. [ helisve you wabl:for offonders never bewray theirz

cffences,

Till the law fiand them apnd punish themj
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Eut you would fain isil how %o know a knaves
Then thus ,the [irst mar thz! you meet in ths morning.,
If he saluis you,draw near hiu,
And smell to his hat anc after smwell tc vour own;
And,my cap to 2 noble,if his hat smsli 1ike vours he is a knave.
[ think I spoke with vou now!

§Speech ofi this Vind is conlined o characters of the Morality
tvpe,¥ho ar- int odused into a romanuic -histordcal plot lile
that of Friar Bacon and Fr ar Fungay. All thess facts considsred,
it seems rcsi natural to conclude that the authcrs or revisers
are here imitatingths dnggarel of the Moraliiies in a blank verse,
6r are yewriting older doggﬁrel D assaces without The zhvme. The
vehicle is different from prose in foux particulars. Therecl con-
stantly recur faint suggzestions of rhythm; the senss [requasntly
ends or breaks widh the line; the words at the ends of the line
are always significant and substantive; the lines are fairly uni-
formin #%k& longth.

If ths play is approach-d waiih the presuppesiiion tha. it im all
prose and blank verss o# the ordinary kind such passacres appsar
1o be due io news gérulsssness on the paxi of author or prinier.
Rut,supposing that some belated effect of dozgerel has occuried
haere,the vhenemenon wouid hrve waaaivbkd a satisfactory explanalion,

il . : 4 min-led roth In form
conuscting i1t and the pross with which 1t iz min:led btoth in '
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and in funetion. Solipan and Perseda is another play which contains
the same mediume. It is all printed as verse in the old OQuartos,

but modern editors have turned much of it into prose. Ur Boas,howavq
the latest edilior,romerks(p.162)"] have printed as prose a number

of speeches which appear In the oguarios im doggerel form. The
speeches of Basil isco,however,with their stilted vocabulary,! have
retained in %their originel form, which ig apparently intonded to

be irregularly meotrical.” There iy little doubt that this is ths
true view,because rhyme appears in this vehiclgoccasionaily;and
Piston's spsechez alsc contain sucesstions of meire.

It seem- most probahble hbhat this nvbrid is the lasi term in the
dozeneration of the doggerol. If that is so ,the pragressive: chanw
of the doggerel! from iis characterisiic formnic a2 medium almosi in-
distinguishable [rom prose has heen shown. The influence of such
z medium on prose must hzave oeen grea?&n styls. Even siopping
short o the conclusion that the dogzerel actually passed into
the prose which it resembled sc closely in function -for 1i is
difficult to conceive the possibility of verse howavar rough
actually passing inio prose ~il seems unnecessary to refex lo thne
Lylyan plays,with their polished ,ariificial style,when ve have
at hand a naiive msdium in mixsd drama performing the functilons

of the early prose,containing similar dramatlc devices,and degensr-

ating to a point at which 1% Is exceediugly hard lo dillereniiate



it from prose. All arguments point to the prose as part of
the last phase of the contrasts, deriving its functions from,

and strongly influenced by, the doggerel which preceded it.

THE INFLUENCE OF LYLY ON DRAMATIC PROSE,

This native prose wzs able to incorporate from Lyly elements
of style which saved it from becoming the mere vehicle of farce,
and which gave it the distinction that later enabled it to Dbe

used for the highest efforts of comedy: as well as developing

by its own energy into 2 medium which could be put to the other

\

varied uses reyuired of it, Lyly, however, cannot be r egard-
ed a8 the main inspiration of prose in mixed drama for other
reasons beside. those which are drawn from a considerati on of
the construction of the typical play und the traditional
mixture of vehicles in harmony with the construction, The
style of the earlisst prose in mixed drama is plain and native,

while Buphuism is largely an ornate foreign product, The
bulk of the Buphulstic prose is small compared with the total
amount of prose in mixed drames of the time during which the
early euphuistic influenceg persists (See pages /5%7). The
temper of the dramatists was highly critical to euphuism, and
frequently antagonistic to it, as 1is clear from ths apgearance
of parody of euphuism by the side of sincere imitation of that

style. The plays which contain euphuism contain also other

strands of prose differing in style from euphuism.



Tﬁé“éﬁphugsmn are, as a ruls, short passasges attached artificially
to prose which differs essentially from Bwly's. And the tone of
the ordinary dramatic prose, and the purposes for which 1t was
aempioysd, are different from, indaed opposite te, the tone and
ZRRY ideal istic purpose fer which Lyly employved his charactaristio
prose ip drama.

The ztyle of ihe carly prose is plain and native,hut the strand
of prose which belonzs tc the comediss of Lyly and Cazcoigne i3

to be traced mainly to I[falian o<ample and imikusgeex inspiration.
The influspce cf Italian prose siyvle on the worl of Cascoigne was
considerable,and through bim and Lyly had a =rsat effizct on Eng-
lish high comsay prose. But ipe mixiure of pross and blan: verss
iz due to the nature of the Enclish play rather than to any ex-
tornal influsnce. Prose a2nd tlani vsrse are found in Italian
comecy and traseds respestively,hui there are no exanples of ths
mixture of ihe two'in Italian !iterature,because ths kind of

play to which th: mixture is suited did not flourish in ithai
literature. [t is necessary to examine the style of the sirand of
prose to which ths plays of Gascoigne and Lvly helonz,shortly,

in order to separate from ipe whole bulk of ithe pross ihat which

exhipits his infilucnco.

Lyly,aﬁ%as been generally agreed, owed a groal debi to Gasgcoligne.



tic work consistis of Supposes,a prose play
translated from +*he prose and, verse veorsions of Ariosto's I Sup-
positi: Jocasta, a blank verse tzanslation of Euripides'play of
the same name: and The §lass of CGovernment,an original prose play
_ L : ;
dating from only five or sixt years beipae Lyly began {o produce.
The plays abound in lengithy moral disquisitions, examples ol which
are o/cellently provided by uvomaiious in Supposes. Gascoigne is
someiimes pleasant ,but never farcical,the nearest approach to
clownage opeing sxemplified Dy such scenes as 1V.5 ¢f The Class

of GCovernment.and Supposes .,1.%2.4. Some of itho scenes azs realis:ic

d

]

amilizr,as 1.2 and 1.4 of Suppuses,but elsewhere there are

&

definite foreshadowings of Euphuism in c¢eariain points which werse
te bocome the main f[eatures of thal siyle when developed and elabor-|
atdd, and which ,Profsssor Sond says ,,''may be traced back,perhaps,

a

n

far as Fern.zd%k translation of Guavara‘é Libro Aurso ds Marco
furslio, 1524, This tsndency is shown chiefly in abounding allit-
syation,pathelic solilocuies,and(in ihe translation of | Suppositi)

in the insertion of mannerad phrases and clauses not found in the

italian. There is an occasional antithetical structure,and once

Ihédr best treatment of Gascoigne's prose is found in Professor
rend's Early Flays from the Italian. Here Cascoligne's sivle and iis

origins,his relation to Lyly, and his debi to Ariosio's use of prose|

in drama arc all exauined.There is also a ilst of anticipatory Eu- |
phursms,




(7

at least & simz&e from Natural History in Lyly's manner,and many

proverbs not in Ariosto....Suppoces as it stands is mere modern in

effect than its contemporary plays,a difference which is larcely
due to that beiween an utierly uninspired anH inartistic verse(ths
duggarél}and a lively and natural prose.'s

The work accompl ished by Lyly in Dram7&s a commonplace;and the

nistory of ihe rise,fall,submersion and zeappesarance of his f[ame

* The fo'lowinz passage from Ariosto's prose version of | Supposit%

when compared with Cascoigne's translation}w1a3snow the differences

made by the latter,and the justice of the view ithal couples him

with Lyly in Siyle.

Supposes, 1.3 ( Hazlitt's Edition,pp.20C&210) :="

DULIPPO. Hard hap had [ whén | first bezan this unfortunate snfer-
4

prise:for | supposed the readisst medicine to my miserable affecis

had been to change nama’clnthes’and credit with my servant ,and

to place myself in Damen's service:ihinking that as shivering cold

by zlowing fire,ihirsi by drink ,hunger by pleasant repasis.

and 2 thousand suchl ike passions [ind remedy by their contraries,

S0 my restless desire might find quiet by continual centemplation.

But alas,! find only that love is umnsatiable: fer, as the fly

playeth with the filame till at last she 1s the cause of har own

decay,so the lover that th&nketh with kissing and colling to con-



by

is teo well-‘nown to need menticn. Ba may accepi the view of EBu-
phuism given in ihe exhaustive treaiments of his prose,with its
characteristic devices of antithesis and balancs,strings of rhetor

ical questions,alliteration,and similes drawn from natural history

tent his unnridled appetitie is commenly seen the only cause of
his own consumption. Two ysars are now past since,undsr the celeour
of Damon's service,l have bean a sworn sservant to Cupid...

In Ariosto's prose versgion this passace runs:-

sima salute riputai wmutare col mio servo 1'abiic o'l nome,v farmi
e ] .
41 questa cﬁsa famiglio. Speravemi,comse la fame per 1l cibo,
per 1'acqua la sete,il freddo per il fuoco,e mi'le altre simill
X ¥ , , TR )
passloni per appropriati fimedi si estinguana,cosi L'amorosa mia
VI - . B )
bianca,per il continu vedere Folimnesta.u spesso raz ionare con
.’ \ n
! - !
essa,ed 2 furtivi ahbracciamenfg'quasi ogni nottd ritrovarnelo &R
\ ) W, T
appresso.dovesse avavs [ins. Aime! Che di tutti gii »ipani alffeti

\ 4 - . - - Pl ¥ &
solo ¢ amore insaziapile. Sono ozgimail dui anni che szotic specie

di famiglio di Lamome ad amox SOTVO..« .



be,

and from clagsical souxces real and fancifulZef the sources of

his stylelol ils influencs on Shaksspeare, and on Crsense and Iodge ¢

ana of iis gensial though temporary influsence on ths polite spesch

of the time which are to bie found in a scors of works. ' from the
circumstance of its having rocived the second share of attention

the nature of his dramatic prese has,however, besen sonswhat cbscureg
Starting from the stvle of Euphues itself as the noym, Mr gondqdﬁv :

|

Seribes his dramatic prose as the same in siyle as ¢hat of the non-
dramatic worf,with 2 much more sparing use of all the pecul iar
apparatus of Euphuism,this comparative rariiy arisisg f{zeom the n&edﬁ
of drama. Seeing that the dofect of Euphulsm lay at least as much
in the excess of the ornaments which distinguish it as in these
ornaments cozgidered in themselves,this is as much as to say that
the plainer prose of the dramas is superdor to the othsr. Never-
theless,while the dramatic prose ig plainer and more Vigorous ,in
most parts the same quaininscs of elfect is sesn,the characteristiic
features of EBuphuism being all present. There is ons new device-

comic Latin auotation - which is apsent from the nondramatic work,

but is very freausnt in some of the plays ,and is also to ‘o found

) C S it 1
*¥The fullest account of ithezs matters iz found in Prolasssor Zond

edition of Lyly's works. Ses also Ths @ambridze Histery of English
3 s - -51_
Litaratura,Vol.&ph.id& Vol.Bch.6,for a bibliograpiy 0! Lyly literat

Ure.



in other Eldzabethan dramatic prose at all psriods. Ths di’ference
in style':etwuan.tha nendramatic and the dramatic prose is rnot =
stationary diilerence. Each successive play shows a progressive
‘modifiéation of his Euphuistic style,and 2 development away f{rom
it. This mo&ification is extremely rezular;ths psculiarities of
Euphuism become fawer and fower,and scme of them practiivally dis-
appear.

Thafﬂfluanca of Cagcoigne 's stylo was probal:ly confined to Lyly.
upon whom,however ,Cascoigne's prose had evidently much effsci,
both in femper and style. Moreover,he provided the ecample of purs
prose drama. There can be no doubt that Lyly,when he was writing
nis first play,must have considared the surrounding chacs of dram-
atic matires ,recular and irregular.and must have comparsd them with
the ordog and neainess of Tascoicne’'s work:and then ,consgcious

ba

171
o
o
D
T

of hisg own aptiiude for prose,with ithe success oi Euphus

him, pust havs determined on produc ng court plays in ornamental
P2
prose.

Ahust 3
Gosson,in The 8chool of &usu(lﬁyﬁl,refars to two prose plavs which

A W b ETI Y . fu ! ha
preceded Lyvly's work,but 4% is not lknown what ihey were:periaps a8

reforred to Cascoigne's comsdies. i -
See the table made by Yr-C. G. Child and guoted bdY Profess T Rond

on p.<89 of Vel.Z.
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All the time that the use of prose in cembination with blan' verse
in the popular drama was undergoinz its firsi: developuenis Lyly
main.ained his production of prose comsdias.In one instance (only did

|
he atcempidthe wingling of prose and verse,nanely in The #Homan in

#*
the Moon,prebably produced in 1593, In fone

s allegorical char-
acter and classical theme,if naintains the tempaur of Lyly's sarlisz
plays,while adopting the popular method of nixed media. The hlank
verso ig skilful and polished, and of a later style ihan darlowe's
Tambezrlains. The prose in the play iz alse ,from Lyly's print d
viaw,also a remarkatle feat. Fhelfallowﬁng goec imen may be contrast-

e ¢

od with the average sivle of Lylyv's prose
Lon o lha Wk gt _

b rr— ( joman in the Moon, l111.2.11 .he#=205-212): <

GUNOFHILUS.Well,in then! Wort mddww not a pretiy jest to bury him
: A : ; e i g

guick?® warrant ii would be a good while ere sha would saaoch nim

out of his grave with her naills; and yst she night,ioo,foxr she

hath dizged such vaults in wy fade ihat ye might zo from my chin

to my eyebrows batwixt the skin and the flesh! Wonder not at it ,

cood people!l can prove that bRere hath been iwo or three merchants

with me to lay in wine. But that they de noi stand so conveniently

as they would wish (for indeed they are everyope tpo near my mouth,

* 2 = T
There is another play of nmiked medium which may possibly be Lyly's

" —The Maid's Metamorphosis,-which was not produfed till 1599,and

5 e wrl i ' ) i
therefore does not affect the argument here,whether Lyly's ox not
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and 1 am a great drinkex)! had had a Guarter's rent beforehand...
CGunpphilus is the only personage who usag prose regularly in the
play,cembining in himself Lyly's pace with the popular clowm. ls
is not ,however,a ver: farcical person as a rule,and thou_h prose
is minzled with verse in the way which was becoming iradifional
the underplot is only siightly developad. “ui here we have the
author leaving his own manner,and thig Iactjﬁomhinad with the non-
suphuigtic siyle of the prose,shows how the author of Euphuss look-
ed on the siyles and use of the press of the populay drama. ‘
The comparative plainness of ths early dramatic prose ,sxcopt in
passages-to be dealt with shortly - 'where Lyly is boing dofinitely
imitated,can be seen at once by contrastinethe stvls of Endimion
(1585 which best represents hiz dramatic siyie with the earliest
pivces of prose in populay drama. In this play ,as in most of
Lylv's,the Engzl ishh tendency to cembine an elevatsd with a comic
themo is observable. THE averaze manner is seen in the following-
sxtracte-111.4.):~
HESRYCERON . Lumen idas, release ENcimion,stmssgesintere for all
things (friendship excepted) are subject to Fortuns; Love s but
an eyeworm,which only tickleth ihe head wiih hopes and wishes:

friendshin the image of sternity,in which there is nothing ¥AZEEX

Suemeaitt novable,nothing miscievous .kesmstaaiianasasn- AS much



difiference is there batwgen beauty znd virtue,bodies and shadows,
colours and life; so great odds is there between lovs znd friend—
ship.

Love is a chamelson,which draweth nothing inte the mouth but air,
and noﬁriaheth nothing in the hody bui lungs:bel isve ne , Eumanides,
desire dies in the moment that beauiy sickens,and beauty [adeth
in the same instant that it flcurisheth. %hen adversitios flow,then
iove ebbs: but frienship standeth stifflv in sterme. Time draweth
whanklaé.in a falr face ,but addeth {resh colourg tova fast friend,
which neither heat,nor cold,ner misery.nor place ;nor de=stiny,caun
alter or diminish. 30frisndship, of all things most rare ,and thero-
fore most rare because mozf excellent, whose comfort in misery .s
always swoet,and whose counsels in prosperiiy are alwayvs foriunate.
Vain love ,that pmly ceming near io [rienship in name,would seenm
to be the same or better In nature.

Tha style of the earlegt prose in mised drama is quite dillerent
from thig,commsac inz as a plain homogensous nredium.from which 2
farclical style poen develops. Hot ome of the pagsages cited helow,
which are the sarliest passages of prese in mixed drama,shows amy
trace of the charaocisristics of Euphuism,though Lyly's example
dates from 158C. All are plain ,and indeed often rude ir stylo.

Whotstone's Promos and Cessandra shigs-iegssx (1078) and The

Three Ladiue of Londoa’Eive as realistic imitatioms of proclamaticns
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ﬁanYWhers in the drama. Thus The Theee Ladiss of Lomdon(1583)F- 1.g1a6

to:_~

JUDCGE (Mercadorus repeating after him) Say: I, Mercadorus,de utter-
ly renounce belore all the werld my duiv to my princa,my hnsnour

to my parents,and my goodwill to my country. Furthermore, I protesti
and swear to bs true to this country during life,and ithereupon I
forsake my Christian faith-

The second is an squally rveal:stic aitempt to rasnder the ravings

of wmadnese.(The Rare Triumphs of Lovs and Fortune, !582) Romslio,

ths character who speals this passagasis maddened by misforiune

and the losgse of some beooks.and chanres fyom hiﬂhsual versg €0 prosd.
(ps2db) 1=

HERMIONE 0O, father, my dear father.,hark.

|| Bomel io. Father,my dear father?Soul, give me my books. Lot have

. no mors tarryingg the d4av bekins to be dark:1it begins with tempesis.
P Thunder and lightning! Fire and brimstons! and all wy hoo's are
gons,and I cannot help myself nor my friends. What a pestilence!

#ho comas there®

‘ ¥The stvle of the prose of The Contention between Liberal ity and

Prodigal ity (1565),whatheyr orisinal or due to a lais reviser,shows

e —

no Lylyan influence. The prose .arts of The Famous Victoriss of

1

2 . 1 Il .o Wy i
Henry V,which Mz Fond puts before Lyly,though it is usually ascyibs d

to 1585-68, somet ines seeny to suggest Lyly,but the rough stats in X
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The pross of The Thiee Lords and Ladies of Lomdon,whic! is the
first mixed play with any considszable amounit of prose.shows no
trace of Lyly's style,except one doustful 5inils(383), The Spanisn
Tragedy shows its influence both in prose and verse,(s.g.l11.5
and 111.6.45:&56-60), Tocrine(1585) is the firgt play which shows
the tendency to imitab€and parody Lyly. From this time for several

) T ne ; i , L ;
years his influeeme grew,and rapidly veached its aeight,ic sufier
@ rapld decline avalin. When the high comedy prose was developed by

o+ 4 . "1 I
Shakespeare a fresh bui move remote influence from Lyly bepan.

the uze of prose for high comsdy did not develop ags early as the

other usss of prose in mixsd drama;when it did appsar the influence

I These. ramarks are confinad to the fsatures poculiar to Euphuism.
There are cthers,e.z. alliteration,and puns,which are found in much

literaturs of the time.doggerel, racular rhyme,blan vsrss and prose,

-

though

which ars scmetimes claimed as EUphuistic,but are not so ,

their use by Lyly is excegsive. They ooccur bsfore Lyly's time as wel

ag ziter.

K Wl conhansd fron foivunfiags.

w#hich it has cowe down makes any reasonisg from it too doubtiul

1d & to be 3 yough copy of
to be adduced as zood evidenca.lt appsars 10 08 3 YOUE ey

: Siank vetr the regular way.
a play which combined prose and tlank verge in the regular way

(SZp}V, &03,)
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of Lyly on polite oonversatxoqaas reflected at oncs in the high
comsdy siyle,bui rather in %bes way of rofinement than in any
doefinite imitation of the special devices of Euphuism. Lyly cer-"
tainly helped to save prose from becoming vulzarised, {rom degen-~
erating intec a vehicle for only the farcical mnaitter of the drama.
Fut the later and geneval iniluence,which datss from aboui 1598,
szcepted,the infiuence of Lyly on style is strictly 1imited.$

The amount of the Euphuistic influence and prose of the first
draught is small relatively %o the ifotal bhulk of the prosze of Lhos®
years. The course of prose In mixed drama may be¢ descrinusd as the
rapid development of ssverzal marners from the original un.iorm plain
style just illustrated by the exiracis conirasted with Lyly's work
Rgtween ihis stvle(to which must bz zdded the favcical prossa,howew 3
which was gither original or developed immad;atelg)anu Shakespeare,
in whom ars found several distinct styles/ﬁafinitely adapted %o
seeral uses, there is a sieady development. In popular drama,

Whese a nreed usuallv impresses its mark more iamodiatsly and evid-
ently than in any other form of composition that does net appsal
divectly te a popular audisnce,he mauner in which the prose WZeo

13 e e 3 — ) y &
used modified the style quickly, and it was only where Lyly's styl

e Mmandr (] Y st b
* ?orfm aocnuniﬁof Lyly's influence se:-eﬂpp. A50~ 284 Mlﬁf 1])" hﬁu-
A

54113
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satisfied some dramatic need that it appuwared successlully. The
early influence, which ran in the three direcilons of slavish im-
itaticnin considerablepassages bv Greens ,Lodge and Nash;scattsred
imitations incerted in a prosse not oitherwise related ito him; and
parody in isclatod passages - this Infiiusnce can be definitely siat-
¢d gand its amount definitely limitaed.

The two plays which contain in the dialogue lar¥ge bodigs of Eu-
phuigtic imitation in the sarly and narrowsy sense are Gresena's
Crlando Furioso(l%QQ)and Nagh's Summer's Last ¥ill and Testawent
1592). Roth these ; however , coritain other sivies of prosses,which
strongly conirast with Lyly's. Orlando Furioso may be taken as an
grample. In this play thers is (1) comic parody of Euphuism,526-

375 :(2)imitation of Euphuism,without any special farxcical intenz.on:
874-680:(3)pglain ordinpary prose,o.g.edex 750-760,&1199-1229:&3)
ordinarv clovwn pProse,0.g.202-934,065-282. The following quotations
:llustirate the diffuvrence of the siyles.

(1) Euphuistic parody,il.s26-53¢

Orgal o (=oliloquizes) I am sent on an embassage to the right mighty
and magniiicent,al ias the right proud and poniifical,the couniy
Sacripani. For Marsiilus and Crlando,knowing him to be as full of
prowess as policv,and fearing lest in leaning to the othsr factlom
ga might creatly pre judice them,they seek first to held the candle

before the devil :and knowing him te be a Thrascnical madcap,they
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havs sent me ,a Cnathonical ocmpanion,tc give hinm a lettuce fit for
his lips. Now,Sir,“powing his astronical hunours,as ong tha: gaz-
@th so high at the stars as he unerer looksth in the pavsmants in
tha streets - But whist ,Lupus est in fabula.
(2) Buphuisfic imitatdon,ll. B871-680:~
ORgalio. Fy my }roth,my lord, | think Anrelica is a woman.
ORLANDC #What is that®
ORGALIO Therefore inconstant,muiable,having their loves hanzing in

their eyslids;that,as they are got with a look ,they are

lost again with a wink...
(5) PLzin ordinary prose,ll.uSe-1001:-
CRCGALIC Look ,my lord ., here's one killed.
ORLANDO WHe willed him?
ORGALIO Vou,ny lord, I think.
ORLANDO }? Jo,no, I seﬁ%ho killed him. Coms hither.genile sir,
whose.prowesa.hath porformed such an aét: think not the couzriscous
Palatine will hindey that thine honour hath achieved. Orgalio,
fetch me a sword,that presenily this squire may Es dubbed a knight.
(4)08zdinary clown prose,ll.902-909: -

Enter two clownsg.

‘Tom. Sirrah Ralph,an thou'lt go with me 1'11 let thee see¢ ithe brav-

sst man that ever thnou sawgst.



72

Falph. Sirzah Tom. 1'11 beliawaﬁt was he thai was at our town on §
Sunday. 1'll tell thee what he 4id, sirrah. He came to our houss o
when ail ouxr folk were gone io church.and thers was nobody at

homs but [,and he con s in and 2de me fotch him some drink. Now,
I went and fetched him some. And ere | came azain sby my troth,

he ran away with the roast meat,spit and all,and so we hat roihin

o

put porridge to dinner.

Tho amount of close Euphuistic imitationy in passaces of some lencily
such as is seen in these two plays,is comparxatively rare. It is foun
in no other plav evcept The Wit of a Voman(ioc04).

Shakespeare's early plave ,especially Love's Labourd Lost,contain
passages wWhich approxinate to thesa, and Love's Labour®s Lost is
sarlier than thesv two. Rui mest of the Euphuigtic passares .both
in Shakespeare¢'s and other plays, are isolated scraps tac<ed to
siyles which are as different fyom Lylv's as the contrasied style
in Orlando Furioso. The following passages from Greene's .Japss 1V
gxhibits éhe method in which these piecces were intiroduced. The
average style oi Andrew ,the character from whose parit the pisces
are selected, iz represented by 1V.111.91-102:-

ANDREW Co,and the rof consume thee!- Owhism 3 trim world is this!

My master lives by cozeming the kingsl by flattering him;Slipper,

my fellow, by stsalinkg; and I by ifeing. Is this not a wily accord,

zentlemen® This last nizht our jolly horsekeeper,baing well steeped
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in liquer.confes=zoed to me the stealing of ny master's writinss,

and his greal reward. Now dare I not bewray him,lest he discover

my knavery. But thus have | wrought. ! undersiand that he will pass
this way to provids him necessaries. But if I and my fgllows fail
not we will teach him such a lessom as shall cost hin a chiof placa
cn pennilesg bench for his labour. 2ut yondsr he cones.

Into this style is inserted the follewing passace, (1V.¥.):=
ANDREW(to the king of Scotland in the presemce of Ateukin ,his
masier) HMighty and maznificent potentate, zive credencs to mine
honourazblgzood lord, fer | heard the midwife swear at his nrativity
that the fairies had given him the property of the Thracian stons:
for wno toucheth it is exempted from grief,and he that heareth
my masisr's counsel is already possessed of happiness. Hay,waich
is more miraculuus,ag the nobleman in his infancy lay in his cradls,
a swarm of bees laid honey on hisg lips in token of nis eloquance,

.

. ==

for melle dulcior fluif oratilo.
The whele dramatic literature of the time contains serapg which
cams {rom Lyly or were imitations of him,inserted into bhoth prose

and veese of styles which in general characteristics had no other

¥ For aFull list of Shakespearma's Euphuisms see ¥.lL.Rushton,Shaka-

.~ Sposare's Luphuism. The book,however, errs in ascribing to Lyly

' st

" evory similarity of phrase 4many of whadeh are accidental or derived
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relation to hig work.

That the stylefof Euphuism was foreign to the itemper of the drana
is not more clearly proved by the appearance of other sivles in the
sawe 'play with it,the short duration of its first and divect in-
fluence, and the fact that the great bulk of Euphuistic imitation
consisis of scraps of it inserted into pwew® matiser which owed
little or nothing to it in siyle,than by the existence of parodias
of it  which appeared as scon as the genuine imitations,and dis-
appeared with them. Parody implies a definite difference of itsmper .
and a kind of hostiliiy,even when i{ is employed as a useful comic
device.

The whols tone of Lyly's plays was différent from the prose parts
of the popular plays. Hls dramas have an idealistic tendency always.
They are court plays,portraying conditions far removed from crdin-
ary life,and the medium the characters employ is a highly unnatuxr-
al prese,suited to the tone of the playz. It is true that there
are different levels of tome in Lyly's plays somewhat similar to
those which we find in the plays of mixed prose and verse,but
even in the more cﬁmio parts the characters are unnatural and their

speeches nighly mannered. Bu:c the purpose for whieh prose was

from the common speach of the time.
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introduced in the mixed drama was—$he oppestie—ofthis. [t was a
realistic Jmpulse which led to comic scenes and the spsech of \
humble characters being rendered in prose in contrast to the blanl:
verse. Wo canrnot ascrive,therefore,the use of this real istic mediunm
to Lyly's ldealistic example.Lyly was rsmarkable,not for using prose
in drama so much as for attemptiing to writs entire dyramas in prose,
for extending the province of prose and raising its siyle and
mak ingz this mcﬂiumnwhai weuld have been in other authers the duty
of verse. /

The mixiure o{ prosgse and verse was due to the consgtruciion of

the typical Elizapbethan plav with its mixture of ssrious and comic,
the strong native sense of form harmonizing ths alternations of
medium with the changes of tone in the play. Various infiuences
helped to bring about ithis pronounced feature of the drama¢noiably
the mixture of regular verse and doggerel wiich was commowbufore
the playe of mixed prose and blank verse came into vogue,and the
sxanple of Italy in blank verse for *ragedy and prose for comedy.
Perhaps some oritical opinion of the writers reinforced the avid-
eni natural fitness of each medium for the paxiicular purposes

to which it was applied;ihough learned opinien in general was as

1%

muc h against the miturs of media as it was against the m};ure of

tragic and comic.



76

Chapter 2.
The Manner in which the Prose is Used in ¥ixed Drama.

l. The Rational Basis underlying the use of the pross. P. §/,

Tno mixture of two media arose, and parsisted, because it satis-

lied a dramatic need. Crdtical theoxy ignored it and shed its in-

tiuence in other dirsctions. %ut}zn many other matiers}critical
theory was deferred to in tne popular plays. Thouszn tuere is nothing
in Renascence criticism about the mixture, tne rekaticn of the two
vehicies in comb inat ion has reen discussead in modorn 1imes. out

almost entirely with refsrence {o Shaksspsare. The use of the two

modia shows, not a negisct of form but a strong E=fxf senss of

forem: for it harmonises with the rise and fall of the tone. Each

medium has certain sxcsilences and certain defecta. by the use

of the two togsiher ihe dramatists were abls o cover a wider

ranze than they could otherwise have done. Tharafore this feature
i3 a necessary condition of the excell.encs Elizaveinan drama reach-
ed. S5lank verse is for higzher. pxose fozx lower, tome. ~lank verse

is the main or normal msdium. Certain uses of pross caﬁ be ety
deduced from this- e.z.proclamations. Reasons can oe givan for

the existence of plays entirely in one medium oy the side of the
others. These ars lazcsly due to the infiuence ol critical theory,

pout sowme prose plays are due (o i@ zraaual ousting ol verse oy ¥
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prose in comedy,which tenﬁanoy appearsua about Shakespeare's tiuma,
put was not universal. Though blank verse was the nmain madium as
2 rule, in these and similar plays prose has taken its place. The
tests by which the normal wedium of a plavy can be found. In a

certain numoer of plays the mixture of the two media seens to be
capricious. Shalkespeare and Webster Use .roSe WAAIs Verse oroaxs
down, i.9. abtove as well as oolow prose. [he relation of tones is
determined lor sach play,and the point ati which changes are made
from one mediun fo the other therefore varies frdm play to play.

Since blank verse is the normal medium in most plays,and prose
is artistically related f{o il Lhere,in these a special reason can
be found for eafh good use of prose. In general scene-iocne and
characters are combined o sult one another:hence verse is attach-
ed fo slevated tone and elevated characters,prose to lower -with
excopt lons mentioned.

It seens from the general regularity and [requent subilety,
according te the avove theory. that the combinations of prose and
verse were intentional and made after reflection. Tanis is confirmed

f»{p Aianeatrs r'

by passares in thew worksnwnion rofer to this suo ject.

2. Representative lists of plave in mixed prose and olan varsa.?.”ﬁ

.Plays which are quits consistent witn the above theory. bo. Flays

waich observe the conventional use., but contaln irrvegularities.
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Ce lor the list of plays which are quite irregular see p.

3. The Elacoration of the various usss of proge. P. /4.

Hegidas prose for proclamations, letters, deeds, etc. the spscial !
reasons fox iis use, waich are all connscted with the rational
basis, are madness, necessary business, [arcical matter, Lhe serious|
speech of humble characters, high comedy dialozus, realistic imitat-
ion and parody of the actual speech of the upper classes, the

speech of "humour characters": a serious prosa in the chronicle

plays, oratorical and oiner serious prose,2levated and postical

’
prose: to express anything unnatural,such as hvpsorisy, disguises,

@tc.: for sudden agitation and any vicleni passion. The usa of

prose becomes zradually more subtle. There wers various methods

of transition,sudden or gradual,according to nsed, Irom one medium

to the other.

4, Shakespsars's use of prose. F. %4,

Kyd, Mariowe, Creens and the others all playsd their parts in this
elaborat ion, wihica reached its heighi in Shakespears. The gsneral
opinion tnat ne alone had a rational basis for his uss is wronz:

he merely surpassed the others. His pross has peen examined in

variobs ways: these accounts summarised: correct concluslions aave

péden arrived at in them, except as regards hls relation Lo Ais

prodscessors : but thede ars omdssions. He was the first to use
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high comedy prose in mixed drama. There is a gradual davelopusnt
in the use of prose iIn his plays. His achievement in this dirsct-

ion summayr ised.

5. The use of prose after Shaksspeaze. P /75

On this little useiul pravious@worx< exists,and it is mostly con-
fined to the style of the prose. The general opinion is tnat,with
eiceptions,tne dramatists after aim were irregular in thelr usse.
Ine developwent of drama,and especially of blank verse,greatly al-+
fescted the uss of prose. This did not increase in subtletv,but a
nigh degree of consistency remained for a consideranle 1 inme;

then with the gradual deterioration of the other parts of the drama
irregularity in the use of prose lncreased. A large number of auth-
ors continued tne old uses when the contrast oetwoen the two

media had become weak. Fletcher avandoned These now indistinct
contrasts’and used his irregular verse as the sole mediunm in many
plays .He was followed oy Massinger,and exerted much influence till
the end of the drama. A list of ties plays of this kind. Sumnary

of the use of prose by Wepster,Ford,Snirley,"rone,atc.

6. Various congiderations. P; fqg

Piis convention of prose and verss acquired a great force. Spoma-
times it caused inconvenience where it was adhered to. Examples
of its force. The decay of the cenvention illustrated:especially

in the separation of tons and characier interssd. This was not
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alwaye bad,but easily passed into pure irregularity. The use of
poth media in the same spsech. The tendency to slip into prose

without any valid reason.
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T'HE MANNER IN $HICH THE Pg 0§k 18 USE D.

THE RATIONAL BASIS UNDERLYING THE USE OF THE PROSE.

The growth of a convention in the use of prose from its beginning
till the time when it reached its fullest and subtlest employment
in conjunction with blank verse, and its progrsss till the closins
of the theatres has now.to be traced. The tradition of the manner
in which doggerel and regular verse were combined, that arose émong
the shifting conditions of drama befors 1570, was handed down tc
the mixture of prose and verse that succeeded. The mixture of
doggerel and regular verse arose hacauss it satisfied a dramatiic
need:and the existence of ths mixed prose and verse in drama is to
be explained by reference to a similar need. The explanation of
the two mixtures on zenoral aesthetic grounds is ome and the same,
and it is the differenca betwsen them that is to pe explained by

tho particular 1iterary conditions.

The theory ¢f the sub ject is perfectly simple, and vet indispensable

for explaining the uses of prose. About the time of Lyly it bezan
to be percsived more clsarly than before by dramatistis that drama
was neither, on the ons hand, a mere opportunity for farce, nor,

on the other hand., 2 mere exhibition of ideal passicns and figurss.

The simple rel igious and moral aims of ths Miracle and Morality

Plays had already succumbed: and the dramatist was drawing nearar
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to the roprosentation of actual life. At this point in the develop-
ment there appsarsd toget her ,as in =%k other kinds of litaratura’
.the opposite growths of the representation towards ideélism and

real ism,each of which tended, when given free play.to oust the
othsr and expand undisturbed. It is a conspicuous token of the
excellence of our sarly Regular Drama that it succeeded so often

in oowoiningﬁoth.tha tendenc les,not mersly in iis content,but im its
external forn.In ganera],the prose repres=znits the realistic and
verse the idsal isiic {endency. AS 2 rule the regular dramas show
both tendenc ies, and are elsevatsed or ths reverss according as the
bulk of the prose surmounts or sinks Delow a certain level.

Renascence criticism hitd litfle or nothing to say about the mix-
ture of prose and verse. The learned tradition identified dramatic
art with obedisnce to principles logically deduced, or supposed

to be logically deduced from Aristotlds Poetics; -and. there 1s 2
conslderatle numbsr of Engl ish playé, genarally of minor interest,
which conform to these principles?! But the main body,consisting
of plays which combine trazic and comic, blank verse and prosae,
do not conform to them. These plays had nc defendsrs, and few oppron-
ents who troubled to proncunce at length critical strictures upon
them. Sir Philip Sadneyggnsures'ths contemporary English plays as

)

neither true tracedies nor trus comedies, but 2 mixture; he heolds
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that they outraze the gaave and weighty character of irazedy, its
elevated style and the dignity of the personazes, by minglinz kings

&
and clowns. '

* An Apology for Poetry,p.199.(Elizabethan Critical Essays od.
G. Gregory Smith.) "But besides thess gross absurdities, how all
thelr Plays be neither right Tragedies, nor richt Comedies:
mingling Kinzs and Clowns, not bscause the matter so carrieth it,
but thrust in-Clowns by head and shouldsrs, to play 2z part in majes-
tical matters, wiih neither decenoy nor discration: So as neither
the admiration and commiseration, nor the right sportfulness, is by
their mungrel Trag;;;—comedy obtained.! know Apuleius <id soms~
what g0, but that is a thing recounted with space of time, not
ropresented in one momsnt: and I know the Ancients have one or two
exzanples of Tragiacowedies, as Plautugs hath Amphitric.Rui, i { we
mark them well, we shall find, that they nsver, or very daintily
match Horn-pipes and Funerals. SO falleth it out that, having mex
indeed no right Comedy, in that comical part of our Tragsedy we have
nothing but scurrility, unworthy of anv chaste ears, or =some exirene
show of dolt{ishness, indeed fit to 14ift up a loud laughter, and
' the

nothing alse: where ﬁﬁuﬁwhole tra¢t of a Comedy should be full of

del ight, as the Tragedy should be still maintained in a well raised

f adniration.

E Cascoizns,Notes of Instruct ion,p.52,5ays'"To mingle merxy Jests
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sut if we consider the twe strands in these mixed plays separately
we find that they conform to and indeed illustrate current critical

|
theory in several wavs. It is as ;ﬁ the dramatists had besn oblized |

to conform to popular taste, which was the cause of the introduction

of the interludes of comic intsrest, and had at the same time, while

admitt ing this cardinal violation of thaoreticai prinoiples,en- \
deavoured to pall iate their offence by subservience in certain
particulars. In the first place ths psrsonages of ths tragic or
serious parts of the plays are generally of high rank{ and con-
varsely,the comic characters are nearly always of humbla station.
The violations of this cancn are few. it is within these separate
circlas that the varioug types of character are generally avolved;*

Now the English drama goes as far as any drama, the mixture of

in a serious mattsr is an indscozrum",with evident refexehce#tn
the popular plays.

# Spingarn,Literary Criticism in the Renaissance,quotiss several
passages [rem critical authoriities on this cardinal principle of

dramat ic theory at that time (s.g. Ceraldi Cinthio,p.62).
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comic and tracis being once admitted;in ite adherence to decorum

in style, by means of this mixture of verss and prosa with whish
we are dealing. In gravity and weight ,s0 far as these can be em-
phasize’ by metre,conceptions, and diotion,it is inferior to no
tragic dramz: and on the other hand, the lanzuaczs of its comedy is
as humble and colloquial as the strict}st of oritics would demand.
Though placed in juxtaposit!on,Seﬂeca cannot oe too heavyy., nor
Plautus toc 1light.

Another point which iilustrates conformity to critical theory is
found in the immense amouni of comic prose ﬁritten in dialect or

Ahe

broken Engl ish. The suo ject matter of’comic was generally held to
to be a slight evil which was neither sad nor destruciive,and which
we perceive in others but do net believe to be in cursalves}Parhaps
the appropriatensss of jargoqéf all kinds az a czuss of ths 1lud-
iorous is not suificient to accouni entirely for its appearance
and profusion in the drama, bui it is at least intersesiing to noitlce

in view of its amount how conpletely its use conforms to the currsni

< 2
learned notion of the causes of laughter.

1-Spingarn quotes Trissino and Rebortelll on this point.

% put Sir Phil ip Sidney ob jects te it (p200) "And the zreat fault

even in that point of laughter, and forbidden plainly by Aristotlg
do thet .

dfobbat they stir laughier ir sinful things, which are rather sxssp®

execrable than ridiculous: or in miserable, which are rather o
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As regards the appropriatensszs of vers&ﬁo tragedy and prose to

comedy there was a dofinite opinion. Castelveirs saw an indecorum

in the use cf prose for tragedy, and Faolo Heni, who champisned

prose for tragedy as well az comedy, was zlmest aleone in the first

part of
writien
bs best
car%ing

Though

ing the

2 3 /
his opinion. The zensral notion was that tracedy ouzht tqbe
1

in verse, and that it was dountful whether comedy micht
written in prose or verse. Thers is no explicit dictum con-
the mixture of prozse and verse in the same plays

there is little or nothineg in Renascence oriticism conceorn-

rolation of prose and verss amx in combination, in modsrn

times the differsnces between biank verse and pross have been fully

discussed: and, with referencs to Shakespeare principally, the

relation of thse two wnen thevy are used together in a drama for purxr-

1. p25 of Postica; see in Saintsbury,History of Criticismjvol 2,p85,

2. seo inid. plO7.

3. see ifoid. pll7.

v pitied than scorned. For what is it f{o make folks gape at a

wretched beggar or a hepggarly clown 7 or, acainst law of hespit-

al ity,

well as

to jest at strangers, because they speak not English so

we do%
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poses of contrast has been treatsd also. Tha mixture of blank verse
and prose which distinguishes the form of so many English dramas
from the drama of other countries is closgely connscted with the
mizture of tragic and comic matter which had been always a salient.
characteristic of English dramas. Our dramz has heen praissdlas
copy ing nature in the combination of the two olsesmants in one action,
ag in real 1ife the sublime and comwmon, Nrazic and comic. so often
stand in closs juxta-position. The combination of the two elements
is found in the earliest English dramas and continued to mark our
plays down to the closing of the theatres. The whole tone of many
of our plays exhibits a continuous and deliberate rise and fall.

To snhance the dramatic of fect, to harmonize wilth this undulation

of tone, the dramatists instinctively scught for avery varietyv of |

form, of stvle and diction. Confined within tae range of one mediums
whether prose or verse,they could not have combined zo many deZress
of tone, and ithe charm and richness of our plave is largely dus to
the range of msdia which enabled the authors to pass [rom such

heizhts te such depths of feeling and character. This is easily

sean by comparing the plays of comparatively presaic blank verse

1 The mixture of tragic and comic, which always eaxisted in &he nation-
al drama of England .... was but the necessary consequsnce ol that

pecul iarly national culture of mind which predominated undisturced
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of Ben Jonson with those of Shasspeare. In the plave of mixed
mediun which the former has provided us with ws miss the charm and
variety of Shalkaspeare just because the range of form which Ben
Jonson had command of Is so much narrvower. N0 doubt the rangs of
form needs‘graat skill in the manazemeni, but it seems likely that
the difficultiss of zuch a wide range were ragponsible for ths sxis-

tence of so much bad dramat io work side pmy sids with tae most magni-

in the course of the development cof English poetry. In real life
the suolime and common, irazic and cc@ic, often =ztand close tozetith-
€T« ses.lhs combination of the two dramatic elemesnts harmenized
with the form and composition of the earlier English dramzs...l do
not merely allude te the exchanzs of prose and postry...but also

to the continual change of the whoie %tone,of the sityle and char-'
acter of the diction,which keeps paos with the course of itha action,

the coming and going of the various personages,and with the changes

of zituation. Poth necessarily enhance the dramatic effecti,pro-

vided only that the change be not accidental but such as we find

it in Shakespeare,arising always with intrinsic necesgsity from the
sub ject and from the development of the actioNeee. (Pp. 1038104), ..
In Shakespeare we iind side by side the gresat and saall(in language
az in evsrything else),the sublime and low,the hichest poetical

f1 ights by the side of the ordinary phraseclogy of everyday life...

(p.831}Ulrici, Shakespsars's Dramaiic Art,irans.
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ficent creations of ithe Elizabathan age. Bui thess lattsr,the best-
known examples of the Elizabethan drama’are written in the mixture
of verse and prose,and as a rule the plays which are wholly in verse
or wholly in prose fall ouiside the class in which the mastarpieces
are to be included.* |
There are , of course, many kinds of dialogue which zo equally well
in sither mudium.I All necessary buzsiness and marely convantional
comparatively toneless speech ¢an bs randsred in verse or prose
indifferently. The verse will add in dignity what it lcies in rap-
idity,will gain in grace what 1! loses in realism and concentratcion.
As a rule the Elizabethan dramatist used verse for such mattar bes'
Cause verss wWas the normal maedium. When the soul of the spsaker
is elevatad ,serious and calmor in solitarv contemplation,ths even
flow of verse is its natural accompaniment. Shakespeare coniined
" verse ,in his mature period,io securing such sffecis. Bui he
either instinctivelv or del iberately turned to prose for rendsring
such affects as would lose more by besing expressed in verse. All
speclally real istic phases,and comic thought ;with its uneven

rapidity,;correspond to prose mcre than io verse. Intimate convars-

ation ,and quick interchange of ideas,and spsusch whizh oxpresses
!
#*
Sa?b.ZZg.

See Ssccombe and Allen,The MAgs of Shaksspoars.pp. 117-122,
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thought wich ig too tense for the dif fuseness of varse,or too

|
fubileof involved tormented changes of fsslinz for ths svenness of

|

|
it§ flow ;he couches in prose. If hs had an gxplicit theory of the
relation of prose and versge, such a skatch appears to express it |
in outl ine. The whole theory of the relative fitness of the two ‘
media can be deduced fxom the dilference peiween them as it is '
expressed by Professor Saintsbury*:”ﬁs the vssence of verse- {

metre is its identity ....and recurrence,so ihe essence of prose-

¥
|

ideal Elizabethan dramatist,covers ths complete range of human feel-

rhythn lies in variety and divargence.' Shakgspeare, talken as the

ings,and represents cach In its appropriate rhythm:and there are
neutral parts in his plays whers the main medium by its simplicity |
and yet variety approaches so closely to prose ihat i% can scarcely |
be said to differ from it in unanalysed effeci,while The exiremes

of each kind constitute a divergance as wide as that beiween the
opposite poles of fseling, and these exiremes both of mediun and
tone are separated [rom Bach other by infinite degrees.

Dryden's theory and practics arfofd an excellent comwnnﬁlon the

way a dramatist regarded the use of ihe various media. On the
reopening of the theat®es he produced chielly prose comsdies. Then

he turned gradually to tragedy written in rhyme. His Indian Em-

*History of Prose Rhythm,p.450.
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Euperor, 1666, was wholly in rhyme,and betwesn 1560 and 1675al1 his

" plays wers writien in rhyme. Then he abandoned if for blank verse,
and from 1678 all his plays were written in this vehicle. In his dis
cussien on the respective merits of rhymed and blank verse he
remarks, accounting for the use of blank verse by the Elizabethansj*
"Says Aristotle, 'tis best to write tragedy in that kind of verse
which is nearest prose:this ...with us is blank verse...".3ut .
expressing his own opinion he says,"Blank versse is at besi cut

a poetic prose.a seimo pedestris: and as such mosi it for comediss,
where | acknowledge rhyme to be improper." and “""I deny not buz

that to lmitate nature in that perfection they (the Elizabsthans)
did in prose(in which he would apparenily include hers samo pedasi= g
tis)is a greater commendatiion than to wriis in verse exactly." We
find here that Dryden., at first omitting to consider the difiicultsl
ies of rhymed verse which finally ied him back to olank verse, held
that rﬁymed verse was the most elevated metre, that blank verse
ranked next, and that below this came prose. The standard El izabeth~
an writers observed the sanms order of relation ostween prose and
verse, but they substituted blank verse for ths rhyme, and gave

over to prosse a large province which Dryden would have allotted

* Essay of Dramatic Peesy,Ed. D. Nichol Smith,pp.63,88,&71.
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to blank verse. True they usad rhyme in many pastorals, and in pass-
ages in the midst of blark verse for various reasons, Hui their
general rule is clear. The Barly Elizabethans,wamting prose,oh-
served to some axtent a similar dramatic reiatlon of tone between
rezular metres ror_elavated scenes on the one hand,and irrezular
metre for scenes of lower tone on ths other hand.

The theory implicit in the work of the dramatisis whe conformed

to the usual praciice can be stated with oertaiﬁty. [t was that
prose and verse will suit with equal axcalience and ezual defect

nscessary or conventinnal speesch. (Prose will cive verisimil itudse
and rapidity$ while verse will add dignity,but is slower to ex-
press thought. Rhymed verse may be used to give rapidity, howsver,

and is well suitsd for particular comic sffects. Slank verse is

mere dignified than rhymed verse; squally selsctive: beiter adapi-
ed to render the sense because it does not compelkthe autnor teo
alter his thought occasionally for tne sake of the rhyma; and it is

lgas distracting to the ear by its absense of rhyme. Heonce cxaltat lsy

for station, should

of feelinz, or speech indicating sxaltad character
be expressed in blank verse, while speech which flows from fool-

ish or ridiculous charaster,or from lowly station. should be couch-

ged in prose.

Recause theye is less flexibility, and frequently less concent-




excepcionally quick turns of thought,or disconnected thouzhi,would

say ,az the medium best suited on the whole to dialogue nsutral
&

q2

ation,in verse-dialogusz ihan in prose,gpeech which axprssses !
|
concantrated thought or tense astion of mind would tend .in the

nands of a master,to be randered by prose;and spasch which }"se@:-rea:s-an'tﬁ-I

be in prose. lisnce the spsech of wadusn ,for example ,and of char-
acters whe are undergoing great sxoitement,would alsc be in prossl |
al though the other may be theilr usual madium.

Further, if one mediun is re. arded as the mzin mediun.that is to

in tone,whsther for gain of dignity or for verisimil itude,the other
vahicle will %and to be used [or rapresenting vhatesver is not nai-

ural speech; 1f not elevated In fone. In theo blank veorse drama all

letters and speechss which are formal copiss of reading,such as
proclamations,and even tﬁe announcaments of messsngers.will tend,
from a realistic impulse ,towards prose: znd the speech of very pra-=
cise parsons is sometimes prese. The use of prose few pr:clamatians,:
indictments ,deeds,stc..is one of the [irsi and mosi natural uses,
and it lasts throuzhosut the draua. Ihe [ollowing 18 a represent-
ative selection of ruferences to such passages:- Cenieniion betwsen
Libsral ity and Prodigal ity,F3rév.,Promcs and Cassendra,Pt.ii, 4y

%ilr :Tapburlaine.Pt.2,111#1: The Troublescme Relign of Kink John,
Pt.1,5c.1&4,Pt.%Sc.3:The First Part of the @ontention, pp.4%5:

Thomas ,Lord @romwell,F3r: Jack Straw,R Flr:Richard, Duke of York,
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jp.Bz:Gthallo,z,E:Laaryb,S.IEO—lIB:Wintar's Tale, 5, 2:58 janus, b, 10
The Tragsdy of Byron,5,!: Alphonsus,Emperor of Germanys 3, 1 :Antonioe
and Mell ida,5:S1r Thomas ¥yatt,pp.98%2121:The Phoenix.2,2:%ichasl-
mas Term,l,1:4 Trick to Catoh the 01d One,4,4:Fhe 0ld Law,1,1%

5, | :Phe Came at Chess, 3£, |,p.385:Bdward 4, /t.2,1,4: 4aiy Maid of
the .Wiest, PT. lpp.52&66: If Vou Know not ME,Vou Znow Nobody,p.12:
Fortuné by Land and Sez,p.51:Phe Triumph of Love,p.330:Bénduca,
2,2:The NOble Gentleman,Bd,l.p.234:Love's Cure,5,3,p.228 :Fhe Rencg-
ado,4,2,p.2015202:Tha YWeakest goeth to the Wall,4,3:Fhe Duchsss

of Malfi,3,3:The Wedding,2,2.p.405:The Devil's Charter,C4r:Hoeffman.
& C4r:The Qusen,ll.:<340-255C:Phe Jews' Tragedy,360-541874-6:The
Cueen and Concubina,3,7.n.59.

Thers ars a faw sxcsptions to the practice of rendsying such =
matter in prosge. Chapman has a proelamation in verse in The Trag-~
edy of ®yron,5,l.as well as a preose proclamation in the game scena.

Closaly allised with tnlz use and developing from it ,Though not
80 pronounced, is ths Ssndency to put the anncuncenmnsnis of mess-
sanceys into prose. This'usagv is geen in -tc mantion a few uxamples-
The Troublsseme Reign of ling Jonn,Pt.2,Sc.2,327:Tamburlaine, Pi.
2,5,3:The Frue Tragedy of Richard 5,p.B3:Bhe First Pari of ihs
Cont&niion,p.géﬂiohard osDuke of York,pp.46,55,406:Ths Camestex, <, 2,
p-210:The Doubtful Heir,5,1,p.355:Phe Val iant Welshnan,C5v:The Cusan

11.558-561:The Jows' Tragedy,ll.528-30,769-771:The Loat Lady,5, i,
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p.80B. Though this usage persists throuchout the drama,1t is not
cong istently smployed. Thus Shakespeare,in King John,converts the
prose of the Troublesome Reign in Chattilon's opening speech into
blank verse, and similarly in The Valiant Welshman,C3r,there is

an announcement in blank verse, folleowing 2 similar ons in prose.

Another use of prose which iz so obviously natural that it canmet

0@ sald to ne conneoted with toe conventionsof prose uss waich will

& traced ghoritly ( it occurs in other dramzs which do not nix prose
and verse for any other purposes for exampla’in tha contemporary
verse plays of the Spanish dramz) 1z the use of prose for letters.
‘ractically ali the varvy large number of letiters which are found

in the El izabethan dyama aye in progs. Befors the appearance of
prose thay war: couched in the main medium of the play ( as in

Ral ph Roister Doister) : sven later thavy ars occasionally found in
rhyme or blank varse. In Thomas Lerd Cromwell,Clr, Titus Andron-
icus, 2,3,268-276:- Raps of Lucrasce, 4.68: The Triumph of Love,p.328"
Mad Lover.5.l,p.71: Maid in the ¥111,1,3: & Very VWoman,5.2,p.330:
When vou gae ma you inow me,l.2,R&V: The Heir,2,pp.580-1: there
occur letters in blank verss. Letters in rhyme ars found in The
Fair Maid of the Exchange,l,p.42 (but there are four sEXhesiehiniz

others in prose in this play):A N8w Way to Pay Old Debis,4, 3,p.579:

The Creat Duke of Florence,4,1.p.493 & 5,2.p.512: The Lovesick
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Court,2,1,p.106: In The Changsl ing, 4, 1,2 blank verss sceans,qustat-
iens read from o book are conirasted with the medium of the scene
by being put into prose. Rut the vast majority of thé lettars are
in pross.

Blank verse 18 the normal medium of P izabethan Drama in mixed

pig & i .
i

plays. It is only rarely and owing to special circumstances that
the prose excesads the verse in bulk in a play,and becomss the rpowd
medium. There are such plays ,howsver, fo see why this pacnomenon
occurs it is necessary to examing ithe classes into which mimsx the
plays fall when grouped acscording to construction.

If the maiurs drama fs regardsd pursely with respect to construc
ion in its broadest aspwc%,two types of play can be discarnsd.
thers is first the play in which the tone is fairly unifpem through-
out,the typgk witich allles itself with contemporazy critical theayy;
Thig type is ,1f serious,frequsntly modelled on,Senscan 1inss,as
this 1s sesn in Sensca's Ten Tragedies, 1B8l: it is entirely in ===l
versa,oiten rhymed pentameter,and frequently with short-iine chor-
uses. [f the play Is comady,ths medium may be either verse or
prose. Even the most original of thege plays retain uniformity of

tone and medium. The following is 2 representative list of verse

plays of this kind:* Gorboduc, The Arraignment of Parig,The Misfert-
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tunes of Arthuy, Alphonsus ﬁiﬁg of Arxragon, Antony,Cornel ia,Cleo-
patra,Caesar and Pompey,The Virtuous Octavia,Alaham,Mustapha, Phil-
otas,the Queen's Arcadia,Sir William Alexandsr's Monarchic Tragediss
'
Hymen's Triumph,Nero, The Shepherds' Hol idzay, Amyntas,
A
" * A
Such plays as these ,which include many of thes University plays’
of the Latin plays,and ,on the whole ,the Pasiorals,are an artific-

ial element in Engl ish drama,and had little place on the stags.

But the influence of the kind on the acted plays was oonsidsrable.1

*Hor a full trezatment of some of them s#e The Cambridge History

of Enzl ish Litsrature, Vol .5,Ch.12.

! Ben Jonson,referring fto the classical tradition and the writsers

of the plays which hold to these rules,said:Induction to Every |
Man Out of Hlg Humour:''l see not then but we should enjoy ths

same Licentiaor free power to illusirate and heizhten our invent-
ions as(the Ancisnts)Hid;and not be tisd to those strict amd regulas
forms which the niceness of a few(who are nothing but Form)would
thrust upon us.'" And azain in the Introduction to Sejanus,which
approaches this type of play,he says:"If 1t be ch jected that what

I publish is no irue poem in the sirict laws of time, I conisss 1i%:
as also in the want of a proper chorus:whose habits and words are

such and so difficult,as nei any.since the ancients,no,nct they

who have most presently affected laws have yst coma in the way of.
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Nsxt Lo them,and approximating to their type,standé a seocond class,
in which the fcpe,while mors real and thersfore more various,is

I1s stil]l cavefully kept very uniform.These plays zre zlsgo in one
modium. Cxamples of this class are:- 'Richard,Duke of Vork,Ths
Battle of Alcazar,! HenryB,Dido\ouaen of Carthage,Edward3, 2Hanry6.
Richard Q,Eichard‘S,Klng John, £e janus,Ths Alchemist,and Catiline.
These two classes of plays are outside our considesration altozethes
as the impulse which led to the use of prese is not seen in tham

at all.

On the other side thers ars two classes of plays which,beinz sntire

ly in prose,cannoi show the operation of any cenvention in mixing

prose and verse. The [irst of these two classes consists of plays |

Nor 18 it needful ;or almost pozsible in these our times,and fo

such auditors as commonly thinzs ares presented,to obssrvs the old‘
state and splendour of dramatic poems,with preservation of any popuL;
ay delight....In the meantime ,if in truth of argunent,dignity of

persons,gravity and height of elocution,iulness and frejquency of

gsentsnce, ! have discharged the othar offices of a tragic writer,

let not the absence of these forms be impuied (o me«sss |
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in which pféﬁﬁifm used for comedy in obedience to critical opinion.
Such ars :-Supposes,Jocasta,The GClass of Cuvarnment,Campasps,Saphd
and Phao,Callathea,Endinion,Love’'s Metamorphosis,and Midas. [t
is the example of these prose plave which has been held accountshle
b for the appearance of prose in comedy in plays of mixad mediun.
Secondly, there is ancther later ciass of prose plays in which
tha absencs of verse is.dua to the influsnce of a prose tradiiion
which has gradually become so strong as to oust verse sniirelv.
Examples of this class are:- The Silentonan sRartholomew Fair,

The Wit of a Woman,Two Wise Men and 411 ths Rest Fools, Aristipous,

a’
L3

The Farson's Wedcing.and The London Ghauntioleersjg
The first claas of prose plays only enter the argumsnt in certain
dirsctions,namely,as rezards points of =tyle and the influsnce

which their style may have exertsd upon the the siyle of the prose

in the nmixed plays . The sacond class are extrems exanples of a

tendency in the class of plays to which this enquiry i{s devoted,

*There are ,of course prose translations,such as The Firthof Her-

culea,and lady Lumley's Iphigeneia, which being manifestly school
exercisss are net dealt with here. For the spreading of tThe comic
104108, 153 and 155

prose in the later years of the drama see pp}w,wingfield's Paddniius

is an exanple of a Latin prose conedy,
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to plavas of mixed Intarast and nixed mediun.
[t was aboul the iime of The middle of Shakespsare's production

that therc appeared thé Lendency in the prosse of the mixed plays

to spread cver the provines of blank verse in comedy which a.counts

for the existence of the purely prose comedies of the laior olassl
These comediss ays only the furthest examples of a largar class
where prose supplanted verse,and bacame the normal medium,al though
Bhshodedk the latter maintained some hold there stiii. In these
plays the usual position is reversed and every use of blank verse
mizht be explained as arising from 2 speci:.l need. Muoh Ado About
Nothing is sgsentially a prose pcomedy,as is proved by the fact

that tha Don .John passages are mostly in prose,as alsc ars many of

Don Pedro's speschss. The Chuzch scenes zare in verse to add d;gnii%£

and Leonato and Antonio express their grief dnd anger in vasrses

but the verse ,which is =mall in amount,is only used for such spec-

ial reascns. Similarlyv,The Merry Wives ofWindser is & prose play,
verse being only used in the few romantic passages:and ,ihough in
a less degree ,the same I3 true of As You Like It,whers ;thaugh
the amount of verse is considerablega spocial reason can always

be found for iis employment.

The besé test,however,which discovers the norsal  medium of a play
is the rende}ing ¢of matter which is neutral in tone,and of necess-

! Am 5k T
ary business. As a rule this 1s couched in blank verss. Zut in the
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plays ef Shakespeare just mentioned 1t ig rendsxyed by pr.se. After
Shalkespsare a numbe; of plays of mlxed medium occurs in which the
neutral matter 1s zlso in prose,and in whdch a convention of ihe
use of blank verse in relatlon to prose is opsrating with exactness.
The chisf of these are A Match A7 Midnight, A Challenge for Beauty,
Every Woman in her Humour,May Day,Monsisur D'Olive.Ths Ball, hest-
ward Ho!,Northward Ho!,Rluri Master Consiable,The Phoenix,Michasel-
ma2s Term,Anything for a Cuiet Life,The ¥Wiitty Fair One,Ths Wedling,
The Bird In a Cage.The Floire,The Hog Hath Lost His Pearl,Lady Ali-
moeny, The Court Beggars,The Ouesn and Concubins, The Sparagus Gazden,
A Mad Couple Well Matoht.and The Jovial Crew. Prose ls the norm-
al medium also in & number of plavs in which the altarnation of

L

verse with it is more arbitrary.the chief of which are Every Man
in His Humour,Lvery Man oul ol Hig Humour,Cynthia's Revels,T he
Poataster, Tha Puritan,The Family of Love,Tha A Trick to Catch the
Cld Onexdﬁad World ¥y Hasters,Your Five Gallants,Creenc?s Tu'ggi—

que,The City ¥Wit,Covent Garden Weedsd,and The Northern Lasz.Some

[N

authors show a disposition fo adopt prose as the normal medium of

(]

comedy in place of verss. Shakespeare has a definite tendsney in

this dircctionsJonson did so in the plays msniioned;and Delkker

goems to prefax prose for wvarse ofien,using verse in some plays Tor
4

paszsages of extreme sontiment only. Bui both these latter authors

are incensistent with rezard to nsutral matier in many plays,
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coushing it somstiinmes in verse and sometimes in prose. Dekker
often adopts as his normal medium %fhe vshicle suited 4n the scsne
as a whole,changing from veryse %o proge as the norm several tinas
“in & play .buf observing consigtency within the limits of esach
scenes Tho adoption of prose by Jonson is striking.because he uses
it in this way in plays which contain no farcical m_tter. [ may
perhaps be explained ov a natural tendency in him tnwaids prosg:
for his blank verse has not the postic quality of soms of the
other dramatiste',and Dzummond states that he wrote out all his
£
verse as prose [irst and then converted it ., Middleton exhibik
considerable varisty in his use of prose:sometimes he adherez with
fair regularity %o distinet usages,and again at other times the
dialogus slipg easily Trom varse into prose and bhack again. Rut
in hls comediss he uses more prese than verse. In 3rome's compadies
the nermal mediun iz usually prose .
fegides all thess GlaSSHB’tﬂﬁ?a is ancthe>r which consistﬂbr a
nunber of plays in winich the emplpypent of prose and vsrss b=
pears to be purely capricicusg. It is sonatimes possinle to [ind
a roasen fnqﬁ par’ icular pa=sage oeing in one medium rather zZhan
the other, ut the gonaral emplovment of the two vehiclas appears ic

F

be arbitrary in (hese plays. The following is a list of the chiefl

*Cnnvarsations,No.LE.
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of them:- The Taming of a Shrew,Siry Thomas More,Th Pllerimacs
to Parnassus,The Ruturn from Parnassus, The Death of Robert Earl
- e _

of Huniingdon, istriomastix,Arden of Feversham,The Puritan « An
Humoraus Day's Mirth,All Fools,The Gsntleman Usher,The Widow's
Tears,(in fact Chapman is capricious in his comediss as a rule)
Revenge for Honour, I This Be Not Cood The Devil Is In [t,The Woman-
hater,The ¥night of the Furning Pasile,VWit at Several Weapons,

- . *

The Scornful Lady,4 ¥King and NO ©ing,The Honest Man's Forfune,The
Uavil's Law Case,(?h#ﬁPLay varies:somotimes a traditional use is
svident)The Damoiselle,The City Wit, The NOrthern Lasg,Captain '\
Thomas Stukeley,The Heollander, Wit in a Constable,

3lank verse ,thsrsafore,was del itherately prefazred by the drama“hishsi
ag a whole as the notwal medium of the native or mixsd plays.an d i

was used for elevated characlers and tone,lwhileexose waz uszed in
contrast with 1t to lowey the tone or add a dsfiinitely comic of-
fect. The uses of prose in the plays whers ﬁrosr is employed delib-
grately mosily cornfemm to this rule,except those which are merely
copies of formal matlers.such as nroclamationsg ,letters,and sef
orations rendered rezlistically. But,since speoch of any kind is In-

capable of wxpressing adequately the highest efforis of thought,

.
'x-.
e

Dee Deggm the iniluence of Flatcher.

1
There is one spucia%usn of blank verse for comic purposes which
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the dramatisis sometimes despair of using the mediun usually am-'

ployed in the circumstances and seek rofuge in its oppgg;;g.*

For many a play,sspecially for earlier plays, it would be guffic-
Charailine

ient to say that farcicalnuse pross and serious charactesrs use

cught not to ?a omitfted. In a pood many places in later piays a
passaze of burlesque nlank verss 1s contrasied with the comic prosa
and there are several characters. whose main mark is bombast, who =
speal in exaggerated and comic rant throuchout. Examples ars:
Sat iromastix s.z.pl97, Eastward Ho! péB8 (Cuicksilver,the clown)#
In the comedy Northward Ho!yhich is nearly 511 prose, ?allamint’
being poetioally inclined'compoaas 2 few passages of a rantinz blank
verse tragedy, whose style is very similar to the siyle of fhe
specimens of declamation the players gave to Hamlet. In The Toman
Hater. Lazarillo occasicnally uses it 9.£.2.1.p%1j—
Duke. What time of the day do vou hold it to be®
Lazarilio. Aboui the time that mortals whet thelr knives
Onﬁhrasholds, on thoir shoe-soles, and on stairs;
Now bread is grating, and the lesty cook
Hath much to do. Now, now. tha Tabls's all.
Duke. 'Tis almost dinnertime ¢

In the Knight of the Burning Pestle,ths Fletchsrlan verse is found

*
cee p.ﬁf;
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verse. fut the smployment of pross by Shakespsare 1e one of the
subtlest parte of his ftechnicue,and there is 2 steady pgrowth
petween the crudest siforts and the man;fzstation of the iradition
£een in his works. The formulation sufficieﬁt for these rough a -
tempts is quite incapable of expressing the rsl-tion of prose and
verse In iis higher forms. It 18 only possiole to axpras%@ha
raolation adequately in such a refined formula as iz almost a value-
leas truism. The relation of plank verse to prose ia that of high-
er slevation of tone Lo lowey. This didference of levsel persiat%
howevey far the differsntiation of the kinds of prose has vrocecad-
ed, and howsver far the tradition of prose use has been slaborated.

¥ The traditiom ,fermulated thus,was not employed in naked con-~

ags wall 28 prossibut the purlezque of the rant of the cldsr plays
is all in regulary verse.8.£.3.1.pp.197-8.In Love's Cure.at l.2.
 p.170,Bobadill,the clown,usss intentionally comic blank versej

and burlesqus blank verse is found also in The Lover's Melancholy,
0.2+4.2,p0,.84-5:The Lady's Tria%py Futell i, Fulgoro,and Cuzman, &g -
2:14p.277¢and by ?anatZA;Fbﬂatzi is 1 ike 9156019;h05ﬁ qﬁaecn y 2n="
deed.,belongs to the same class. [n this play wany of the rhetorical
devices usually peculiar to the farcical prose,such as a lisp,gipsy
slang,mistakes in words.scraps of Spanish an d Dulch.appear in

wv s St ix o = X -
the bExlesque blank verss):The Devil's Charter,F2r:Covent Carden

woedod,p.56 :Hay for HOnasty,e.g.S,l:?ﬁo ¥atoh at #idnizhr,p.17.
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sistency. According to it ,in a WXZEKXNE8ZIZM pure tragedy the most
inpassioned passages should be in plank verse,and the personages
most elevated in character and rank should use the same metre,the
less impassioned and slevated prose ;while in a farce the characters
and paasageﬁ whdch though humorous are not xa at the exiremest point
of farce should use blank verse,the prose being reserved for tne
most farcical. Put the prose and verse are not used in each play ony
in reference to tnat play. Rather ,as a rule ,are passages and
characters which are elevated to a certain degree attached to blank
verse;and ,correspondingly,passages and characters 64 of a lower \
tone than this are attached to prose. In such a relation,it is
naturally plays &8 of tnhe middle sort,where are combined both seriow
and comic interests,which fulfil the formula most completelys
because it was to them that the formula was most easily applied.

There is anoiner reasos way it #as-impoasible%or a dramatist to %

apply the iceal formula in an absolute way. The spseches of nocess-

ary business discussed above are for practical purposes, neutral in

)
tone. These speaches are not ,however,neutral in theory. Lvery
speech of every character should express to some extent the nature
of the speaker as well as advance the action of ine play;and every
indication of character and advancement of plot must ,in a kind

whdeh igs compelled to be so sconomical of words as the drama,be in

the direciion of either tragic or comic interest. FSut all speeches
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vnich fall below a certain level of significance,of which in most
plays there are a considerable number,iust be regarded as practic-
ally neutral in tonﬁrhén there is a question as to which of the two

vehicles they are to be rendered in . These passagss are usually

put into verse.
- This niing s0 ,vwe arrive at the ordinary poesition that blank
verse is to be regarded as the rule and prose the exception. From
this position arises ihe commonplace that it ought to pe possible
to assign a special reason for eovery passage or Scene of prose that
iz intentionally ins%;ed._?o tnzslwa may add that wmost of the spec-
ial reasons must be such as san-ba brought into conformity with

our ideal formula that ine diffierence beiween verse and prose
p=eose corregpodds to a differsnce in toane. p&ngf?ﬁf?}nion no spec-
ial reasowm can pe given (with exceptions Wﬂ;lch will pe esnumerated)
—Wiich are not in conrormitf with the ideal formula-must oe
taken to be failures or 1rragularitxes:o:,as attempis fo step
aboyd the limitg of blank verse,as confessions of the inability of
their author to express these parts of nis elevated thought in blank
ver06. The cases of carelesgness or failure to apply the formula §
consistently are rarser than wight be supposed:fox the use ol blank
verse oecame so natural to the dramatists of that age thai hhe
of fort recuired to write in dramatic prose matter which according

to practice should have been in verse was probanly greater tnan
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the difficulty of renderisg such matteﬁﬁn verse.

The zrowth of tne traditiom of mixing prose and verse may ,there-
fore,be explained not merely as a growth in ine conpistency with
whaich the ideal formula was appllﬁd,but also as a development of the
speclal reasons for the use of prose. In fact,thoucnh both views are
ogually correcisthe svoond is that which appeals more to the in--
vestigator. Tnus 18 aue to the fact that during the time the tradit-
ion was being elaborated the drama was developing in every direci-
ion. The few siaple kinds of plays whica existed wnanﬁne tradition
cegan speedily split up into a large number, and at the same time
the complexity oi each kind increased enc:mously. Obviously ihe
the difficulty of ful fi1lling such a tradition as this in the later
and more complex plays wmust have been much greater tnan in tas earl-
ier simpler kinds. 6un the alternation of prose and verse follows
the change of fone as faithifully in tne middle as in the wvarlier
plays,whicn necessarily implies a great increase in the delicacy

with which verse and prose contrastg were used.

The alternation of prose an d verse in harmony with changes of tomue
may be illusirated without special referemce te individual char--
actar*by the foliowing analysis of James IV.This is a comedy with

a romantic interest,although it has the titlm of a chronicle hisior)

——

#*
For waich see p. 44,



104

lone - Analysis of James K1V,

Becene, Tone, Total Prosse, Verse,
Length,
Prologu;. Fantascic and Comic, 111 n’ga = 0
Act l'So.l, Bomant ic and psaudo;historic, 283 0 283
"2, Comie, 119 o9 20 ¥
i S, 4 Historic Fauntasy betwseen ithe acts, 144 (¢ 144
Ko
Act Q’Sc.Lﬁ B@mantic and comic, 200 o0 166
N <. Pzeudo-historic and romantic. 234 0 234
Act 5,50. 1, Comic and necessary business, 56 45 10
" 2. @omic ,changing to hasteric, 141 ag§;=3-59
Ly 3. Romantic,and fantastic at end, 146 0 i40
Act 4,50.1. Necessary business, 7 0 T
" 2. Romantic, 62 0 62
- 3, @onmic, 128 123 ©
i 4, Romamiic and a i1iitle comic, 186 ) 12b
T 5, Romantic and pseudo-historic, 110 10 100
Act B'Sc.l, Fomantic and pseudo-nistoric. 108 0 105
" 2, " 40 0 40
" S i 45 0 45
n g, " 110 0 110
" i " 81 o 8l
w 6. "sand a i1ittle comic, 242 15 224

Totals,l‘;ﬂi 65683 1954
L%
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Thé.mannar in which distinctions o: tone and distinctions of veh- '
icle coincided needs no emphasis. The analysis illustratss also

fnow the tonme rises and falls with almost raythmic regularity;

and now tkw the media are confined in separate masses. The exceptigg
to tnis latter feature follow ihe changes of tone; ifor example the
passage of verse marked in the comic sceme ,Act ! Sc.2 are - a soli-

loquy by Ateukin ,in which he reveals his ambitious wmind,and arve
expressly contrasted in tone with the rest of the scene.
Genarally,characicrs and gcene-fone mugt be combined to suit one
another. But if characters are maintained in one tone throughout
an entire play in which {he prose and verse are consistently used,
there¢ can be bui small connexion between the serious and comic img
interests,unless the auther is willing to mix the two vehicies wnere
ne joins the interests. In some plays the two strands are very dis
diSt;nct from one a.nothar.*r Those plays inm which the twe strands
aré woven closely togethery naturally demand much greater constructiv
skill from the dramatist. In such cases the most comic characters
i;; gonerally kept in the scenes of most comic tone,the intermediats
characters appearing in scenss of both tones(as in Twalftan Nighti)
thus joining the two interests. Of course there is no absolute
necessity for most characiers to remain always on the same plane,

I
and therefore there is frequently no incomsistency in a serious

o ] frudiet of Ausk foigs, Bk fof
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Character using verse,as Racon doses in Friar Bacon and Friar Bungay
when ne is spealing to his servant Miles:and sometimes prose char-
actors acopl verse for special reasons.*

Whetner the El izabethan dramatiists were as a ruls reflective

fesidss tne normal contvrasis of prose and verse there are to be
found ,especially in the later dramajeontrasts of rhymed verse
with blank verse and prose for such special purposes as distinguish-

ing a play inserted in the main play from the principal action.
Thestcoatrasts of rhyme are quite apart from the use of rhyme for
lyrical effeci,marking the ends of scenes and so forth,which uses ,
espacially the former ,are to be found throughoui the drama.

Some of :nag;===n£==##s are due Lo imitation of eariier siyles of
play,as is the case with the inserted play in Hamlet,whieh 1s a

copy of the oider type of tragedy. But the inset play in Shirley's

A Bird in a Cage ,whidh is not a copy of an older type ,is in coupld
also,and this was the rule. In the specimen given frow tne play abou
Dido by the player to Hamlet thé metre ig ranting blank verse,and

so are the passages of a tragzedy put into Westward Ho'! by Delk<er.
The play inserted in the Spanish Tragedy is in blank verse and shows
no contrast witn the main actionsand the passages Ifrocm comedises

in The Mayor of Oueenborough and the Spanish Gipsy are moéiy in

prose.

aruma,in The Lovesick Court il.l.p.lﬁd,nas a letter in rnymed verse
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artists iz a quescion wn.ch has besn long dispuied. [ho dispullh,
wiiich has usually nad raf;rancaﬁo Shakespsarae onlv,nas conziderablos
odarings on the way in walcn tosy combined verse apd prose. For

long it was the fasnion to tnink of Snakespsare &S a mere warbler

of native woodnut#s,whose concepiions ran withoui premeditaiion into
the form wnich some presiding genius of harmony designed for theng
But it has on the whole been agreed that hs was a reflsctive artis#,
and that Ben Jonson was still more so and Chapman equally so,but
that the rest of tho popular dramatisis,especiallly in the earlicr
period,wesre noi reflective. e laler aramatisiz,sspescially rord

and Shirley.nad evidently studied the earliier;and undoubtedly thers
were gZreat diIfgrauces among the varlious authors ia respect of crit-
ical reflect.ion. rernaps Lhe Zsneral agreeoment,in spits ol the
existence of the plays waere the use of prose is apparmntly capric-

ious,of the uses of prose which are ic be given w«ith the assinsiic

to mark contrast wiih the blani verse and prose.,out this is ihe

only instance.

spec ial types of cnaracter,sucn as the Witcnes in Macbeth and
the Fairies in Midsummer Night's Dream use raymed verse. [T was
also employed largsely in pastoralye.z. in Seaumont and Fletchner's
Faithful Snepherdess.and to marx special moods,such as the sudden
jocular moods of The bastard in Richaxd 11,

#*58e Churton Collins,psiudies in Shakespears,ps®sxiclOon. sut no
f/& deestonw 1e armtd ati
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basis on wnicn they ca%;e 3upposted would not he sufficisnt to
ke _ ”
prove thnes anything but naively correct in tneir praciice. But
ihe consistency eof natural skill ,actinz in such a lagge numbes of
and

m““}&n sSuch a vast aumber of details ,would be iittle short of
miraculous.
There is ,nowever ,a number of passages in tne plays which express
dramatiic opinions,¢nose in Marlowe's rrolozue to Tamberlains on
. 'a‘"“_ _
the do gerel,¥@es¥d .n Hawlet on acting, {he k:i:nds of plays ,and so
fortn,in the Induction to Every Man Out Of Has Humour on the atiempt
%0 suggest character by insistence on one special feature in each
person ,and ia The roevtaster(particulariy 4ctV)on Diciion,being
. * . |
especially wsll known. Ths consxence of these lsads to ins con-
clusion that,on the wnole,the playwrights held delibsrate opinions
oii dramwatic ari in gunsralsand also on the subjsct ol the use of
Verss and prose in conjunction with one anolnsy. In any case ,it
is difficult to see now so sirilting a favt fouldc vscapu the observ-
. . - P
ation and attention oi the users. [I the eﬁ$iest pruse in the

mixed drama had oeen ussd capriciously we snould nave expected to

find it vither purged away laier or reauced io ordsr. “ut,aciually,

A gollection oi some of these aicta and an attempti to digesi then

into a complete theory are found in Klein,Literary Criticisu in

the FElizabetban Dramaiists.
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.tne plays in waich tns prose appsars to be CapziCiously employed
oelong wosuly to the period of decadenc:.
The tenour of a few of the principal passages which bear mors or

less direcily on our subjesci wiil show unmistakeaoly tne ideas and

alns winich were in vogZus.
The connexions between unaiter and form are most irequently rolezred
to. lhe posi's Anxisiy to suit his style to liis sup ject when this

climbs and soars is a not uncommon topic. For axampls)theiluanor

of Tee—Zrazvor—ui Cassar and Pompey (psrhaps Chapmnan ),a play wnibdh

is ali blank verse oxcept one s==twex scene of familiar conversation
(V.1l.) and a farcical passage (in {l.l.),1in his preiace commends !
nis play for "the hasty prose the siyle avoids". Marston in {uns }
Prologue to nis tragedy of Anitonio's Revenge exclaims
Q0 that our power

Couldu lackey oxr keep wing witn our desires,

Tnat with unused peize of style and sense

We might weizn massy in judiclous scale.
Credit for suliing ihe s@yle to ihe sub ject when this is not slsvat-
ed is claimad in the Prologue to Beaumont and Fleicher's The
Chances which contains ,ihey say,

Familiar dialogue ,fashioned to thns weignt

0f sucn as speak 1t .
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Ihe decorum of suiting the style so that it shall be in koeping witn

the character who uses it is enfoxced in other places also,and

dramatists wne lorget this necessity are inveigned against. The
eoarby writor Ldwards ,in his Prologue to Damon and Pithias,says that
1t 18 the playwrigni's duty to
frame each psison so
inat by nis common talk you may nis natuze <now.
Ana Webster lIusists upon ihs necessary confexion of maiter and form,

and tne indescorum of any inconsistency beiween inem  in his preface

J
io The Devil 's Law Case,where ng says,"A great part of lne grace

coi this ,I confess ,lay in action:yet no action can ever be zracious
whetre the decency of the langua ,e,(and ingenious structurs of ths
sensge) arrive not tc make up a perfiect narmony.'"In a liznter vein
there are several reference to the same sub jeci. The deliberate
choice of medium is wment ioned in Woebster and Rowluy's Thracian
Wonder 2.4.p.166."Hay,then,have at you In prose if metre be no meei-
er for you"§and the umsuitabllity of blank varse/(in tiis case

the blank verse raferred to was intentionally bomoastic)io famil-
jar scenes is indicated in a passage in Reaumont and Fletcner's

The Honest Man's Foriune,Act 111,p.242:-

Dubois (IR

‘With this band ,ouly aided by this orain,
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Witnhout an Orpheus' Harp,redeemed from Hell's
Three;haadad porter our Eurydice.
Longaville. Nay,priihee speak sense;this is like the stale bragge
in the play.
Dubois. . Then in plain prose thus;and with as little action as it
canst desire:é'Thu thrae;neaded porter wore thive ineXorable
catchpoles, from whom,without the help of Orpheus 'Harp,bait or
brive(for these iwo strings make the music that mollifies the 11 ir
Furies )| redeemed our Eurydice,! mean our old master Montague.

The suitabil ity of prose to the familiar conversation of friends
and its contrast with verse are weniionea in Sir Giles Coosscap,
(B3v to R4v),a piece in which the devices of consiruction are
unusually obvious. Two elsvatsd characters.Clarence and Momford,
who are [riends,have been conduc:ing in the presence ol some
musicians a formal conversation.which is rendered by blank verse.
As soon as tne musicians depart.,Momiord,wishing to speak on an
important matter to Clarence ,says'Hence wiith this book:and now ,
Monsieur Clarence.msthinks plain and prose frisndship would do
excellent well betwixt us ",and the medium changes to prose.

Tne dal iberate choice of metres,witn mention of the fact, is seen
in a passaze in Heywopd's Love's Mistress. This play contains a

good deal of rhyme as well as blank verse and prose. On page 115
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the clown,the traditionally prose character.says'"@h,poetry, | find
that [ am poisoned by theeN too:for methinks [ could say my prayers
in blank verse;nay,let me see, think [ could Rhyme for a need.."
and then he rihymes. The use of verse in contrast with prose to
8Xpress passionaie feeling is referred to in Shirley's Love Tricks,
3, 5,p.48. But perhaps the clearest passage of all is one in As

You Like It,4.1,30, Rosalind has been exercising ner wit -in prose
of course- at the expense of Jaques,who has justlexplained sometning
of the nature of his melancholy,when the romantic Orlando enters

and exclaims to Rosalind in her r8le of lover by proxy "gdod day
and happ iness ,dearl Rosal indU!";at which Jaques remarks X "Hay,then,
God buy you,an ycu talk blank verse,'" and goes out. This passage
should dispose of any doubts in Shakespeare's case as to whether

he used prose and verse with explicit intention or not. Orlando's
romant ic character makes him the traditional blank verse porson 1in
such a comedy, and it is the introduction of this tone in.o the
conversation that Jacues objects to.0Orlando and Rosal ind conlinue
the conversation in pruse. It appears ithat the line was accidentally
regular iambic pentameter,and ihat Shakespeare noticed the fact as
he wrote ii . To conclude from this set of instances alone inat

thove was a m% body of definite conventions in Shakespeare's mind

- WP e =

and in the minds of the other dramatists,wms
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concezning ihe relations of blank verse and prose and their fitness

for certain characters and tones,would be going peyond the facts!

nor coula we argue from them alone that every passage of prose whosa

use can be explained rationally was explicitly motived. But ths

evidence of i{hese iInstances when combined witn that of the gensral

consistency in the uses of prose which ars to be adduced provides

a high degree of prooaoility that a krnowledze of the general relat-

ions of verse and prose was in the air, and that the detaileca pract-
*

ice which appears in the drama arose from this source.

Ine number of plays wnich snow an absolutely conzistent use of
prose is large:and,with the number which show a use that is consist-
ent in nearly every particular detail,and guite consistent in

o O S )
every important feature,witn the general basis laid down,they fornm

the great majority of the dramas,and include practically all the §

2
cnhief plays. Tas list of plays that follows,which 1s not meant
i0 be complete but representative, incluass exawples oi all the cnisf
kinds, trageayshistory,farce,comedy of intrigue,romaniic comedy,

domest ic comedy,comedy of manneis,and tragi-comedy. The highest |

offorts of genius exhibit the subtleties of construction as well

*Thera is not wanting evidence,even, that the tradition of prose -
uge became'so strong as to leave its mark even waere it was unsult-

acle; swe p.
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a8 1o hbeignts of poetrv.bu. ™e=® ithe broad outlines and main
features can often be seesn as well, il not better, in plays [rom which
subtleiy and poetic beauty are absent. In ganorul ,howaver, it is true
$hial Lhe plays of highest rank in othsr ways snow construction of
the highest type,the mosi consisient uses c¢f prose,and the most
claborate subtlety in its employment to denote character and changss
of tone. But this is not always so;8ometimes,not infrequently, the
most postical types are n.t the most intricate in consiruction,and
thersfiore the instances which illustrate the various uses of prosa
are often drawn from comparatively chscure plays.

‘he following plays oexhipit ine conventional use of proseé iu
accordance with the theory outl ined atove :in conslderable dotail,
and with hizh consistency,in its two phases of alieration of medium
to indicate diffsrences of rank and characier,and alteration of
medium to indicate contrasted tones. Thay also as a rule gxhibit
alternation of masses of prose and verse wiith fair rsgularity te
mmdicate an almost rhythmic corresponding rise and fall of tone,
passaces and scenes of prose being inserted neiween passages and
scenes, or groups of scenes of vorsa. Raraely is the prese or verse
coniined to ons part of the play,as it is in Jonson's Poetiaster,
which consist§ of prose throughout most of the firt four acis,but

changes %o verse in the midale of Act4,5¢.3 and continues in this
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modiun throughout waxx of the recainder of the play.

Plagb Whicn oosesve a conventional use of prose and vexse:;Locrina,
Jack Straw,Tamberlaine,Sol inus, A Looking Glass for Londen and
England, Fr iax éacdn and ;rxar éungay.an'TroubIQSOme Eaign of John,
Pts.1&2,Love's Labour's Lost,Fair Em,The Wounds of Civil War,The
Pinner of Wakef isld,0ld Wives' Tale,James IV, Stxxipamusxi¥ass, The
Comedy of Errores, Dr Faustus,The Two Gentlemen of Verona,Lust's
Uominion, 'homas Lord Cromwell,Nobody and Somevody,Summer's Last
Wwill and Testament,®%he wWoman in the Moon,Tne True Chronicls History
of King Leir,0Orlando Furiose,The Merchant of Vesnice,The four Prent-
ices of London,-John a Xent and Jonn a Cumber,A Knack to 4now An
honest Man,Mucedorus,A Midsummer HNighi's Dream,Romeo and .'ulieti,
The Wisdom of Dr. Doddypoll,The Brazen Age,The Val iant Welshuman,
Wwily Beguiled,l Heniy4,Look About You,The Blind Regzar of Hednal
Green,Sussy D'Ambois,< Henry4,The Merry Wives of Windsor,¥uch Ado
About Hothing,Patient Grissil,The Shoemakers' Holiday, The Thracian
wondar,Engl ishmen for My Monsy,The Maid's Metamorphosise, denryb,

As You Like It,Grim the Collier of Croydon,The Weakest goeth to
the Néll,uacx Drum's Entertainment, The Merry Devil of Edmonton,
Jul ius Caesar,Twelfth Night,All's Well that Ends Well,Troilus and

Cress ida,iay Day,The Birth of Merlin,Hamlet,ilof iman,The London

Prodigal, A Woman Killed With Kindness,deasure for Measure,lne butch
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Courtesan,The Honest whgra Pt.i,Othallo,The Lovesick xing,If You
Know not ﬁe ?Ou Know Nobody,The Hiserics of Enforced Marriage,
Macbeth,The Devil's Charter,Claudius Tiberius Nero,Cymbel ine ,
Pericles, Henry8,he Conspiracy of iyron,lhe Trapsdy of 3yron,The
raoenix, Tne Turk, Humour out of Breath,The Tempost,The Winter's
Tale,Coriclanus ,Antony and Clecpat:ra,vWomen beware VWomen,A Fair
Cuarrel, A Curs for a Guckold,The Brothers,The Waid's Revengs,The
City Nigntcap,dlbovine,The Cruel Brother, The Just Italian,'Tis
rity She's a Whore,The Witch,The Changzel ing, A Maidenhvad Wsll Lost,
Love's Misiress,The Lover's Melancaoly,Love's Sacriiice,Perkin
warbeck, The Fanc ies.Love's Cruelty,Tne Humorous Courtisr, The Young
Admiral, The Opportunity,The Cueen's Excnange,The COusen and Concubing
The Sparagus Garaen,Hey for Homnesty,Aglaura,Argalus and Parthsnia,
Tae Jew of Malta,The déws'ﬁ Tragedy, Hdonoria and Mammon,St. ratrick
for Ireland, 4 Chalienge for Beauty,The Queen,

This list contains piays of all tlimes between 1586 and the closing
of the theaires.and indicates that the convention was in full force
irom about 1588. This convention is as clear irn the obscure plays
as in the best known,in The Wisdom of Dr. Doddypoll as in dacbeth.
A larsow nun-er of plays contain the same conventional use of
prose as ﬁ%hole,but dopart from it in some particular:eitner in

some carelessness cof detail,cr in emphasizing the tone of a scene
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by ths use of a medium to whicnh some of tno characters appearing

in inat scene are opposed in general. lhs cnief examples oi such

plavs aruz; The Spanish Tragedy,Alphonsus EEFror of Cormany,A
Knack to Know a Knave,The Iwo Angry Hﬁman of Abington,Tha Downiall
of Robert Earl of Huniingdon,ihe Trial of Chivalry,A Warning ior
Fair Nomgn,Sir John COldcastle, S==mm3®,The Atheist's Tragedy,
When You See Me You Know Me,Antonio and Mell ida,Lingua,sing Lear,
Timon of Athens,The Oid Law,The Rape of Lucrece,The Triumph of Lovs,
The Coxcomb, The Roaring Cirl,The Dumb Knignht.Sicel ides, Amends for
Lad iss, A Chaste Maiad in Cheapside,The Widow,he ®oyal Ying and
the Loyal Sub ject,Love Tricks,The Spanish Gipsy,The Fair Maid of
the Inn,Love's Cure,Appius and Virginia,The Lovesick Court,Tne
Court Bepggar,The Late Lancashire Witches,The Bird in a Cage,4A New
Wondez, A Mad Couple Well Matchi,he Lost Lady,The Reballion, .ae 1
Cutter of Coleman Sireet.

The following plays belong to the samwe class ,Lut ars mnrg ixreg-~
ular:-The First Part of the Contention,The Case is Altered,Tne

iron Age,Two Lamentable Teégadlss,Evary woman in her Humour, what
'You Will, The Malcontent,idow a Man May Choose 2 Good Wife from a zZad,
The Fair Maid of the Exchange,The #ise woman of idogsaon, [f You

Know not Me YOu Know Nobody,Pt.Z2,Monsieur 0'Olive,dichaelmas Ternm,
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Sir Thomas wyatt,Vour Five Gallants,Foriune by Land and S9a,The
Triumph of Honour,Philaster,The Maid's Trageay,Cupia's Revenge,

Tne Fair Maid of Bfistow,areane's Tu Ouoque,The Insatiate Countess,
Ine Two Noble LKinsmen,The White Devil,The Rsvenger's Tragedy, A
Woman is a weathercock,Albumazar,The Heg hath Lost iHis Psarl,

Match Me in London,Thisrry and Theodoret,The inigat of Malta,The
Fatal Dowry,The Duchess of Malfi,The Heir,The Witch of Edmonton,
The Maid in the Mill,Tne Wedding,The Witty Fair One, tne vrateful
Servant,Changes, The Arcadia,The Camester,The Example, The Lady of
Pleasure, Lady Al imony,%he Hollandsr,The Jealous Lovers,The Muses'
Looking Class,Tne Flcating Island,The Engl ish ¥oor,The Antiquary,
The Lady's Trial,Tne Constant Maid,Messal ina,The Doubtful Heir,The
Imposture, The Cardinal,he Sisters,.The Jovial Creow.

In some of the plays of the last list {he irregularitiies are duv to
the text beingz in a rough state. In nﬁ case i: there a merely in-
discriminate mixture of prose and versse. frequsntly the irregular-
it iges are caused by an imperfect appiication of tns relations of
ihe two media. For example,in Lady Al imony the media are atiached
consistently to the various charactees,bul ihe iLone chnanges are
disregarded in the choice of mediumg4 while toe opposite phenocwenen
is found in The Ant.iquary. Againytne use of prose may be only part-

ial ,but where it appears it will be for definitely understood reas-
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ons,which are the same as those found in the plays where the relat-
ion is seen working in fulll force. Otnar plays,again, approach
tof:;E arbitrary use (gse p./l0d 5. The degeneration which overtook
the drama in iis later years is observable in the chaotic and
unmoiived changes from verse to prose that beconme increasingly
common in the later plays;and the influence of Flstcher's blank
verse ,whlich could without disadvantage be substituted for most

of the prosa,is responsiole [or the disappearance of the lattsr
from many plays ¢f the later pariod.”’

THE ELABORATION OF THE VARIOUS USES OF PROSE.

The trauitlon of prose-use which appeared in force about 1588

and wag firmly establ ished by 15¢5,thouzh not in its m;st elavorate

affler and Thar

Subilety.was a zrowih. One usa of prose #RimsssssSancs- appoared
An_ accordance with the general distinction of the use of blank
veree 101 slevated tons and characters.

The first piece of prose In drama occurs in Henry Madwall's Nature,
which was written between 1486 and 1b00.$ 4edwall was in advance

of his time in his mastery over drasatic meass and weapoms im this

as in several ways. The pilece of presa is quite distinct from the

W.
I See  flgo.

%:See Gaylev,Representative English Comedies,p.lx of Introduction.
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rest of t he play. it i1g introduced for the sake of giving extraord-
inary emphasis al a very strikinzg point in the action. The staée
direction marks the importance which the author attached %o the piswm
Pride is to speak in the ear of Sansuality"égéﬁugjgggggmggigégzti
Except this speech the whole of the play is in rhyme,and the con-
trast betwesen ihis speech and ihe rest staﬂds forth w;thogt_ahy
possib il ity of escaping uanoticed.
Pryde. Ye,for Cod,are ye not Sensualyte®
Sensualyte. Tes surely.
Fryde. Ya_suche a gentlenan ye seme to be.
Sansualytg. Yoﬁ%’pore seruant at all! nguris. |

l‘hﬁ'n_‘ﬁzma_az‘sii:;&m_ts!.lsduauts_'in_-nxa_aze_taax_allﬁmaxﬁnzzﬁ-.‘-; .

Pryde. Syr, ! vnderstond that this gentylman is borne to great fori-
unes and intendeth to inhabit herein the contray. And [ am a gentyl-
man Pt alway hath pe brought vp wyth great estatys and affeed wgth
them and yf I myght pe in lyke fauour wyth this gentylman [ wold

ne glaa thgz% of and do you a pleasure.

The intention of the pisce ,it musi be repeated ,vas dramatic
emphasig. The author doss not show any Intentlon te indicate char-
acter or tone-contrast by it. [ts importance is mot greai:separated
as it was by 70 or "60 years from the beginnings of the tradibion

it stands apart as a remarkaple fact,a sign of the inventive genius
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and resource of lMeawall. [i cannot be said to have exerted any in-
fluence upon iater dramat ic prose.

The next prose is found in Bale's Mystery Cod's rFromises,writien

’
in 1536. At the end of sach act there is a Latin prose anthem, the
remainder of the play being in doggarel:-e.z.Act 2 "Then in a sreat
voice ha (Noah) vegins an antiphon 'O oriens splendor', fall inz on

his knees wnile the chorus follows with instruments#....0r else

in tae¢ same 1t may thus ne sung in English 'O most orient clearness

and lignt shining of the sempiternal brightness. 0 cilear sun of just
«ice anu heavenly rignteousness, come nither and illuminate the pris-
oner siiting in the dark prison ana saadow of Eternal Death'".This
pross was sung while the dog:.ersl was spoken. Like the plece in ﬁed*
-wall it was In no way connected with the tradition which grew up
later, but with the practice of tne Latin plavs.

The Contentiion vetween L ibsral ity and rrodigal ity piobavly contains
the nextit pieces of prose. This play was printed in 1602 in iis
extant form, and some o!. it was certainly written aoout then.=ut
most of the play appears to be in tae siyle current acouti 1565, Ip
cannot be asserted dogmatically that the prose belongs to the
original form, put inasmuch as some of this prose 1s an exaumpls of
atteupted realism in a direction only mediately comnected with the

tradition, and as ibls use developed early and comntinued throuzh-



A 117
- /

out tﬁ;'ﬂtama there is no improbabil ity in thnigs part having neen
composed in 1565. This prose is ﬁsad to imitate the voice of a judze
and of a crier when summoning a prisoner to tﬁe barsand Ior the
proclamation of the inaictment ana sentence. There is no attempt

to indicate a cnange of tone or individual caaracter, but 1t Is mere-
ly a realistic effort; The other* passages of prose cannot be doz-
matized from, as they are Juite possibly a laier version or 1nssrt1§$
The rest of the play is in very rough dogrerel and regular rhyme,
with a little regular blank verss-~ probasly aiso a later insertion.
The piece in cuestion runs (F3ré&v):-

Judge. Call forth the prisoner.

Clerk. Make an Oyes, Crier.

Crier. Oyes,oyes,oyes.

Clerk. Sherxifi of Middlesex.

Crier. Sherifi, etc.

Clerk. "“ring forth the priscner.

Crier. Pring etce.

Clerk. Prodigal ity.

Crier. Prodigal ity.

Clerk. Pain of the peril snall fall thnereon.
Crier. Pain stc.

Sneriff. Here, sir.

Clerk. Prodigal ity, hold up thy hand. Thou art indicted here by
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tne name of rrodigality, for that thou etc.

Passing to the next use of pruss ws reash tihe anonymous Rare
Triumphs of Love anHd Fortune, which was performed 1581/2, and publ ish-
ed in 1589. It is not possitle to say whether its published form
was the sams as its form at first production. The majority of the
piece ils of the siyle characteristic of the plays written about
1580,s0 far as that can be determined,out in the respect mosi impors
ant to us there are striking innovations. Besides l4d-grs, Alexandrim:s

|
rhymed pentametere,blank verse,short blank lines in irregular mstre\
among long irregular rhyming lines, it contains 41 lines eof prose.

With this extraordinary medley of metres in view,we may conciuds

that the prose was probably contained in ths origin al play. The
pilecs is earlier than the time when prose was regularly used for

comic paris, for the clown Lentulo uses dopggerel in the old siyie.
There are cogmbined in the play comedy ofi rsal character and inter-
ludes where absiractions appear. [t is thus a transition play poth
in coptent and form.

The 41 linee of prose are 211 spoxen by a charactér named Bomelio.
Eomel io does not appear in Aect iand Z. In Act S he enters using
Alexandrines and l4-ers,upbraiding Fortune.and explainiag that he
has been driven to live in a hermit's cell in povertiy in spite

of his services to hig country. His character ig§ distinguished
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oy the changes of mood it undergoss,and wikh these changes nis ven-
icle of expression changes,as is seen from the following extracts.
Page 185 shows the complaints;;

Now weary lay tnes dowﬁ s thy foriune to fulfil:

Go yisld thee captive to thy care,io save thy lifs or spill.

The pleasures of the field,the prospect of delight,

Tne blooming trees,the chirping birds,are grievous in thy sight

The nollow craggy rock,tne shrieking owl to ses,

Te hear the noise of serpent’'s niss,that iz thy harmony.
In Act 4 he aetermines to earn his living as 2 paysician,digszulses
fimself as a foreigner and uses foreign jarcon,soemetimes bad Enz-
lish,sometines bad English,sometines bad Frencn,and iometimes bad
Ital ian :and the netrs now hecomes doggersl:-
(p.200) Bien venu,chi dine ve mil nou intendite signeur no.
(aside) [ have a pisce of work in hand now that all the world

must -Not “now.
(p.201) Monsieur,par ma foy,am one have the grand knowledge in the
science of fishick;

Can malte dem hele have beven all life sick;

Can make seco see,and te dumb speak:

Can mae te lanme go ,and bs ne'er so weak.

At the end of this'a¢t Romel io loses some of his propeéeriys.ana ihnls
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misforiune,added to his previous grisfs,sends him mad and he raves

in prose {(sse p. 6; ) s
But in Act V ne is cured during sieep and rsturns to sanity with
fairly regula: rhymed pentametars,Tnus:;

Wnat nave [ heard? What is that they say®

Arazed cquite! Confounded every way!

My son Hermione,! know that is the same!

And thnat's umy prince:now comes griefl and shame.

Ypudprals
In this play ,therefore,prosc ig oonsidared4t0 madness only, the

clown uaing doggerel,and (he jargon paiils buing alsc im rouza varse.
A few years later all these parts would have been prose. Ths trad-
ition of prose for vrelations o!f %one is ,if this play can bo taken
a8 representative,lateyr lnan {he use of it to express ths utigr-
ances of maduess. The character of Bomelio is significant not mersly
because 1t shows the early date at which prose was used in drama in
a natural istic way te eshibiv the speeca of frenzy - the use of
snort detached sentoences in this and other plays for this purposse
indicates the real istlic Intentlon of the authors - but because
W |
N shows very well the minuie actiention which was osing paid to
form in drama sven when the doggerel was still in ferce. The changes
of venicle ,all for dramatic purposes, ars Iindubitable avidence

that the dramatists had a definite meaning sven in their cheoics

of medium fer details.
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The uge of prose to cipress roal or simulat.d madness is also
found in Tamburlalna,?t.l,&,Q; Oriando Furioso,frequently between
11.844&12351; Haml ot yecrdmperelemmes ,who uses blank verse when appear-
ing naturally; Xing Lear; Antonioc's Revenge,?2,4; The.Honest Whors,
Pi.l,(Bellafront,whc uses blank verse in ordinary speech,e.z.p.78,
but prose when simulating madness):The Witch of Ednmonton,4,1:

The Phosnix,4, 1(Tangle):The Changaling, 3,445 the Wisdom of Dr.
boddypoll,2 onwards:The Duchess of Malfi,4,2,pp.<39-241:5he Rape
of Lucrece,Lucius Junius Brutus:Claudius Tiberius Nero,D2v:The
Jews' Tragedy,112687-2697,etc. Several of these characisers use
pesa82 blank verse during thelir pericds of zanity.

Romant ic al ienation is ,however,usually expressed in verse.as is
the case wiith Ophel ia in Hamlet. Other instances ars found in the
Two Noble Kinsmen(The Jailor's daughter); A New Way to Pay Ola Debtgs
By 1,p+590: A Very Woman,2,3,p9;268—9:$he Lover's Melancholy.Yel-
eandor : ewmaddae. the White Devil;a,l(Coznalia):and Hoffman{}ucibella
But madness 1is expressed by blank verse withoui this reason in
The Thracian Wonder,2,2:The White Devil,b,l,p.ll8-Erachiano:The
Atneist's Tragedy,5,!:and The Rebell ion,4,1,p.58.

After 1585 the number of extant pisces zzows rapidly,and with them
thera of prose davelopes. Hitherto dozgerel had remained the nain
vehicle of comic matter,but now we come to the time of The Span~

ish Tragedy and Tamburlaine, in whicn,with the arrival of blank verse

@
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toere appuar disiinct foreshadowings of the tradition of prose
in mixed drama. The prose of the inferior plays The Three Lords
and Ladies of London,Locrine,Jack Straw and Sel imus is mostly used
for comic mattersthough in The Three Lords and Ladies it is used
almost indiscriminately.In Locrine and Selimus ,two sirapped to-'
gethﬁ:@laya sLhe prose ,which 1s of the boisterous comic stiyle that
was foflowed oefore Shakespears, is used methodically to mark off
the inferior from the main action. In Jack Straw there is evident
a tenllency to make humble characters use prose even when not speciak
ly comic .

The Spanish Tragedy pressnts interesting examples of uses ol prosse
wihich are differeont from ,indeed opposea to,the tradiiios, though
foliowed up in the latsr plays. The only pnlaces in this drama whers
prose appears in any quantity larger thar a line or two are Sc.9o,
which is a sinzle speech by a boy, a word combat between Pedringano
and the executioner,(Sc.6),and the famous sceme (12) in which is
given Hieronimo's most violent expression of grief at the loss
of his son. All these passazes are notable places,cilel points
in the play. The first 1s remarkable as ravealing to the audience
the fate that will overtake Pedringano. The second is a scene of
grim dramatic irony.where the iragic interegt is rendered tensé

by the contrast batween Fedringanc's cenfiience or pretendsd con-
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fidence that he will be reprieved ,and the fatal termination that
the spectatorg know the scene wiil have for him. Wone of this prose.
sxcopt the boy's speech ,is used to express characier. Pedringano
and Hieronimo and a deputy who appeare in the hanzing scene usually
employ blank verse. Hieronimo asd the Deputy change to blank verse
the moment the phase of dramatic irony passes. Pedringano himsel!
“does net begin to use prose till tne time for his dsath has arrived.

The prose speesch by the ssy page way oe explained as due to Lyly's
influence. The character of the noy Is similar to that of Lyly's
pages,and while the siyle is not essentially euphuistic ,it might
pass as a fair sample of Lvly's prose in its less characteristic
phases.

The special reasgmn for the ihird pasza-e is the extreme tragic
interest,where tne author feels the need of all available dramaiic
aids,and discards the usual madium of tragedy to heighten the
effect or hecause he despairs ol using blank verse adequately,
Hieronimo's condition of mind being so abnormal as to require speech
as viclent as the ravings of a maaman,though withoui the incoherence
ugual ly associated with insanity. Sut it is gensrally accepied

e

that this third passage of prose is containad 1nnadd1tions which

_ @uﬂfjﬂwwm/ .
wore mads 0 Lthe play DY stbesese-sessmes,2nd therolore no stress

need bs laid here on the fact that it is in prose. At the fime when

it is supposed to have peen added such momants of discarding verse
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as inadsquate nad oacomeﬂa repgular part of the practice of the |
dramatiste. The original skill of the author is shown in this pass-
age in the magnificence of the images,noi in the choice of the mad-
ium.,

Kyd,therefors,in this play uses prose where the level of interest
rises yather than falls. Thers is small evidence -none ,except in
the case of the prose of the Hangman's gpesches ~ that he showed any
disposition to regard prosge as 2 means of indicating lowered itone.

Scliman and Perseda,howavar,whether the comic parts are meant to
be meirical or not (see p-. $6.) is construczed in the old way of
contrasted interests and wmedia. If{ the author's intention was prose
this play is an early example of its being used throughout an antire
drama as a means of indlicat ing lowered wone.

Marlowe's plays show a more sparing uss of prose %Lhan most of his
contsmporaries’', although ftnere is a consideranle amounti of it
in Faustus. The pascsages in the twe parts of Tamnurlaine, perfect-

ly plain in gtyle, are notable for their manner o employment. In

]
part | i1t is used as a means of marked contrast with the nlank verse
The firsti place at which it appears is Act 4’$cene4, which depicts
ine banquat at which Bajazet is present imprisoned in a cage. In

the firsi speech of the scene Tamburliaine expresses his satisfaction

at the conquest of Damascug, and hig still vaulting ambition, in
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blank verse. %ajafét spgas In prose, ana immediately the sub ject
vecomes ithe oalting of the prisoner oy his captors. Tnese two suo-
jects continue tnrough the scene. Tne characters employ blank verse
when tney rise to heigonts of pasgion: when mocking Hajazet,with
one or two exceptional speseches, they speak in prose; Bajazst gensr-
ally replying in the tone and medium in which he is aadrassed. In
Actb $cene? Tamburlaine descends to prose for a few lines to address
soiwe attendanta, after one of the wost beautiful spseches in Mar-
lowe's works. A tnird passage of prose occurs in the same scese,wnem
Zabrina,wife of Eajazat’discovars the remaing of her agead husband.
From the horror of the discovery she either falls inio an exiasy of
grief or loses her reason; and as she does so her speech changes and
her ravings ar¢ randered in prose.

In TamburlainePt.l,therefore.prose is ths language of necessary
bugdness,of a lowering of imterest wnhnere legs serious fesling is
contrasted witn passion,and of madness. In Tambuzxlaine Pt. 2

there are several passages of prose ,which occur where the tone ,
never comic,drops below a certain level(3,4;4,1):5,3 contains a mess
enger's announcement in prose. In Fausius,ths comic scenes,Faustus'
articles of contract with Hephistoph‘lis,the speeches of the Seven
Deadly Sins,and Faustus' familiar conversation with his scholars,

even at wmoments of hnighest feeling .are all couched in prose. And,
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although tho comic scene ai the angering of the Pope is in biank %
verss ,and the 1604 and 1616 quartos differ sometimes in the ar-
rangement of prose and blank verss in some details,in general Dr.
Faustus is in line with the tradition,especially with regard to consd
prose; and the consistency wit h which the characters employ their
usual vehicles is 1ittle interferad with . Edward 2 is without prose
except for a letter. In The Jew of Malta,which was not published
till 1633,the prose has become the property of the villains of

lower rank,such as Ithamore and rilia-Borsa. Barabas spsaks usually
in the medium of the company inwhich ne finds himsgel {,using verse

or prose indiffsrently. The style of the prose ,howaver,very

strongly supgesis a time later than Marlowe's ,and {he play was

*
probably revised after his death.

We find,therelore,arlowe to be ,on the whole ,a strong adherent
to the practice of Indicating changes of tone by changes of medium,
though comparatively sparing in his use of prose ,if hnis plays exist

in their original form-l

*Sae Cambridge History of English Literature,Vol.5,p.145.
1There is ,howeves., an uncertainty with regard to Harlowe's plays
of which mention must be made. The Printer's Address of the (592
edition of Tamburlaine sets forth "I have (purposelylomittied and

Left out certain fond and frivolous gestures,digressing,and (in

my poor opinion)iar unmeet for the matter,which [ thought might sesn
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tne comparatively rapid growi 6r “he practice of comdoining prose
and verse - The earliest vxtant plays which show it in full or
partlal operation are the The Spanish Tragedy,Locrine and Tambur-~
"laine,and it 1s in complete though crude operation from that time-
MpaeEedalna-cmnrassy vould be surprising il we could not regard

it as a method borrowed from the earlier plays of wixsed doggerel

and regular rhythm combined in a similar way. Otherwise we should

veipect to find many atte{gs and failures to apply the medium of \

more tedious untoc the wise than any way else to be regarded, though
haply they have been of some conceited fondlings zreatly gaped
at,what times they were shewsd upon the stage in their graced de-
formities :nevertheless ,now to be mixtured in print with mattier

of such worth,it would prove a great disgrace to so honcourable

and stately a historv..." This statemant;waan taken into consider-
ation with the marted discrepancies between the 1604 and 1606
quartos of Dr. Faustus ,can leave little doubt that comic passages
are meant. These ,in general,are in prose in Fausius; and this
suggestion opens to us a view of darlowe as constructing his plays
more in accordance with the traditiow of mixea plays th.n ine
present form shows. (See also The Cambridge History of English
Literature,Vol.5,pp.144&145). [f the suspicion angendereﬂ by the

Printer's address is a itrue one there is very fair ground f{or re-
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prose properly.befoxe the tradition was established even in a crude
form. But as seen already,tne anomal ies that occur owinz to the
use oi prose in an irrational way are rare,most of the anonal ies
boing aue to the iuperfect subsititution of prose for doggerel.
The tradition in its simple form was noi coriginmally subtle or dif-

ficult {o applv,and itpis no doubt helps somewhat to account for

its ocuick elanoration. Rut ,when all is said,The need of explain-

garding Tamburlaine in its original form as one of the earl iest
plays to show the full use of prose. tarlowe does not coniradict
the later Lradition;he foreshadows it in several ways in ithe extant
drama,% in tone at any rate, In the play as ;t stands now there is
no character who is not on the herolc level,Marlowse's Muse vaunting
ner heavenly style in the pomp of proud audacious deeds througnout.
Bafore "the fond and frivolous pestures'were omitted entirely comic
characterg ,such as are found in raustus ,may have existed. But
quite probablvy ,even if there were regular coemic intsriudes and
charaotérs in Tamburlaine Pt. 1 HMarlowe may haku peen at one with
nis printer in wishing them not thsre. Tae} force of convention

and the evil practices of the extemporising clown would account

for their insertion against his wiil. (See pp./df and 207 ).
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ing this rapidity by refersnce to a set of precedent similar copn-
ditiong remains evident.

fgow this time tns practice is maintained in a large number of plag
[t will pe aufficient,the\reforé,to rofer merely to points of sig-
nificant elaboratiop,and to show how ithe simple formula was devel-
oped and subtilized in various ways,approximating to the ™g com-
pletegt form gradually,the special reascns Bor the use of prosez_r
peing nultip!iedywhiie at the same time ihe almogst uniform prose
of the earliest atvempts split inteo several styles suited for its

I
various purposes.

At the beginning of the use of metrical coniragig tnese ware almost
the sole means that an author had for indicating variations of
characfar,mood,and_tone by the fo;m of the dialogue. Frequently also
in the early plays the sentiments exprQSSa; were not adjusted in
such a way as to indicate Individuality in the personages of ihe
drama,s0 that when the contrast of prose and verse arrived it was
ofien the only device that the dramatist possessed for this pur-
_pose. But,as the .tradit ion grew and as the drama devsloped’thera
appeared side bv side a greater skill in differentaf\ting characters
by the matter of their spsecnes, and a greater power to vary the
form of the veise or prose aéoording to the nature of the character
intec whose mouth it was put. The practice of varying the medium ac-~

cording to tone and character thus tended to pass from ihe position
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of main iaporiance into @ mers secondary aid. Shakespeare and his
zraater contemporaries and successors can indicate differences of
this sort by subitler metheds ,both in the matier expressed and in
the form of the spesacnes: nevertheless using these subtler methods
within the scope oi the iradition,while maintainins %ts cons istency.
till:tney pass into the chief place zs manifestations of the dramai-
ists’ skill. In Shalespeare it is possible to find ag much differ-
in the form o tne speasch of {wo press characiers (e.g.,Hanlet's
and Botiom's prose ) as between the blank verse and any of the prose
in its notabple phases. The method of charactsrization and tone-~
indication by mere cgnirast of medium.even when the sent.ments are
well distinguished,was much too crude for the necessities ol the
higher reaches pr El;zabethan drama. In thess the method 1s varied
in every posginle way,the dramatist layirg onwWith a sweeping hand
ithe masses of 1ignt and shade,within these masses differsentafting
finer shades,del ineating the aetalls,frequently contradiciing in
small measure the too insistent regularity of his broad conirasis,
placing together in suptle alternation such masses as w;!lﬂnrow
one another into relief.and subordinating by caredfiul gradat ions
those portions he doe§ not wish to emphasize.

Almost simultanecusly with the appearance of the tradition iIn

its full though crude form the distinctiion of med:ium is adopted
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as a mattel of couses. Out of 61 plays which appeared after The

Spanish Tragedy and before 1596 only nine have no prose and all
pbut eleven of the others have more than 100 lines of prose. from
almost the veginning plays which do not exhibit the tradition in
some form may be regarded as exceptional:and it is even possible
to surmise the nature of a play from tha amount of prose in it.
Farcical prose, which is found first in any cuantity in Locrina,
Sel imus, and Dr Faustus rapidly assumed a characteristic form which
can easily be recognised from the wealtn of rhetorical devices which
it containg. In and after Shakespeare it was subl imated, tne fun
being no longer derived {rom horseplay and crude verbal wit out
from the numours of situation and charaster and fronm délicata wit,
though sometimes tane earl ier devices are found. These character-
istics, especially humour of situation, continued wibh it down to
the snd of the drama, though the earlier «ind never wholly disappear
ed.As this kind of prose is so common a full list of refersncss
would become a list of Elizapetnan ciowns. The following is, howeves
a snort selection. Jack Straw (e.g. Tom iiller); Locrine (Strumbo);
Dr Faustus (Wagner):; SBfimus (;ullithrumble stc.); Friar Bacon
and Friar Bungay (Miles); Love's fabour's Lost(several); 4 Look-
ing Class foqiondon and England(Adam); Falr Em(Trotter): James4
(Slipper); 0Old ¥Wives' Tale(Hmanebango, Corebus etc.); Orlando Fur-

f
ioso(O?galio); Mucedorus (much); Crim the Collier of Croydon (much);
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Tne Downfall of Richard Earl of Huntingdon(Much); Look about you
(Skink); John 2 ¥ent and John a Cumber(Turnop etc.); A Midsummer
Night's Breaﬁ(ﬂottom,etc.): The Merchant of Venice(Launcelot);
Henry 4 (Falstaff etc. ); Henry 5(Pigtol etc.); Twel fth Nicnt(The
Clown etc.); As You Like At (Touchstone etc.); Macbeth(The Porter);
Antony and Cleopatra(The Clown); Troilus and Cressida (Thersites
ana Pandarus): The Tempesthrinculo}%to.); The Winter's Tale(Tns
Clown and Autolycus); %ily Peguiled(Churms);Englishmen for my HMoney
(Frisco); Tue Blind "eggar of Fednal Green(Swash etc.); The Rirth
of Merlin(The Clown); The Famous Victories of Henry5 (John Cotter
etc.); Thomas Lord Cromwell (Hedge); The Shoemakers' Hol iday(Simon
Eyre and His Crew); Patient Crissil(Babulo);Rlurt,Master Constable
(Rlurt); women Beware Women(a stupid heir and his servant );Thne Dutch
Courtesan(Mull igrub and Cocledemoy);Edward 4 Pt.1l (Hobs);The Fair
Maid of the wést{CIem);Fortune by Land and Sea(The Clown);The Eng-
lish Traveller(The Clown);The Knight of the Purning PestleXRalpn-
burlesque of this kind of prose);The Maid in the Mill(Bustofa);
Love's Cure(Bobadill );The Weakest goeth to the Wall (Barnaby Bunch);
The Thracian Wondex(Tityrus);The RBrothers(Luys);The Arcadia(Much):
The Example sy (Dormant and Oldrat);St. Patrick for [reland
(Rodomant ); A Maidenhead Well Lost(The Clown);When Vou See HE

You Enow ME(Will Somers);Love's Wistress(The Clown);Messal inaXmuch)

Covent Carden Weeded(much);The Cueen's Exchange(much);The Lovesick
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Kingle.g.11 .45% onJ;Thé Fleat ing Island(muon);Aristippus(mucnJ.
The prose of these clowns shades off ,0i course, into the othsr
“inds of prose,particularly into the humour prose of -Tonson and
his imitators. It is also closely connected in gityle with the jargon
and dialect which was so common,and which may be regarded as one

w "

of its varieties,and with the prose which io used te mark the char-
acters of numble rank. Some of tnis last prose is not pronouncedly
farcical ,but the natural tendoncy was to attach a farcical tone to
aumole characters exclusively,and frequenily a ¢haracter useg prose
which is intermediate between the regular clown prose and the natur-
al spsech of rustic life.(Ssa pPpghfior oxamples and discussion of ¥ﬁ
the farcical prose). One might bs almost safe in saying that nsarly
all the plays contain some passapgas of farb!cal prose. The above
iist ,however,is confined to plays in which outstandinz characters
of this kind appear.

Real iszic 1mitat,onb£ the non-farcical spesch of humble charactiers
is rare in the early plays ,and though the use of this kind waé
gxtended furtuer_}n the 1a§er drama, it was never yery common.

0

%@atimas,nowavar, a humble character is not pronouncedly comic,

,an&“there are many (such as Hobs in Edward4Pt.® 1,Act§80.é}who at

one time are farcical and at ancther speak naturally and in even

tone. Most of the dialect parts ,are of course, farcical:and the



as8cclation bestweesn numble statien and clownage became so strong
that a dramatist was dftep compelled to distoxt the peasant into
a clown to satisfy both the demands of his audience and current
dramatic theory,(e;g.,CymbalinaB,4,Tne gaolerg:Julius Caesar, i 1,
The citizens:The Watch Sceneswnhich were sc common nearlv all contain
‘Iarcical matter.) It is diificult to find in eariv drama lengthy
passages which represent normaf low 1life conversation without sonme
farcical attempi,but the siyle of this can in many cases oe separatd
from the farcical passages with wheoih it is combined . The follow-
ing is a representative 1ist(Seep.4?§ for an exanmple ):-Sir Thomas
More,Doll Williamson: The Tempest,!,l:Corioclanus,The Citizens ,

and ServantsxamdxZsx:Patient Crissil4,1:2 Henry6,. Jack Cads and the
rebels: The Scene between the waiting woman and the doctor in Macbeth
might be explained in this way:Antony and Cleopatra.2,7, i-18&28-29;
Richard2,The Keeper;HemryV,4,1,90-240:Pericles, The fisha?msn,ﬁizzx
2,1,12-1265;3,1,42.665:The Maypf of Oueenborough, l,1:4 Warning for

Fair Vomen,l11.1516 on:Nobody and@omebody,rraquently:Thomas Lord

Cromwedl,here and there:No Wit,No Help Like a Woman's,4,2,10lon:
A Hair CQuarrel, !, !:The Changel ing, /asperino and Lollio:A Woman
Killed with Xindness,Servants,throughout:If You ¥now not Me Yoa
Know Nobody,p.19:The Four Prentices of 10ndon%p.474§,?hilasaer,

_ Pp.118&125:The Coxcomb,Servants,as a rule:The Maid'8 Tragedy,5,p.64:

A King and No King,pp.172&173:Appius and Virginal,3,2:The Atheist's



L5
T'ragedy,ﬁ,l,pp.ﬁﬁ--’ﬁa; 'Tis Pity She'B a Whore,!,2,pp.133~4:The Card-'
1na1,5,2,pp.306~569:Cltudius Tiberius Nero.,Bdr:The Witches of Lanc-
ashire,2,1,p.194:4 Larum for London,b\?r&DSr:The Rebell ion,e.g.

ly,1,p.27:The Lovesick Court,l,1,p.95:The Queen's Exchange, 2,3,
p.489on,8tc . :

The manner in which prose of this kind is intfoduced in contrast
with blank verse and combined speech for speech with it . t; em-
phasize difference of rank ,is very striging. Thus in Edward4,¢ft.l,
4,3,p.66 Jane Shere uses prose when the King first meets her and

Y -

converseg with her, in such a manner as to draw attention to her
inferiority in rank to him4but throughout all the resi of ths play
and the second part she employs blank verse. And in Love's Sacri-
fice D'Avolos,the Duce's secretary,a very serious parson,useg prose
throughout k46 play,thus marking the costrast between himself and
the persons of high rank with whom he deals. When he speaks to his
‘ . s
superiors in station he use¢ prose which is plain and formal in
style,but when he spsaxs to his equals or inferiors his words take
on a different appearance,bscoming what is distinguished in this
Lsay 156 4t _
paper as 'Court rrosa“{?cepp7ﬁ7gi. An example of the way the two
media are contrasted is found in The Changeling, 1,2, where Lolliﬂ
the servant}is in convergat ion with hig master Alibius:-

Al ipius. Lollio, I must trust thee with a secret,

But thou must keep it.
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Lollio. | was sver cloge to a secret,Sir.
Alib. The dil igence that [ hava found in t hes,
The care and industy al ready past
Assure me of thy good comt inuance.
Lodlio, ! have a wife.
Lol. Fie,sir, 'tis too late to ksep her secret;shaxé known to be
married all the town and coumriry ==s¥ over.
Alib. Thou goest toofast ,my Lollio;that knowledge,
I allow no man can be barred it....
#hi8 Lol. Well,sir,let us handle that between you and I.
ALip. 'Tis that [ go about,man;Loll io,
My wife is young.
Lol. Sq&ucn the worse to be kept secret,sir.
Alib. Why now thou meetst the substance of the point:
I am old,lollio.
Lol. No,sir, 'tigs ] am old Lollio.
Al1ib. Vet why may not these concord and sympathize?®
0ld treeg and young plants often grow together,
Wwell snough agreeing.
Lel. Ay,sir,but the old trees raise themselves higher and broader

than the voung plants...(The whole scene is in this manner’.
trongly contrasted in %tmm style with the farcical prose and the

speech of numple characters 1is the prose that is used,without spec-~
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ial reference to rank and éharactar,for familiar conversatios where
tas tone is even and quiet. Thiz prose cccurs in many plays, and is
remarkable for its realistic excellence. All through the drama it
fs co?&inued,showing little siylisiic influence beyond the changes
in actual speech. Both the ehiaf prose dramatiats,@ascoigne and
Lyly,and especially Gaaooagne,snow_passagao of plain cof@arsational
prose ,contrasted with their usual siyle,and similar tc those found
in mixed drama. Such passages as ars found in Supposegf,Q&lgﬂ-and
End1m10%€4,2,73-85 differ greatly I{rom the mannered prose which
constitutes the larcer part of the work of theg7&ramatiscs. He-
presemtative passages of familiar convergatiop in profe are found
in mixed drama at:-David and Eethsabe,526 533:Fair Em,Elr: Arden

of Feversham,2,60-8%:Tamburlaine ,Pt.<24,1:Edward 1.S5c.<:Faustus

5, 4(the oonversnaiog between Faustus a?ﬁ the scholars):Tne Trousle-
some éelgn of King Jonn,Pt.2,E2r:A Looking Class for London and
sngland, 1, 3, parts; 2, 2,parts :The Three Lords and Ladies,pp.<60-1%,
276,277,296-8,510,et0.: James 4,3,2, 1~24:The 0ld Wives' Tale, irequant
@.L. 726-73%:A Knack to Know A Xnave,pp.3%C-1:The First Part of

The Gontegtion,p.QO:The Taming of a Shrew,e.g.pp.184%1892:Sir Thomas
More,pp. 175 18,90, 291 :Thomas lord Cromwell, F4r&R3v:The True Tragedy
of Richard3,pp.17,28,40 etc.:The True Chronicle History of Hing Leig

D3r4v:A Warning for Fair Women,11.6830on:The Birth of Merlin,Fiv:

Coriolanus, 1,3, (the conversation between Volumnia and Virgilialé&
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4, 3:Cymbel ine,often:Lear, 1,1,9:4 Winier'8 Tale, 1,1,4225 2, 10-20:
The Merchant of Venice, !, 2, MyRs3QiR84sy Macbeth, 4, 2, 30-64¢the con-
versation between Lady Macduff and her son):Eastward Ho'!mucheit
is frequent in Chapman's comedies:Russy D'Ambois,Acts 123:The Trag-
edy of Byron,Act2:Caesar and Pempey,5,1:Alphoneus Emperor of Germany
several passages:Match Me in Losdofﬁd,p.ngTha Witch of Edmonton.
1,2,etc.:Sir Ciles Coosecap,sdvto B4v:The Phoenix, i,5:4 Fair Cuarrel
4,1:The Changel ing, 1, |?p.<15:Homen Raware Hﬁmen,p.bsszTha Fair
Maid of the Exchdnge,4,1,p.6%9to.:lf 7You Know not ¥e Vou Enow Nobody
p.33:The Four FPrentices of Londoi, 1, 1:The Two Noble Zinsmen,4,3:
The Bonegt Yan's Fortune, Actsl,2,&3:Women Fleased,2,5,p.255:
The Fatal Dowry,2,2,pp.385-90:The #hite Devil,1,2,p.18:The Atheist ®
Tragedy, 1, 4,43, 2,pp.88-89:Love's Sacrifice,d,2,p.441:The Maid's
Revenge, 3, 3,etc.:The Traitor,3,1:Love's Crueliy,.3,1,etc.:The Devil's

Charter, K%v:A Challenze for Bsauty,l.! p.340:The Lancashire Witch-'

s, 1,1,p.172:The Miseries of Enforced Marriage,ﬂzgand many others:
Amends for Ladies ,3,2:Albumazar,<,d%#x144:The Hog hath Lost His
Pesarl,l,1,p.4290n:The Heir,2,p.53%etc. :The Gi{y Nightcap, l,p.11%20n:

The Antinuary,!,l,p.434:The Oueen and Concubine,4,3 p.87:(see y.2a7}.
As soon as any comic 1nte§tio§ is inveolved the prose passes Irom

the easy manner ,and invariably in the early drama there appear

some or all of the characteristics of farcical proze. In the later
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drama,however,thds proge 1is psrhaps beiltar nonnecte?éltn the §peach
of ths high comedy characters,which owes its form to an attempt to
reproduce the speech of the aristocrasy,which if”its turn was so

L] f ’ﬂ ‘I y 3 1
greatly influenced by Lylv's E%& @3 and his plavs. Shakespeare was

HMQM;«#/ ﬁm’»"gf
the [igst writer to develop W\, prose—in mixed drama,and it is seen
to perfsection in the wit combats of Renedick and Reatrice r@'Much
Ado About Hothing;and in the speech of Rosalind and Celia in As
You Like It.Ait is found also , for example ,in Parasitaster.everyw
where,and frequently in The Dutch Courtesan;and it constitutes
most of the prose in Haaumoki and Fletcher's plays,and has a close
con?éctio? with the styvile of Fietcher's blank verse. [n ths lategt
years of the drama it :e$dai to overrun other stvles altogether
in Bome authors. [n The RebellionkmssE-ss+(i65%) the speech of tne
humnole characters 1is usually high comedy prose,e.g. RZ,p.35 and

5,1,p.80,and the same feature is sesn in Lady a11mo?y,e.g.3,1,
3,5,and 552. Other pa;sagef of this same prose are found,to select
examples, in The Devil's Law Case,2,1,33:'Tis Pity She's A Whorse,
2,2,p.1569:The Witty Fair Cne,!,3:The Wit of a ¥Woman, throughout:

A woman 1o a Weathercock,often:Green's Tu Quoque,often:Albumazar,
2,1:The Hog hath Lost his Pearl,often:Tne Londeon Cnaunticleers,
nearly all:The Lost Lady,oftegtha City Nightcap,often:The Antiquary

The Farson's Wedding:and Humour out of Breath(see p.275).
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similar in purpose to thne witty ocomic speech of elevated characters
which was a dramatic development of actual speech,was a prose in
wnich the comic intention was somatimei weaker ;but the attempt

to copy court speech more marked. Tné#clear endesavour to pr:duce

a realistic imitatiom of the spesch of the court for its own sake
;e_seagbin Sir Giles  GCoosecapse.g.Clr,Dlr,&D2r:Patient Grissil,
Farnese:2lurt Master Constablel, 1:Cupid's Revenge,3, l,p.<58:
The ATheist's Tragedy,1,2,D'Amville:Love's Sacrifice,l,l,p.%88 388,
atc.:The Bird in a Cage,4,!:The Cusen,Muretto,e.g.ll.1300-5:
Aglaura,l,l,p.lgo-lzThé Return from Parnassus,Pt.1,11.290-310,(3¢e
Do 173 )e

Some pf the later farcical prose tagkes the ferm of parody of the
speech of the court.to indicate affected character. The outsianding
example of this is Osric in Hamlet:and in Twelfth Wight Malvolio's
speech hovers round it. it is found also in A Match at Midnight,
By,1,p.97:Wnat You ¥Will,®% 2,1,p.238:The Roaring Girl, 1, 1:The Fair
Maid of the Exchange,pp.13215:The ratal Dowry,4,1,p.425:The Fancies,
Chaste and Noble,l,2,p.144:Love Tricks,ms 3,5:The Waid's Revengze,
5,2,p.142:and Match Me in Lojdon,p.l1688(see ypLJf-if) .

Yot another varisty of ths comie prose, though it can scarcely be
said to be a separate variety in style,as it shows affinity first

to one kind and again to another ,and is usually quite unlike the

Al
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old clown prose, is tue speech of the”numourhcnaracters. Easy to
recognize ,it is impossible to characterize generally,as it éhdic~
ates in each case some individual peculiarity. In .Jonson himsel;{it
is often plain in style.but in the humour characters #hich follow
1t not seldom takes the form of almost incomprenensiol?érofess-
lonal jargon. Besides the prose of tnis tind found in .Jonson's
dramas,notably in Every Man in His Humour,and Every Mam out of His
Humour, prose of special style to indicate overmasterinz passions
or outsdanding pecul farities is found in ,i0 select once mors,A
lew Wonder, (Sir GCodfrey Spsedwell):The Phoenix(Tangle):No Wit,Ne
Halp'Like A Woman 's(Weatherwise):A Fair Cuarrel (A surgeon): The
Wilsdom of Dr. Doddypoll(A Doctor):Monsisur Thomas, 3, 1p.120:The
Emperor of the ﬁast,4,4,pp.31?~3i9(a physician):The Atheist's Trag-
eDy (a Puritan):Love's Sacrifice,Mauruccio:The iaid's Revenge, Monte-
negro,Spiza and Sharkino :Changes,Sir Gervase Simple:The Oueen,Pyritg
The TurkfBordello):The New Academy(Nehemiah):The City Wit(Sarpego):
The Court Begzars(several characters):A Mad Couple Well Matched
(Saveall ):The Cutter of Coleman Street(Puritans):The City Madam
(Stargazer)s The pedant of the oldar plays is continued in How a
Man May Choose a Good Wife from a Zad(Aminadab):Love's Labour's

Lost(Holofernes ):and The Cueen of Corinth,3,1,p.37. Middleton espec-

ially affects medical jarzon and lawyers"' argoiiBee p. 2§ ). In
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Parkin Warbeci lhere are tuhree cnaracters each of whom affects
court speech nut at the same time introduces metaphors drawn from
ais own trade. rfor example .the Tailor says;The new suit of prefer-
ment"and "the pressing iron of reproach'. Thne prevalsnce of this
kind of prose is noticed by Tourneur in The Revenger's Tragedy,
4,2,p. 107,where Vindicli remarks,"There are old msn at the pregant
that are so poisoned with the affectation of law-words(having had
wany suits canvassed)that their common talk is nothing bﬁt Barbary
Latin" -in whick he exéotly describes Middleton's &€haracter of
Tangle in The Phqen!x,ﬁhicn appeared about the same time. Erome.
aspecially, emplqvcd "humour-prose”,as befitted Jonson's follower.
And the daﬁand :or thig kind of speech wmssss-sEsansys. and charvacisr
was sp strong.and the impossibility of using verse with it so clear,
that even Massinger,who del iberztely eschewed prose wherever possd
ible ,was compelled to use it for the physician in The Emperor
of the East and the astrologer in The City Madam;fhese Two Char-'
acters employ the only prose in Massingear's undoubted work,evsn
the countryman in The Emperor of the East,4,2,pp.316&311,speaking
country dialect in blank verse,a very rare phenomenon.
Igxlatsrxdramazakspystharesarsxfound aegasionakiyxRass2zs70L7pTOES
About 15980 there appear the first distinct traces of a tendency
to employ prose in places to which the olank verse semms more

naturally suited. In the Chronicle Historieg ,no doubt to express
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lormal matter§ and procedure,a plain and straightforward style ocews
o¢curs,which ig not used to indicate character.,and is not different

in tone from much of.the blank verse. In conssquence of the appéar4

ance of this prose many of the chronicle histories pseseft an arrang

ment of prose and verse wnich is at firgt sight less reasoned and

motived than in the other kinds. RBut ;part from this feature these

plays are often quite regular and coffgistent; and its use seems some

times to have been due to the same impulse wnich caused the neuiral

tones and necessary nusinees of a play to pe couched in prose,some-

times, instead of verse.

This use of prose is seen .ln%arge part of Tae Famous Victories

of Henry 5,The True Chronicle History of King LeizD3v:The True Trag¥

gdy of Ricnai'd?}often,e.gvp.ﬁs:'I'ha rirst Part of the Contention,

often,9.z+45c.6:The Troublesome Reign of King John,often,s.g.Ft.l,

Elv:EdwardlSc.] ,147!186,Sc.10, 120-180,270to the end,eic.:#hen

You See Ms You know e, frequently,e.z.F4r&v:Sir Thomas wyatt,p.99:

Edward4fPt.l,1,1. It is notable ,however,that Shakespeare perceiv-

ed that biank verss was more suitaple for the uses to which this

prose was put;in his historical plays he does not lse it much,and

indeed ,where he found it in an earlier play which he was using

he usually turned it ipto blank verse,as in the first scene of

King Jonn. Rut it is found in ¥Ying Lear andiGawdtekamus l, 1, andLora

R N a —mmrw
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In latel drama,also,there are found occasionally passages of prose
of a ;erious nature not connected with the Chronicle History.
Some of these passages are confessedl yesaddisdisaks oratorical,as
Brutus' speech to the citizens in .Juliug Caesar. Sometimes there
is no apparent reason why they should not be verse,and in such cases
they must be regarded as violaticns of any rational relation netween
plank verse and prose:and ,of courge ,many oratorical passages are
in verse. Lzamples of theée kinds of prose are found in Volpone,
2, 1:The Tragedy of Philip Chabot{an advocate's speech)j The ¥alcon-
tent, 1,6 :The Roaring Cirl,p.154:Sir Ciles Coosecap, [, 1lr:Blurt,Master
Conetable,5,1:The Family of Love,4,2,p.170:Anything for a quiet
Life,p.472:The Fair Yaid of the ¥West,p.25: The Royal King an d the
LQY&IISubJGCt,pp.QO&QEeA £ing anH No King,much,especially Mardenius:
The white Devil,some of Flamineo's speeches:The Duchess of Malfli,
some of Bosola's speeches: The Atheist's Tragedy, 3,3,p.95;4 35,p.118:
The Lover's Melancholy,2,1,etc.:'Tis Pity She's a Whore,l,p.200:
3, PP 2074208 : hkswastsxlzecsifice, The Rird in a Cage,N 2,1,p.404:
#“hen YVou See ¥e Vou know Me,F4r&v:The Rebellion,1,1,p.20:2,pp.42
444:. The Ousen and Concubine,2,3,p.28:How a ¥an May Choose a Cood
Wife from a Bad,D4v:Cymbeline,b, 4.

The last-mentioned development of prose ,io convey serious thougnt,

passes into the final reach of the medium,whers it i§ used to ox-
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press slevated and even poetical thoughts and feelings. The best-
known and earl iest example of this kind is Hamlet's sgstatic out-
purst at ﬁ,2,2,364;524: It is found also in Rlurt,Master Gonstable,
p+<230:The Phoenix,!,1,0.317:The Family of Love,4,2,p.172: The
Malcoptent, 1,6(An imitation of the sdmilar kind of passage in Hamlet
A Match at Midnight,5,1,p.97:The Atheist's Tragzedy,4,3.,p.106:
Love's Sacrifice,2,2,p.415:Love's Cruelty,2,2,p.213:The Arcadia,
Musidorus,o*ten,e.g.p.?OO!see PP.393- 186 for exampleg of thsse kinds
of prose).
The use of prose in some plays to convey necescsary information
and neutral matter has alrsadv been discussed (see p.Mla). There
are, however, other plays’whera such mattier is rendered in verss,
in which particular passages of this nature are placed in prose
for the spec ial purpose of contrasting their neutral ity with press-
1nﬁéomic or tragic intersst in the context. Such passages are found
in Twel fth Night, 1,4,1-10: Coriolanus,2,1,108-176: The Maid's
Revenge,3,1,p135: The Devil's Charter, [3r: The iron Age,p.284:
The Jews' Tragedy,ll1.435-442etc.
[ A gradual progression can be traced between the earilest, and
most native and colloguial, uses of pross,and the elevatsd and poet-
fcal uses to which it is put in the passaces just mentioned, and in

n

the relations of blank verse to prose in these places. One of the
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two media is chosen in each case pecause of its supsrior fitness
to the suujaot;matter and fesel ing axpressed. Fut when the [eeling
and tQOpght pass 1n some way above the power of expression which
an autnor possesses he is inclined to fly to contrasts of medium
as an aaditional means,catching at any aid to suggesting ideas he
can grasp. There exist passages in El izabethan dramz whose content
poth olank verse and prose fail to express without serious loss.
wheglblank verse iz the prevail ing medium the dramatist see«s re-
lisf oy puttiﬂg these_passagas into prose. [t may pe that some

of the elevated and poetical passages can be es<plained in this
way; certainly the passages c¢f prose which express the utterances
of madness are ito he ranked in this category. The tendency of Kyd
in the Sﬁanish fragedy towards prose for zuch reasons has been
noticed already (pa/¥ o). This is the cause of Othello's frenzied
speseches in prose at Act4,36-46 and 190-é20. Similarly and with

similar real ism, the Duke, in Antonio and Mellida, Act3’stuttar—

ing with rage changes from verse to prose for a spesch. In Antonio'y

Revenge, 2,3, Antonio says, at the moment of intense passion,
I will not swell like a tragedian
In forced passion of afiqcted strains.

1f 1 had present power of aught but pitying you, I would be as

ready to redress your wrongs as to pursue your love, Throngs of
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‘thoughts crowd for their passage: somewhat will I do.
Reach me thy hand: think tnis is honour‘s‘aantr
To live unslaved, to die innocent.
Sudden agitation is expressed by a change to prose in Blurt Master
Constable, p.25ls Flamineo's bitter sarcasm is put into ﬁrose in
The white Devil, a2nd RBosola uses prose for a similar rezson in ¥The
Duchess of Malfi: Cornelia in The White Devil uses prose at a moment
of excessive grief,4,5: Ferdinand speats ironically to nis victims
in prose just before his own death in The Duchess of Malfi, ActbH,
In The Maid's Revenge grief is indicated by ths same contrast of
medium at 3,4,p.l174, and agony at 5,3,p.183-4: in The Camester
anger takes the form of prose at 2,2,p.<215.IN The DEVil's Charter
agony is expressed iIn the same way at HZr, I[lr, and the death of
'
Alexander, and intense feeling at Mlv and iMZv. It is significgnt %
that in Fyd, Shakespeare and Webster, three writers who fecr com-
maﬂd over blank verse and powsr to ampict tne most vielent passions
are equally pre-eminent, the most striking examples of théddBSpair—
ing abandonment should pe found.
Speacg which 1s:forced or unnatural is z2lso frequently, though
not always. expressed in prose. Characters who nave adopted dis-

guises are found to rel inquish the olank verse they use in their

proper persons and to betray their unusual and constrained
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situation oy fhair pross, or to make a further contrast by this
change of speech. A good example of this is seenin The Cnangeling’
3,3, where Antonio and Francisco, two gentlemen who pretend to

have lost their wits’cnanga several times backwards and forwards
from one medium to the othar’according as they mpeak naturally or
in disguise. Other instances are The Spanish Cipsy,2,!: Edward4
pt.1,3,1: The Bird in a Cage, Fhilenzo: When VOu See ME Vou Inow
Me, Eir&v: The Rebell ion,l,1,p.27 onwards: Henryb5, Henry among the
soldiers,4,!. Creater subtlety 1is found in Shakespeare in thd

this direction than in any other author. The hypocrites Edmund in
Lear and [ago in Othello usually employ prose,though Iazo is not

as congistent as Edmund:Lady Macbeth uses prese in the Slsep-
walking scene:Coriolanus weses spsaks prose te the ciitizens,2,3,
70-118. Hamlet warpgs his friends that they are npt to be surprised
if tney see him put'"an antic disposition on'",2,1,170,and afier th:.s
changes to prose ,excsept in soliloqug%,which provides an explanation
why he employs prose in the elevated passage)already mentioned,
which was spcken in the presence of Rosencranz and Guildenstern.

Whenever he reassumes his natural self{,when goadad into frenzy at
the Esaths<e funeral of Ophelia and at his own death,whem the nesd

for disguise is zone,he uses verse again,his familiar prose con-

versatioas with Horatio being quite in accordance with usage.
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In theix managewent of blank verse the earlier dramatists soon
found thai certain aevices were necessary to avoid monotony,.ana
‘0 give the sem.lance of real speech to a medium necessarily so
far. removea from it as blank verse. Apart from the internal var-
iations and the Irequent avoidance of pause at the snds of the
e _ (4 = o
lines,a 1 iberal nxt%sion of tho scops of (he verse was sscured,
a3 1s well-known,by making Lhe end of a speech coincide with a

- - L . y
point in the 1line; the next spsech beginning ,pernaps witn the om1§?
ion or aadition of a syllapnle,ai the point in the versse whare the
preceding speech had terminated. For rapid dialogus an short

Speseches,wnere tihey wisned to retain verse, iney used parts of

lines,which as a rule but not always added as complole psntamsters:

with,at a later perioa,a plentiiul use of extra syllables nherse also.
Tnis custom wag continued tc the ena oi the drama,and is seen in '
constant and 1l icentious operation in the plays of Beaumonti and

flsicher. The device enabled the dramatists to naintain with

consigtency the reiatiof§ between the two meHla In an ipmense num-
ber of passazss where they would have otherwise nave bDeen com-:
* . s _ ok A e
pelled to resot to progesand it had provaoly the sffeci of reptrict-
A
ing the use of prose wilhin narrower pounds ithan would have oo-
tained but for it.

In constructing his play a skilful author would necessarily wish
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tnaz_at some places the contrasis snould pe snarp and clear.wirils
al other points he would desire a gradual transition from one
ma&zum to the other. Tne inabil ity in sazrly authors to make grad-
ual tranasitions produced the harsh rougn;nawn effect Lthati is
charac terist the formal siruciure of many of these plays.

‘ae methods by which the uanner of transition could e varied at
will were soon slancorated;they differ according ic circumsiances,
but need no lengthy examination. The devices used o Z.ve [lex-
ibility te the prose and [or rap.a dialogzue vere adapiszd for the
pupose.or making gradual transitions,or to mix the two media in a
patural way. By theiz naip passagoed could be constructed wuichk
a0t glve the impiession of being ons msdiun more then the other
untal carefu/ly scruiinized,whether entizely in verse,or entirely
i prosesor in a mixtuzre of the iwo.

An exaunple of a tramnsition sade by short lines is [ocund in The
Spanish Tragzedy,3,6,iines 1-40 are verse ,at wanlch point tne
transg it ion to prodge is made thusg:-

A IERON IMC Peaca, impudsnt,for thou shalt [ind it so:

For blood with bleood shall,walle [ git as juage,
Be sactisfied,and the law discharged.

And thougzh myself cannot recsive ihe 1ilke,

Yot will [ see that others have tnelr rigat.

- % =
Despatcn:tne fault's approved and confessed,
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And by our law ae is condismned to dise.

HANG AN Come on,sir,ars you reaay?

PEURINGANO To do what,my fine ofificious knave?

QANGMAN To go to this gear.

FED., Oysir,you are ioo forward;thou wouldst fain furnisa me
with a halter,to disfurnish me of my habit. So | snould
go out of this gear,ny raiment, intc that zZear.tns rope.
Fut ,Hangmansnow | gpy your «mavery.i'll not change with-
out buut;. that's {lat.

Inis 1is a simple example. A zood instance of a wmore conmpl icated
irans it ion is contained in the following pagsaga fvom Greene's
friar Bacon and Friar Bungay. Lines 518 te 610 consctitute a scene,
the tone of which changes about lines Bsstis 531 t¢ 581. Previous
tc line B51 the tone is comiciiater it is more sserious. In accord-
ance with the alteration the medium changes from prose to blank
verse. The transgition is accompl ished taus ,snort prose lines
being wixod with short verse laines,snils sach character adheres
congistently to his own wedium:-

WARREN #hy,Ned, I think the devil be in my sheatn; [ cannoi get
oul My dagzger.

ERMSBY dor 1 mins. 'Swoouns,Ved, [ think [ am bewitoched.

MILES A company of scabs. The proudest of you all axaw als woapon

if no can. (Aside) See how polaly [ spwsak now ny master



162
iz oy.

PR INCE EDWARD | strive in vain;hut il my sword ba shut,
A And con jured fast by magic in my sheath,
Vxllain,nereds my fist. (Strikes nim a box on the sar.)
MILES On, [ beseecn you,con jure nis hands 1o00,that he may not
1if¢ his arms to his nead,for he is light-iingered.
RAL PH Ned,strike him, [ warrant thee by mine aonour.
BaCOH What means the Engl ish prince 1o wrong my man?
Pr. EUWARD To whom gpeak'st thou?
EACON To thee.
PR. EDWARD wWho ari thou?
BACON Gould you not judga’wnan all your swords grew fast,...
({ne scoke centinues in fuil blank verse lines.)
Nafurally,consideracle care had {o be exercized oy an author who
wished to maintain in exact detail the relation of the two meaia,
lest he should vieclate characier-consistency. In early drama the
playwrights were usuaily very careful in tnis respect,sven whera,
as :in tne siample Jjust quoted,&w® short lines of blank verse are
N

mixed with short lines of the other mediume Actl,Sc.l,29-42 of

the same play shows a2 character nmaintaining nis wmedium in short

lines of verse alternating with prose speeches throuzh o consider-

able passage (Soe also pJM4i)s in later drama,whnare cnaraqter-intare$|

had grown weaker than tone,tnara ig much carslessness in this :equéﬁ

but sven here the media are ofien alternated spesoh oy spesch.
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Ths general conclusions that have peen arrived at concerning the -
uses of pros? have now heen stated. The tvpical ferm af a s?kteanth
century drama was a complex one ,corresponding to ihe complexity
of action,which tended to be a combination of twe media,one suited
to the serious interests and one to the lignter interests of ths ﬁ
play. The connection between tone and form was very intimate;
z2nd the contrasts were made by any means in tﬁe dramatists' reach,
and culminated in the combination of prrse and verse. After some
tentative efforts the uliimate type emerged and rapidly triumphed,
its growth being rapider than the growth of an entirely new form
pecause it was za substitution of new vehicles of expression in an
old relation. Frose represents the realistic and versa the idesal-'
istic tendenc ies that are combined in most plays.but verse is the
maln or normal medium,prose being used for spscial resasons. Yore
generally ,the contrast of prose and versoe eipresses the contrast
of tones,verse beinz the mark of elevation and prose of lower tone.
In practice this formula could not_be aPp{ied with comb ined g&ee%a%&
exactness and flexipility. At first-4t was applied crudely,cut
as skill grew altepnations of medium follgwed variations of tone
with greater e;se,the rezasons for using prose were progressively

multipl ied and subtil ized,and on the whole the drama exhibited the

phenomenon of a mixtuye of prose and verse being used to produce
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certailn definite effocts. inconsistencies of all sorts do occur;i

I |

put are comparatively rare. Most of the plays w=e verse and prege

uadun the conyentional manner,a minority are in verse alone or in prose
alonesa very few employ verse and prose at random.

Frose 1: used for preclamations,often for the announcements 6f
messengers,for letters, for passages read aloud,and sometimes for it
oratory. [t is used for conversation of even and familiar tone,soms- §
times for necessary business,later for high comedy and humour comsdw i
Comic and humble characters use it. It is empioyed also sometimes
for formal utterances in history playg,and even for serious speech
in later playsi4though this last use cannot be connected with the
olhers. For speech for which olank verse is unguitad by reason
of its relative evenness rather than itg elevation ,such as agitat-' |
10n,angar,madness,and any ecstasy,prose is sometimes usec. It is i

- I
used also to express the unnatural,such as the speech of a disguised
: |
character, irony and nypocrisy.

bl - ) /

SHAKESPEARE 'S USE OF FPROSE.

On the development of prose use in mixed drama before Shakespeare

ihere exist a few scattered references in moderm critics. The part

which Creene played in the development of dramatic prose is clear-
ly of importance, his large practice in prose enabling nim to davelqu

op this branch of his art.* The prose dialogue of Kyd, Creene and |

¥ Ward, English Dramatic Literature, Vol.l p.108. : -{

’5«.¢ﬁ¢uk.
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Peele, and ol such plays as Locrine an~ Sel imus forms’tna gtart-
ing-point, together with Lyly's style, from which Shakespeare
developed his own methods of prose use, but they cannot for a moment

1
compare with nim in style, Their mixture of blank verse and pross

2

suppl ied the formal materiais for his art. The alternations in. these
forms began to follow the changes from tragic to comic, the scenes
‘of elevated tone being rendered in blank verse, while prose was
reserved for the comic parts, and the scenes of svery day life,

: 3
and for characters of low birth and servants. Tne general opinion,
howsver, is that the changes of medium were rather arbitrary than

) 4

governed by any rational dramatic principle, escept in their broad-

est and wost obvious outl ines. The fact that prose was frequently

employed in farcical scenes is opvious on the most cursory in-

l.Churton Coll ins, Studies in Shakespeare, Shakespeare as a Prose

)

2
writer. Ward, Vel.l p. 48b.

5. Ulrici. Shaxespeare's Dramatic Art, trans. 1876,p.104,
4e-g. Del ius,Die Prosa in Shakespeare's Dramen:-"Shakespeare's
dramatische Vorgangsr,”eitgenossen,und Nachfolger in der Unter-

& y -
scheddung und Vertheilung von Vers und Prosa in ihren Schauspielen,
wenn ﬁberhaupt eine Norm, jedenfalls nicht die Shakesgeare'sche lorm
angelegt und durchgeftrcht,und stehen deshalb ausserhale des Freis-

@S unserer geganwgnrtigen Betrachtung."
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spaction.

The prose of Shakespeare 'splays has received e<naustive treat-
ment. tnough it has not been realised that he was utilising and
periecting an already rational practice. Indeed the tendency has

veen to suppose thac if he was guided by a fixed principle in us-
ing prose both his predecessors and successors must -e contrasted o
with him in this respect. It is one of the conseguences of taking

Shakespeare's prose in i1solation ithat it has not been decided with

.

ek
ansolute e@mm&héinmyahether aven he was guided ny a fixed principle

in his chang$s from one medium to the other. The amount of the prose

c

) ! 2

in each play was determined hy Fleay. Del lus examined the prose

in each play? and from his enquiry there appeared the various specid
reagsons for the use of prose which Shakespeares entertainea. and

the fact that he owed a debt of style to Lyly, especilally in the

high comedy prose. Several different styles were also shown to exist
1.

Ch. Collins, Studies in Shakespeare,ppisi-f,8ays that it is imposs-
iole to dogmatige on this point, although Shakespeare was a reflect-
ive artist. Ulrici p. 104,withoutdefinately stating that Shakes-
peare had an explicit principle, says that the use of prose in his
plays arises always with intrinsic n903351f§érom the sub ject and
from the development of the action.

'Shakaspeare 4anuad,p. 135.

5.
Die Prosa in Shakespeare's Dramen.
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in Shakespeare's prose. Since then these results have beem elabor-

: 1 .
ated by Dr. Abobot,and Messrs Seccombe and Allen in textbooks<by Pro-

fessor Ward in his History of Dramatic Litaratura,sand by Churton
Collins in his article on Shakespeare's proee,and have become %
commonplaceg,

The chief defect of these accounts is that they fail to disting-
uish perfectily betwsen the reasons for the use of prose and the
different styles of the prose. The results,although the various
accounts are often at variance,e.g. Professor Vard's Sésscicinss
three kinds of prose and Ch. Collins' five kinds _cannot be made
to agree,may be oriefly summarized as follows. In his plays thers
are several styles *of prose. First,there is the Euphuistic style;
that is to say,a2 style which has cle#r reminiscenceo of Lyly,
whether employed seriously or in parody. This style is freguent ,
for example in Love's Labour's Lost and lHenry4. Second,there is
colloquial prose,which is a copy of the convergatirn of actual
life. This prose is of two variesties,the prose which imitates the
conversation of the court,which was much affected by Lyly'é sand
the realistic copy of srdinary speech. The first of fhese varieif-

ies ,the high comedy prose,is found in abundance in Much Ado Aoout

ISnakaspaarean Grammar, p.429(2nd edition).

2The Age of Shakeopeare,pp.l17-122.

3
Vol.l,p.504.
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Nothing agd As You Like It. It 1s rhythmic ,polished,witty. The
otner variety covers a wider range,from the conversation of the
clowns and humble characters who are treated farcical¥y to the
plainer and even more realistic prose of the necassary business
of the dramas. The jarzon prose of such charhcters-as Flusllen
and Dr. Caius Shakespeare found in apundance in his predscessors.
Fourthly ,there is professedly rhetorical prose,which is besi sxempk
fied by Rrutus' speech to the citizens at Caesar's funeral,and
which is naturally rare,such matter being usually couched in blank
VOrse. Laat;and even rarer, is the elevated prose. It would be poss-
iole to multiply almost indefinitely instances of the fixst ihree
kinds of prose,but anough has been said above to suzzest the nature
of each kind. In addition,there is the prose of the letiers and
documents*.

Del ius,afier pointing out the reasons why Shatusspeare's prose
had been comparatively neglected,-considering the attention paid
t0 his verse- and after montioning three distinct styles of prose

in Shakespeare's plays,dsals with the conditions under which prose
appears. The clowns and psople of humble station employ prese only,

unless they use scme doggzerel in its place,this being commonsest

in the early plays. The humorous characters of nigher rank employ

*Tnis account is mostly sxtracted from Ch. Gollins' paper.
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both prose and verse,prose beaing used only when they are in the
comic vein. The conditiogs under which thege characters use prose
are therefore comparatively few,and,as in the first case,the prose
is used to form a contrast with the blank verse. Delius classes
together all the serious prosa;and}although it varies greatly in
style,tna formal ity of this prose may be contrasted with the vivac-
ity of the second type. This prose is employed without refarence to
the character who spesaks it ,to convey information to the spsctators
oir whenever the dramatist wishes to adopt a more cersmonial tone.
The accounts in Abbot's Shakespeérean-crammar and Messrs Seccombs
and Allen's Age of Shakespeare are construcied os the view that
prose was used by Shakespeare whenever he wished to lower ithe dram-
atic pitch,in contrast with his normal medium,blank verse. The
adoption of this attitude leads to the attempt to explain by a
definite special reason sach use of prose . The advantage of this
way of attack is that it shows the rational principle underlying
the prose ,when all the special reasons are arranged in groups,
but on the other hand it fails to explain the rhetorical and eslev-'
ated prose. We find by applying this method that all relatively qo
comic matter,that is to say .,all comic matier in serious plays,and
all farcical matter in comedies,is couched in prose. Familiar con-'

versation is often rendered in prose for the same reason. Similarly,
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necessary business is often in prose.* A naturalistic tendency
governs the prose of the proclamations and letters of the plays.
On the other hand,the mMeven movement of verse is unsuited to the
eipression of thought which is markedly irregular,such as that of
a madman,or where the thoughis and feelings expressed are very in-'
volvad,tensé(u.g. Hamlet's conversation with Ophelia,Act3,5¢c.!

and Othello,4,1.120~220),0r58nul atad.

shakespeare was not merely the beginner of the high comedy prose:
ne extended itis use so far ithat in some plays it deposes blank verse
and becomes the normal medium. The Merrv Wives of Windsor and Much
Ado Aoout Nothing,in wnich blank verse only appearg where the tome

wsalyeady sad,

turns in a2 marked dezree fto pathos or romantic elevation,argnessant-
ially proese playe. (Ses pw. /00 ) e

Naturally,Shakespeare's plays sxhibit a progressive development

i
in respect of prose as they do in all department of his art.’

The proportion of prose to verse rises gradually and with fair
fegularity to its maximum in the plays where it has displaced blank
verse. It them falls ,dwing to a change in the nature of the plays,
but maintains 2 considerable position throughout the remainder of
his dramas. When he first uses prose he confines it as a rule,to

the comic scenes. Rut as his powers matured he found more and more

instances of all these uses are found in the precading lisis.
See Ch. Collins,p.#@8 199%Seccombo and Allen,§§5-7.and Fleay.
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and suotler reasons for alternatingz prose with verse. Up to the timel
of the essentially prose plays,he was, roughly speaking, consistent
in maintaining the medium of a character throughout a play e.g. in
Midsummer Night's Dream. But in his later period he adopted é much
freer use of prose, suiting it to subtle changes of tone and mood
and disregarding mechanical character-consistency. But, in spite
of some expressions of opinion to the contrary, he does not show
any tendency to vary his medium without adecuate motives, but ratharI
towards a continually increasing subtlety of motive.

To these accounts of Shakespeare's prose thers is little to add
as regards his prose when dealt with in isolation. But really noth-
ing has been done to show his relation to nis predecessors in resped
of the way he smployed prose as a foil for his verse. The tendency,
as has been sadd, has been to suppose that he alone had a definite
purpose in view in each use of prose, whether this purpose was
expl ic itly understocd by himself or not. But, as in other hranches
of his art, Shakespeare was not so much a beginner as the perlsct
and highest term in a long series. He tcok a ume which existed
before him and improved it immeasuranly. The following propositions
show his relation to his predecessors.

1. He did not invent the main methods of combining prose and verse,

which wers part of the legacy handed down to him by his predecessors
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2. He greatly extended the ume of prose. Love's Labour's Lost con-
tains 1086 lines of prose out of 2789, and though this is above
the averapge the prose shows no sicn of diminution throughout his
work as 2 whole. The great romantic comedies contain the largest
amounts, and in some of them preose has become the normal madium.
Tne Winter's Tale, one of his latest plays, contains 844 }imes

of prose out of 2750. To take an example, familiar conversation

in prose is much sasier to find in his plays than in the plays of
the dramatists who went before him. He first employed high comsedy
Prose in mixsed dramz; and elevated poeticazl prose is not seen in
drama before him:

3. The style of his prose is superior to any that had Been known =
oefore. This appears in his extention of prose for highsr uses
reculring wore elevated and:poetic styles. [t is seen in the ine
creased naturalness of his prose, in hig gradual rel inquishing of
mechan ical comic devices of style, in tihe realism of .the prose of
his humble characters, and in the ease and vivacity of the familiar
conversations not less than oi the hizh comedy prose. Like some

of nis predscessors he parodied Lyly in early plays, or imitated hiu
for comic effect, and later in his high comedy prose he rsceived

a second, more wholesome but less direct, influence from the same

source. And, lastly, he surpassed the best of his forerunners in




the sikill with which he ccmpinsd and contrasied several styles in
the same play,especially in As VYou Like It,Henry 5,and Hamla£(See
p.ﬂgg).

4, At the,samé time Shakespeare subtilized the employment of prose
immensely. In this department he is supreme throﬁgnout the drama.
Naturally,he did not reach perfeciion at once. In Midsummer Nizht's
Drsam,for instance,there is no superiority in the way in- which
prose 1is combined with versse over such a play as Friar Bacon and
Friar Bungay. But to examine the matursst creations of his genilus
is to find prose being used with the finest and most delicate skill.
In only one play is there anv manifest contradict{pn of its own
standard of verse and prosg.* The congistency with which a char-
acter employs one medium is,however,contineally set aside by him
for the gspecial reasons mentioned aocve,while in the sarlier dram-
atists there is as evident reluctance to change a character's medium

Shakespeare's genefal superioritv in the drawing of individual

*The Taming of.the Shrew. The Taming of A Shrew also disrezards
the traditional use of verse and prose. Messrs Seccombe and Allen
considey that in nis lateyr plays he has grown carelesg in GLls
smployment of prose ; but this does noi appesar to be so,unless

in Measure for Heasure,l,l,152-280:and 3,2, <30-240:and 4,4.
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character and his power to vary the moods of 2 character without
destroying its verisimilitude and consistency explain these variat-
ions. Thus in Romeo and .Jul iet,2,4,the dialogue betwesn Romeo and
the nurse is in prose until Juliet is mentioned,when Romeo rises
at once to verse.and in Hamlet,3,1,Hamlet speaks to Ophslia in verse
unt il his hal f~formed suspicion that she is acting as a decoy,or

is being used as a decoy, is re-aroused,when he changes to angry irom
fggprose. The subtlety of the prosa;use which accompanies lago's -
mal ic lous irony and nypocrisy gzﬂsimilarly unknown before Shakes
speare,and In the swift alternations he makes,sspecially in Othello
and hamlet,he is equally preeminent.

On the other hand,he abandoned thefuse of prose for messengers'
announcements ,and larpely renouncsd the Chronicle Higtory prose.

From the way in which Shakespeare raised and refined the tradit--
ional use of prose some inkling of his attitude - his canscioﬁs
attitude ~ to prose may be gained. No doubt,the traditlon was in
origin more or less naive and unconscious. The sams phsnomsnen was
surely exhibited hers as 1is ssmwessdw——3s ceneral in artistiic pro&-
duction. The main principles were lsarnt by hinm from his predecsss-
ors and were known oy him explicitly,and when he had masterea their

usages thoroughly the intigity of his cenius and als intuitive

perception of the fitness of each use led him tc higher uses, Thare
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is no need to argue that because ne understcod the general practice
every application and axtension of his art was definitelv and ex-
plicitly motived. His advances would pe as instinciive as the first
gropings of hils predecessors. But even to his nearer predecessors
any measure of reflsotion must have aquickly snowed itbhe main principlk
es,which could scarcely,being as simple as they are,have remained
long obscure to such men as tness dramatists were . Like nim tney
were consciously applying and 1ntgitivb1y glaborat ing,though with
infinitely less scope than be exercised, a method which ,while ins
stlnctiva in its first stages, soon passed into the licht of common
consc iousness.

THE USE OF PROSE AFTER SHAKESPEARE.

Beyond short anrd scattered raferences in textbooks and general
histories of the drama there are no accounts of ths prose of the
dramatists contemporary with Shakespeare or of his successcrs.
These references are also alwost wholly confined to the style of
the prose of these authors. Professor Churton Ceollins made 1he
statement that the employusnt of vurse and prose is with his follow-
ors purely arbitrary,and appears io have been introduced simply
to vary the dialogue,or to save the trouble of yoking thouzht to

matreﬁ$This is certainly not sc,as the preceding examples show, in

ihe great majority of cases: nor would the variety tnus obtained

xﬁ, 2oy, of e £00ey aluadyy asfericd i
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have “sen anything but chaos. He adds that essentially poetic cong -
ceptions are often clothed by them in prose,and that their pProse

tg commonly nothing but locose blank verse; neither of which state-
ments 1s correct. The same critic remarks that Jonson is ihe only
dramatist who could for an instant stand comparison witnh Snalisspearse
as a prose writer,and that .Jonson's bes! is far inferior to Saake-
speare's best. The latter part of this opinion is as trues of the
ctiner dramatists as of Ben .Jonson,but he is by no means preeminent
ameng them in the way he compines prose with verse. Jonson's most
amoitlous prosge is cast in a Latin aculd,and even his collequial
prose dlalogue is seldom free from stiffness and pedantry. Pro-'
fessor Dixon notes that in several plays'Doker followed Shaksspeare
in tne mingling ofi prose and verse. Where prose serves his purpose,
as in the humorous scenes of ordinary life,he employs it freelyv.ex-
chang ing it for verse where 7Aeeper key of fesling, a hicher piéeh
of passion or ssntiment &? r'eached,passing into rhymed verse in ten-
deor or pathetic passages." * The influsnce of Lyly is seen in sonme
of Dekker's dramatic prose,and his comic characters use 2 speéech
full of repetitions and heapings o f synnnymé(e.g.The Shoemakers'

Hol iday,p.62,and Westward Ho!,p.322.). Ol course, Dekker's practice

*Cambridga History of English Literature,Vol.6,p.52. The remaris
which follow are a synthesis of scatiered sentences and even phrases

from various sources,especially 8h. Colling and The Cambridgs Histogz

V'See Jhaks Bviies,
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in pamphleteer}ng helped him, as it had helped Greene in tnis
branch of his art. The prose of Middleton is easy, light, rapid
and witty; rarely pedantic. In Rowley's plays the printing does
not properly distinguish the prose from the verse; but his comic
proze is of the old stock pattern, in him too often cold and
laboured.

Dryden's well-known remarks upon Seaumont and ?1etchs; peint to a
new development in the English drama. He says''They understoed and

imitated the conversation of gentlemen much better than Snawespearg
and that in them the English languagze perhaps arrived at its hignas
perfection. Allowing for the difference in point of view between
Dryden's age and ours we may interpret ithis opinion as explaining
tnat a new and more natural high comedy prose and verse had appear-
ed. Their style was simpler, purer, and more familiar than any had
béen pefore, both in blank verse and in prose. Moreover in their
hands the relation of blank verse.to prozse underwent a2 great alter-
ation. QOwing to changes in the temper of the nation which need

not ne particularised here we find in them a comparative neglect

of character~interest and ci ihe principle of artlstac_ unity. They

aimed rather at a 1ively and interesting succession of ‘igsolated

scenes, treated freely and bound loosely together, with a new style

* Essay of BDPamatic Poesy, pp.52and53.
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of wit in conversation. This chnange in dramatic purpose reacted
immediately upon the form of their compositions. The blank verse
became free, light and irregular, and spontanecus in appearance.
4s Mr Macaulay says,* The quicw and lively movement of this verse,
" with its ecasy assumption of the ordinary speech of gentlamsn, dev-
eloped a metre which could supply the place of prose in the lighest
interchange of fashionable reparte®...... Honce Fietcher was able
to dispense entirely with prose in his later work." But in the pass-
ages which those who distinguish among Reaumont's, Fletcher's, and
Massinger's work assign to Heaumont thare is a free use of prose

for the language of ordinary conversation, and indesd a distinct
following of the older usages of verse and pross.

rrofessor Churton Collins hsld that Massinger wrote Bhythmical
prose; and he considered this to be itne cause of Massinger's editors
having printed it as blank verse. But “agsinger followed Flatcher

in his adoption of the new freer style of blank verse; and even
his comic characters use this medium, with the exceptions of the
quack dootor in The Emperor of the East ana ¥ the astronomer in
{focoitd

The City Madam. ‘rofessor Koeppel suggests that Massinger woul%fﬂ

have put even the jargon of thesge characters into metrical form. 1

* Bhe Cambridge History of Fnglish Literature,Vol.6 p.ll7.

ks Ibid., p.162.
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Tourneur Ch. Collins linked with Massinger. In his case,howayer,
his known hesdlessness of the formal recuirements' fo drama must be
taken into account in any remarks on his prose. In Webster's plays
there is some notable prose,because he has not only selected this
medium for some of his chief creations but has also rsndared in it
some of his okdeds post daring imaginative flights. Thsre exist no
specific refersnces to the prose of Chapman, marston, Heywoed, Ford,
or Shirley among the greater dramatists,nor to any éaneral 1l ines
of development that the use or style of gramatic prose took after
-"Snakespaare,beycnd those already cited. fhe gradual degeneration

winich overtook all parts of dramatic technique and matter/gﬁyfhﬁw-

""""'; & Huce i
o

avar,bs held ¢ lude anmﬂch rafe;ence to the prose as to the

hlank verse, in ihs lesser and later writarj;/igong thess latter
f .
the style of Day's Humour out of Rreath is noted as ramarkable '

. for neatness and compactness,and the prose of Cooke's Greene's

TU OUDQUE FERsERt—tmebamass and the prose vart of Taylor's

7 The Hog hath Lost his Pearl for general excellence.k%rome,aua1n,

3 is commended for the natural dirsctness of his Engl ish in preose as

~,

\
well as in verse,and Randolpn for his racy vivacity,and the sirong

contrast bewsen nis verse and prose. )

o I Pry TR gy ey

In 2 drama written in two vehicles ithe degree of diflierence beween

the two kinds bears a sirong relation to the form of the composition
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as 7ﬁhole. Not merely.,therefore,has the'dévelopment of biank_wersa
a bearing on the development of prose along with it,but_pafticular E
authors posses very different powers of markiﬁg.distinctly the
contrasts betwsen the two. Churton Collins is of opinian;that
Shakespeare's successors as a whole failed in this resﬁgpt, and

That Shakespears is the only authorfhe makes no reference ,how-
aver,tio The early dramatists here) whose prose is so clzarly dis-
tinguished from his verse that there i; never any reazl doubt as

to which medium he is employing. Ulricifwriting in praigse of Shake-
speare, says :"No ona handles blank verse with greater skill:no one

is more capable of raising it to the height of the most high-
sounding lyrical rhytoms and of again lowering it to the plains

of prose:no one knows petter how to makse use of the cinanges betlwesn

metrical and non-metrical languare for enlivening tne represent-
ation. Here[also the variety of forms - which sometimss pass gantly:
into one another.sometimes contrast sharply,wddsx correspond with
the cnange,élasticity and manys idedness of historical life."

The nistory of dramatic blank verse development is a twice-told

tale.1 A cento of quotations from the two authorities will suffice

ésnakespeare’s Dramatic Art,p.3532.
1Sa.intsbury,History of Prosody,Vol.Q,BookS,Ch.1&2,&?cok6,?h13:

and Schipper, History of English Versification,Ch.l2.
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to show ithe general position taxsn herefand,with regard to the
various authors,the blank verse oflaach,whan it is compared with
the prose in any way,is described by reference to the same places.
flank verse begihs its development with the metrical and rhythmic
characteristics of the heroic couplet of its own time,but soon
develops in acodﬁance with laws of its own. In Gorboduc and Fhe
Migfortunes of irthur it is in this early condition. Peels,M¥arlowse
and Greene have made a2 great advance ,but still the linsz are con-
structed to éﬁﬁgfax the end:they are moulded individualiy,not col-~
laotiveiy. In movement each is distihct,%hough the sense is not
alwafs broken by a change of direction at the end of ths line. The
welding of the lines together was achleved by Snakespsare in nis
mature verse. Again,he varied the internal structure of each verse
in infinite ways by manipulation of the pause,and the use of ex~-.
tra syllables and trisyllabio feet. Though he preservad tne iamé&o
decasyflanle norm inviolably it is perfectly varied and deprived of
its original monoicny. How’blank verse 1s the verse which is near-
east to prose ,by reason ef its rhymelessneass. In Shakespeare it
retains its original wmetrical characiser entirely,with all tne poetry
that his methods added. But in ths hands of inferior practitioners
the dangerous beauties of irregularity with which he adorned it

became each a means of approximating the medium to prose. Even

Shakespeare rather abused hig own liberties In his lasti stage,and
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Ais successors introduced ,on the whole,more and more irrsgularity.
They made the mistake of considering liberty as 1icence,of recardin:
beauty as not merely connscted with variety Qut 2s arisinzg from
variety itself. The degeneration of btank verss may therefore he
viewed as a progress towards prose,which prozress ,howaver could
never lead to pure and good prose. Sometimes for a passage the resul
is mere prose,bul soon in reading we come on an awkward hybrid
between verse and prose,whsre we have no socner seitled down com-
fortably to one meHium than we trip over a piece of ths other.

I'ne development of the style and use of pross in drama aftsr S
Shakespeare 1s closely ialatdd to this development and decay of
blank verse . It is not true that the dramatists after him used
verse and prose at caprice;but it is true that the subtlety with
which the two were combined was not elacorated furthgr after Shﬁke-
speare, and that as the blank verse dagenaratadﬁ»he carelessgess
witti which the convsntion%l relation of prose and verse was applied

in the late drama appeared and increased.¥ Ths latest plays ar92%m4?

The general proof of this is found in the lists of prose use
given abpove. That the use of prose was often subtle and exact
in detail can be seen from the following examples selected almost
at random, in the plays of Shakespeare's contemporaries and success-

org :- 'In The Honest Whore of Dekker (1608)1,1,pp.5-7. Matheo,a

light-hearted gentieman, and Hippol ito, a noble character are in
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éﬁten for carelessness of verse and carslessness in the use of

183

prose. In Ben Jonson i geuen the spreading of plain comic prose.
In some of his plays it has ousted verse altogether; but when he
comb ined verse and prose he was on the whole careful to observe

the ordinary relation, as in The Case is Altered. Jonson tended

to the play of simple plot, on classical 1ines, and therafore we

famil iar conversat ion. Hippolito 13 in distress, but Matheo cannot
apprec iate its cause. Mathso uses prose and Hippol ito verse.

In Chettle's Tragedy of lHoffman (16802) Lorrique iz at first a
comic character and uses prose.,b ut when (in defiance of character
consistenoy ) he becomes serious his medium changes.

In Wilkin's The Miseries of Enforced HMarriage(1605) there are
two brothers, whose difference in character is emphasizsd by their
consistent employment of the two diiferent nadia .

A Woman Killed

In Heywood's
with Kindnegs(16038)pp.128&141,are two conversi&tions of the same
form and substancegtihe first is between gentlemen and in verse,the
second between servants and in prose.

Tangle in The Pnecenix(1607) and Lucius Junius Brutus in The Rape
of Lucrece(1603)naturally blank verse characters who are or pretend

!

to be mad and speak prose.reccover their sanity and with It revert

to blank versse.
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find that his tragedies do not contain any matter suitable for prosd
In some comedies,such as The ¥agnetic Lady and The New Inn,he has,
apparentl} in his dasire to reform the drama,substituted plain blanl
verse for prose. His prose and verse,morsover,ars not as distinct

from one another in style as in most authors. Similarly in Chapman

in Deizker's Matech lMe in Londen(1611-1623)Cordolente is a man of

exalted charactar but low rank,which fact is insisted on in the

play. He uses prose.
The Characters in the list of disguised parts on pﬂ@hﬁall reassums

verse with their natural condition.

In Heywood's The Royal XKing and The Loyal Subject (1618)1,1,p.11
and 3,pp.38-40,the alternation¥,spesch by speaech,of blank verse
and prose,according as the character 1s of high or low rank,is
s@en.

In Ford's plays,where special attention is always paid to the
traditional methods,zood sense Is sacrificed in thse oomic prose
dy ing spesches of Zergheito in 'Tis Pity She's a Whore and Ferent-
gs in Love's Sacriflice,

In The Opporfunity(1634}3,l,tnere is a comic low life conversation
in prose,but one of the characters turns serious in contrast with

the others,and with the change of tone his spsech hecomes varse.
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tragedy tended to a single plot in varse only,while his comedy
tended to be altogethmar in prose. Chapman's bombastic tragic verse
is sharply distinguilshed from the passages of prose that de occur
in the tragedies$tut the blank verse In his comedises is very dif-
ferent ,where 1t is found,approximating in style and diction to
the preose. Marston varied considerably in the consistency witn whicl
he mixed verse and prose. In some plavs,as Antonio's Revenge an d
The Dutch Courtesan,hs is largsly consistent,but on the whole his
plays are irregular in this respect,as in The Malcontent and What
You ¥ill. In style nis blank verse is well distinguisned from the
prose,whioch is remarkable for its diction. He uses much hizh comedy

prose,as in Parasitaster,and zalso a2 great deal of farciczl prose,

where the curioug diction appsars principally. Phere is seen in
his comedies the same spreading of prose as 1s observable in some |
of Jonson's plays,though not to so great a degree. The same 1s trus
of Dekler,who slips mors easily into prose than Marston,and whose
blank verse is noi so well differentiated from his prose as Hars-'
ton's is. But Dekiker observes the conventional uses of prose

better than Marston.though he nas many irregularities. ie has all

the older uses of prose,and iis style is as remarkable in a dif-

ferent way for its dicticn as the former’'s. Boih) these writers
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could produce ,when they wished a prose lively,easy and natural.

_.:.:

w o

Vory similar to one znother in their usag?s are Rowley and Hey-
wood, in both of whom the vsrse and prose aré wall distinguishsad.
This is perhaps because both belong principally to the Fopular pro-
Shakespearean school in styie of play,as can be seen Irom the some-
what mechanical way they alternaie 'the comic and serious interestis
and the corresponding media,and in the tenacity with which they
adhere to conventional uses of prose. ﬁaltnarlwrlter +in fact,was
very original,and new tendencies are not ofiten illiustrated in thair
works. Some of their plays,as The Wise Woman of Hogsdon and Fort-
une by Laﬂd and Ssaj,are full of irregularitles;but the.chaos is a
chaos of cruditiesrather than the heaped fragments of a ruined
civilisation. The gxcellance of Middieton's blank verse,;to pro-'
ceed/differentiates it from his pro§e,wnich is of all kinds,but
;: frocuently familiar and realistic. In him the older mannered styles
o nave largely disappeared. On the whole he opserves the convention,
iLJ usually without much suutiety,however;agd he is never averse from
5 changing the medium without much reasom,as in Your Five Gallants.
The spreading of comic prase is as noticeable in nhim as in the oth-
ers. Webster in nis greatesi plays avoided the use of messs<del ib-
ara;e prose except for the spacial'purpose of 1nd;cating the part-

icular characters of Flamineo and Bosola,in whom it is in marked
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i contrast with tne verse. Appius and Virginia is in all respects
like the older plays in use of prose and in style of prose and verss
b and in their distinct separatiocp. In The White Devil and The Duch-
ess of Malfi nis verse is of very various character; always dis-
tinguishable from the prose by its content, in metre it ranges from
snatches of pure versze %o a_struatura which is scarcely distinguish-
A\ acle Irom sheer prose. Tourneur's two plays are remarkably differ-
ent in their emplovment of prose. The Atheist's Tragedy adheres
to the traditional usagces;and the prose,which is sometimes serious,
sometimes famil igar.and sometimes atiempis to be comic, is plain
in style,and well contrasted in this respect with the verse,which
= iz careless but flewing and easgy. In The Revenger's Trazedy the
use ol prose is much more irregular,and there iz less conirast
with the verse;but it is similar in style ,on the wnole, to the
prose of the other play. In both plays the characters speak prose
or verse indifferently,but each medium,especially in the first
play,is in closs relation to the tone of the action at the points
at which it appears(5¢bﬁ¢245J
A1l the authors mentioned in this hurried epitome can be summarily
dismissed as conti?ing in one way or fg; other the older tradition,

though they diifer largely among themselves . Tae chief foaturss

they exhibit are increasing irregulariiy in use,the spread of comic
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‘Prose WAM VMWW , the use of hizh comedy prose,and the cradual disap;
poarance of the older peculiarities of style,their comic effects

being derived rather frem tne humour of situation ,character and

T LT T T SRy —
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manﬁers,than from verbal paculiarities¢with certain exceptions of
a-notable kind,the chief being the curious diction of HMarston and
Dekker and of the parodies of court spsech that abounded(See p.¥eww).
'n = But with Fletcher and Massinger there appeared a new phenomenon
winich altered at once the relation of prose and verse - the sudden
spreading of ihe new irregular blank verge over ithe whole province
@hich belonged before to prose. The writers who have hitherto bsen
mentioned continusd to comoine prose and verge in tihe same manner
a8 it is found in the drama of Shakespeares and his predecessors,
largsly regardless of the changss In style wnich each medium was
undergzoing,and which were rendering thew more and more unfit for
the old combinations. Tnasge changas were the *¥zw inigasing irreg~"
ularity of the verge,and a continually recurring tendency to plain-
ness in much of the prose(See p.l2bow). The whole tendency was to
discourage the Elizabethan clown with nis tricks of languaga on

the one hand.,and on the other the passages of stately declamation
which adorn the pages of Shakespears and the traglc writers who
preceded him. The comnsequsnce of theoe changes was that the style

of the blank verse and the prose approximated to such a degree
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that the older contrasts became impossinle,as notdpérceptinla by tha
audience;they were probhably also oconoxious wben porceptible,as the m
new ideal which was before tne dramatist in writing his dialogue

was the conversation of the man about town and the courtier,and

the variations in style demanded by a well@differentiated prosge

and verse were necessarily in conflict with such an ideal. The
author wno envisaged this ideal mosi clearly in everyv way was
Fletcher,as can be seen f{rom tﬂe.p@ayﬁg sup ject~natter and form

of the plays that appsared after Beaumont's death. I[n them isnﬂﬂhﬁ%
the cavalier of the later years of James' reign and ths earlier
years of Charles':and the 1ikes and disl ikes of the court hav§

left an aqhally strong 1mpressio7$%bn the sub jsct-matisr and ==
form. In the garlie; plays of Bsaumont and Fleicher the older
methods and styles are still svident;but Fletcher clsarly found
irksome the bounds of the old convention,continually overleapt
them,and before long flung them aside as useless and confining,

just as he replaced the oider tragedvéy his new tragi-comedy,with
its sensations,expeciaticn or suggasqtion of the possibillty of dis-~
aster,and unreal inevitable happy ending. 4s in the older play

in Fletcher two plots are usually combined in the same play;but,

while in the first class they are combined to gain contrasts of

tone rank of characters and medium 2z well as to give varieiy and
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wealth of 1£oident,in-Fletoher the latter hecome the sols reasons
for their appsarance together,all the contrasts being usually lack=
ing.

The new irvegular blank verse which Flatchaf used for these plays
was made bv nim to do dutg&or all uses of blank vsrge and pross,
“whether in history,tragedy,comedy ,or tragioomsdy.*' In style and
matre the new medium may be described as an irresular blank versse
soheme with the diction of the later high-comedy prose. Of course,
it contains regular ===t passagaa,and stretches of elesvatdd poetrys
but these are comparatively rare,and iits pol lshed ease is directed
almost exclusivsly towards the imitdd&ion of familiar aristocratic
conversation.

The following is a rspresentative list of plays that are written
in this new medium entirely (except for letters and proclamations):
© Monsieur Thomas,The Chances, Wit #iihout Monay,qonduoa,Valentlnian;’
The Loyal Sub ject,The Oueen of Corintn,The Humorous Lieutsnant,

The Little French Lawyer,The Custom of the Country,The Laws of

Candy, Women Pléased,Tha False One,The Double Marriage,The Fllgrim,

*Some examples are:-The Custom of The Country(1619-22)1,1,p.314,
comic speeoh;S,Q,p.334,épeach of humble characters;3, 3,p.340,
famil iar convarsation; Women‘Plaasad,(1620)4,3,p.293,1ta11an and

Spanish jargon:The Beggars' Sush,(B1622)2, 1,pp.220-226,Regzars
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The yiild Coose Chase,Ths [s¢land Princess,The Reggars' Bush.,The Pro-
phetsss,The Ssa Voyage, The Spanish Curate, The Lover's Progresg.
Rule a Wife anHd Have a Wife,The Voble Centleman,The Duke of Milan,
The Unnatural Combat,The RBondman,The Parliacent of Love,i New Vay
to Pay 0ld Debts,The Roman Actor,The Maid of Honour,The Creat Duke
of Florence,The Plcture, %elieve as You List,The Cuardian,i Very
Woman, A Bashful Lover,The Royal Waster,Honoria and M;mmon,The
vuke 's Mistress,Hyds Park,The Politician,The Centleman of Venice,
'he Loubtful Heir,The Court Secret, i Tale of a Tub,The 0ld Couple,
The Ordinary,The True Tro jans,The City Match,The Cueen of Arragon.
The Parl iament of “ees.The Novella,The Unfortunate Lovers.Love
and Honour,The Wits,The PFlatonic Levers,The Fair Favourite, Wallen-
stein, The Coblins,and Rrennoralt.
Fletcher's influence on the form of the verss and ii{s use persist-
" ed, though not universally ,to the end of the El izabethan drama.
His follower,admirer,and collaborator,VMassinger,exhibits the same
phenomenon. In his plays prose is deliberatsely avoided ,excspt
for two cﬁaracteraﬂsea p.z&»). Put Fleteher's temper was forsign to
Massinzer's more serious and sarnest character; in construction
Massinger often tended to the nlder type of play,géythe introduction

L}

Cant ,m=gxand natural speech generally:any and all of the plays In

"JL\L.L.'-_.;-- .

tne list show the use of blank verse for many different purposes.
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of numble characters and scenes amo.g the more slevated passages,
thougn.thase are not developed so far as to form distinect under—
plots:and he accompanied this structure by vardations in the siyle
of his varae;ao tnat the effects of tne contrasis of medium used
by the older authore have persisted in his plays. The tragic and
serious parts are dealt with in'a versge modelled on Shakespearse
and the more regular writerg,while bis lignhter paris are rendered
in a style which approaches to rletcher’'s ,but is not quite so
lrregular. A good examéle of these differesces iz formed by The
Unnatural Gombat,wnér.e the trapic part constitutes the main body
of the play,and is in regular verse. Fut in the 1lighter part the
other style of verse appsars. The chief of the irregular passapss
and ‘1 ighter parts are found at 3,1,pp.166-171(a servants' scene);
3, 2,pp+Af 175-177(also a sezrvants' scene); 4, 2,pp.206-211§a conic
and familiar‘soené. The contrast of style is also well seen at b,
2,p.2é6,-

(A Storm:thunder and lightning.)
MALEFORT. Do,do,rage on! Rend open,Asolus,

Thy brazen prison,and let loose at once

Thy stormy issue!Blustering Foreas,

Alded with all the gales the pilot numbers

Upon his compass,cannot raise a tempest




BELGARDE.

143

Through the vast region of the air,liks that
1 fesl within mes.c.s.
seessesssal’ll acecuse my fates

Tnat did not fasnion me for nobler uses:
For If those stars,cross to me in my birth,
Had not denied their prosperous influence to it,
With peace of consciencs,likse to innocent men,
[ might have ceased to be,and not as now,
To curse my cause of being -

(He is killed by a flash of lightning.)

{Entex Belgarde with soldiers.)
Here's a ndight

To season my silks! Buff jerkin,now [ miss thee:
Thou hast endured many foul nights,but never
One like to this. How fine my feather looks now!
Just 1ike a capor's tail stolen out of the pen,

And hid in the sink:and yet t'had been Hishonour
To have cherced without it.- 'Wilt thou never csase?
Is the petard,as | gave dirzectiong,fastened

On the portcull is?®

Other good ex-mples of the appearance of ihis verse in Massinger's

work in contrast with the stvle of the main interest at places
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wheze, in plays written befeore Fletcher's time.prose womld have besn g
used are:~ The Duke of Milan,l, 1(4 Watch Scene),3,2(comic and famif;j
far conversation):The Rondman, 2, 3(slavesh:The Renegado (many placas):!
The City Madam,2,2,p.45;3, 1({humble and comic characters):4 Very é
Woman, 2, 3,pp.268-9(temporary insanity);3,1(a slavemarket scene);
5,5(drunkenness ).

There are also insetances among the work of the other writers al-
ready mentioned of passages of blank verse of the same nature do-
ing the duty of the earl ier prose. Middleton,whose prose is ,how-

;mover,usually well distinguished from his verse,has ths most not-
¥
able of thege passages. In Your Five Callanis(1607),where he uses
verse and prose with apparent 1ndifIérenoe,tnaro is never any doubt
ag to which medium he is emploving. But in A Chaste Maid in Theap-
side(1612),the latier part of the Spanish Cipsy(1612-13), Anything
for a Ouiet Lifoyeslsdsiy (l012-25),Women Seware women(1812), ‘
and The Game of Chess(1625)the same irregular verse appsars,eithsr
throughout or in passaéas,and frecuently conveys matter tradition-' |
ally presaic. In Dekker's Wonder of a Fingdom(¥iS525)the styles

of the blank verse and the prose are also often much alike. In

*Massinger aven secures a conirast with rhyme and blank versi’
rather than apply the tradifional metnod,by putting three of the
letters in his plays into rayme%-4 New Way to pay 0ld Debis, 4,3,

p.579;:The Creat Duke qf_FLorance,4,I,p.493:5,2,p-512%-
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Ideywood‘a Faiy Maid of The West and If Vou ¥now not Me Vou Eno;

Nobody,especially on pp.79 and 101,the elevated parts are in reg-
ular blank verse,but there are leéa serlous parts where the versse
cen only be distingulshed by occasional meirical scraps {rom prose1[
A slmilar use of irregular verse is found in passages in .enson's i
verse comedies The Staple of News,The New Inn,The Hagnetic Lady, : J
The Tale of a Tub,and The Devil is an Ass(where,nevertheless, the
Vice retains the old doszerel).

it does not appearﬁthat the styvle of the verse and prose in
Webster's two great plays,thouch the verse is irregular,can be
connscted with Fletcher any more than ths general tone and con-
structionsand Appius and Virginia and A Cure for a Cuckold exhibit
the graditicnal methods. But The Devil's Law Case,a Tracicomedy,
shows the influsnce of Fletcher on an author who would otherwise
have apparently followed conventicnal methods of the clder kind in
this play also.For example,at 3,2,p.59,there 1Is a discussion among
scme surgeons‘in a mixture of irregular verse and prose.and other
instances arse found on gp.<24 and <G.

As laid down already,after the example given by Fletcher his style
of verse may appear at any time,topgether with its use for all employ

ments to wiich prose had been previously attached. In addition to %

the plays entirely in verse in the list givan.above,ias use instead
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of‘prosenla seen in Sgiriey's The Rrothers(Ldys -who also usss wess
prose, howeveriy The Doubtful Heir(e.g.l,!,pp.285 and 293)-aasily
changing %o proseiThe Coronationiand The Sisters,where it is mh
mixed indifferontly with prose.Clapthorne's Wit in a Constaile

i3 nearly all in the same irregular style of varse;and Ranm Alley,

A Woman is a Heathercock,(raene's Tu ﬂubqua,fha Ant inquary, Albovina,
and The Cruel Brother contain passages of irrezular verse in clace

of prose,often in large quantities. In the two last plays the con-

ventional uses are well observed,ihousch there is little diflershce
in style betwesn the varse and prese;but the others suostitute
verse for prose.

Rrome's blank verse is very like Jonson's ,and there is little
contrast éetwsen its style and that of the prose. Rut he keeps
prose for comedy usually,and snows signs of wishing to use verse
alons In romantic plays,such as The Novalla; Hig latest plavs,espac=
lally The An£hpodas (1641 )and The Jovial Craw(!341),contain zome
very irregular verse;but even hers he adheres to prose for comedy
as!a rule:Jonson's was his dominaiinz influence,and this late Ilrrep-
ularitvhay be due to increasing [reedom and carelessness on his

-

own part rather than to any specific Fletcherian influence, In

.
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the way.in which he combined prose and verse therm is much varisty:
in alaost halfi hig plays the use scems to be quite indiscriminate;

in others,siich as Tha't;uaan;s E4changesthe conventiomal use is
foliowed down to the smallest detail. There is an intermediate class
of wnich The idorthern Lass is an example,where the overflowing

of comic prose is semn,but wnich are otherwise conventional .(ség/g,_ 30:1-—)
The general style of verse,and the irregularity of its mixture

with prose,rapidly developedgéf—seurse,in all ways,é during the
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latest years of tne drama. Nevertheless,there ars exam-ies of
faltnful adhsrence to older methods,amons the most conspicuous of wie
which are Ford's principal plays. liot only ig Ford's verse of the

older ,more rsgular type,but ae clings to all the older metheds,

tnougzn without much subtlety in nis combination of verse and prose.

SRS rert3 3 +» e contrast beitwesn ais prose

and his verse is as'strong as in GCreene,and he retains all the old
weli-worn devices of gtyle iIn the farcical prose(Sse p.lq7). Ha
Aag the ltinds and uses of prose found in Shakespeare:;in The Brok-
en Heart,hovever,prese is replaced by irregular verss in the
speeches of CGrausis(es.gc. ¥ Z,1.,pp. 2783and 277),whe 13 the only

character who would bave used prose in an earlier and conveniional

play,thouzh Orzilus in diszulse might have done so.

Shitley's use of prose has—slg gaay—pee el —wrth (See p.zqf Yie
%#4¢ﬂgwfﬂw4uugﬁ_wﬁuvlbwwﬁgwdw@mqaﬁw,

Though haﬂﬁ% largely under Fletcher's influence,some of his plays.

A s

such as Thes Maid's Fevenge’are constructed with the old combinations

of prose and verse oxhibited in psrfection.and the majority follow
the convention fairly. In such traditional plays the verse 1s more
regular than in tnose which depari from the earlisr iradition of §
pT08e uses,and is well distingulshed iy style irom the prose. 9 ut

this is almost entirely free irom the older devices of siyle,
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# blain ,easy «nd natural sand therefore when he gmploys the Fletcheria

verse the differance of s:vla he wsen the two media ls almoest

ool iterated. h seoeiat 4‘”/‘"}? fMﬁ"‘ iz sfasak Mwﬁﬁdwlﬁw

Pegides Ford's plays,Tha Jews ' Trazedy(1638) jthe Lost Lady(lﬁS??L

g I ——

and The Rebellion(1832)are examples of vlays waich follow the
older manner in usages of prose,strong contrast of prosse and verse,

and the abundance of rhetorical devices in the comic prose. Ran-

R W o L W=

dolph's plays,acain,are even vieclent In the contrast nads between

the two madia/én style,as well as smploying the wnlder methods in

L

| Lo
i

both prose znd verse:Hey foy Hon sty,however, is ths only play of

iz which 1s cuite vongistent in this repuct.

The convention of prose and verse which has been isolated and
fermuiated,and whoze evolution nas hgen traced,early acnouired a ™
great force. Elizabeinan was no exception in the subservience
waich drama pays io stage convent lons sven when they have oecome
restraints,wnatever the attitude ofi the authors of the plays may
hzve besn 1o anc isnt,mecre sedate,but less poweriul rules. The
gontinuation of tje traditional metho’s of alternating verse and
prose to secure contrasts ,waen tue itwo venlclss nad become oo

similar in siyle and diction,is an example. Other exampleg are

the constant repetition ol certain jokes.such as ths 'horn' jest,
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tnose (on 'nos autem. populare’,'tne case is altersd' foupnuistic par:@
verbal mlstakessthe constantly recurring use of such phrases as

'de is such a man as you will see in a summer's day'and'As proper
a man as ever went upon neat's Ibather;:the Watch scenes,e.g.much
Ado About Nothing,o,3,4hen You Seo'ﬁa-You.Know Me,0<v and D3r,

The Heir,4,pp.otvand 570,Bhe Jews' Tragedy,3,1, 1275-1555¢Grave Dig-
gers,e.zg. Hamlet and The Valiant Welshaan,4,3fthe rascaily summoner
being made to eat parchment in Sir John Oldcastle,2, l,and ristol
forced to eat the leek in Henryb,5,1;the immense number of jargon
parts with the gradual change from native dialect to foreizn spesech
that tney presentjand indeed the very fact that the prose can be

80 easily classgified into ul;iinot styles with strictly correspond-
ing uses - all these are testimony to tne force of stage conventions
ratner than examples of gratuiious plagiarism. Especially,the-
convention of coubining prose and verse,arising as it did from

the conditions of the drama, and then elaborated far peyond the
thought of 1ts orizinators,was no exception. When tihe conditions
onanged’tha tradition was slow in giving way to cilrcumstances to
wnich 1t was no longer suited,and it is found operating not only

in plays wnere it had a natural appl ication,put also in plays wnero
it was evidently ,sometimes at least, a traammnel.

Perhaps the most siznal instance of the inirusion of an irrelevant

convention of prose is found in the Clown,who was in ine sarly
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inté!éacanes of comic play apparently treated in ways which varied
accoraing to circumstances. Sometimes ne was expected to render

the words of the dramatlist exactly and without addition of his own:
but at other times he had licence to add 'zags'. Snakespsare
complains in Hamlet of the behaviour of ihe clowns,3,2,that they
speak more than is set down for tnem,and dslay in order to make

ihe spectatcrs laugh'though in the weantime some necessary gquestion
oi the pilay be then to be considered'rand in The Pilgrimage to
Parnassus,,5,07<-675,a speaker says,' ' Clowns have besn thrust

lvad and shoulders into plays ever since Kemp could maks a scurvy
face”.” Evideuce of ine nabit of extemporising,and of tue audience's
expectation that the clown should be acle to sLow nis inventive

wit or appear to do so (tnis was probavly a relic of older practica.
is seen in Toucastone's parody of Ressdsmttlmcespsss Orlando’s
verses on Rosalind in As You Like [t,3,2,90-120,and on 7ﬁdch largar

scale in When VYou See ME You Xnow de,or The Famous Chronicle Historj
% —

In A Knack to Know & snave(1594), which is described as ".eee..
A Most pleasant and merry new Comedy ....with Kemp's Applauded
Merriments of the King of Coteham™, a long passage wnich has noth-
inz to do with the aéiion of the play is inserted, beginning with
the stage direction "Enter mad men of Gotham, to wit, a Miller
a Cobler and'a Swith.” Here' is seen evidence of a clowns part, not

by the author of the piay,called after the name of the clown, and

apparently printed by mistake, althouzh no doubi faithiully
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of King Henry 8(L3r on). Here Will Somers, the king's jester, is
engaged by the people of the coupt in a royming contest, and caps
all their romantic stanzas by comic and vulgar anticlimaxes in the =
same form.

The 1icence to add]anu the practice of extemporising, together

with the popular demand for this kind of entertainment, were, thers
can be no douot, a main cause of the many 'strapped-together’

plays, - at least as zgreat a cause as mere 1nab;11ty in the autnozc
to produce bvetter work. 4aprlewe—andhis—pEinter weroproba—ly ouite
T i eh f—bten

£UpH10RS—in S uch plays—as Faustiusiseo—pr—I» The plea of comic re-
lief could noi always be led with justice, and in any casa 1iis valuﬁ
depended on the substance and nature o. the comic relbiefl and on

its relation to the main action. In Locrine and otner plays the
action stands atilyknlla the clown 1s on the stage, and in Sel-

imus and as many chere is no relation between tne comic reliefl ana

-

the tragic part.
A any rate, fro: whatever causs, the traditiom tnat prose was

i0 De used in a certain way in combination witn verse acquired

representing the periormance. Taere are, of course, many relerences
to tae suu ject of tae extemporising clown in general alstories

and elsewnara.
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considerable [orce,and chere are several places where its strenzta
is ¢clearly exn.ipited.
Lodge's wounas of Civil War,lively sst forth .n tne Trus Traged.ies
0oi Marius and Suila,provides a zood example of its awkward youtn--
ful varility. The wain characters in this piece ars darawn [rom
classical nistorv,or are such as corsespond to an atmosphers of
GClassical antiquity. The comic characters ,on the othner nand,wio
use most of tne prose,are Curtall and Poppey ;two comic burgners-
a stock clown,and Paedro,a jargoen-spsa<ing Froenchman. The irrslev-
ance of their belng Elizabethnan in caaracier necds no labouring:
it 48 parallelled,for exawple, in. the El izabetnan workamen wio are

introducea into A Midsumper Nigat's Dream and Jul ius Cagsar. The

insertion of any comic parts iu an Ristorical tragedy tenudng to

K leviscds f Gl ar?
Ll Senecan type,such asﬁii isyshows the forxce of tne naiive play.
Bui it is the character and pari of Pearo inat are most sSuzzastive.
Besiues bsing an azgressive anachron:si,redreo is necessary io thwe
actionyswnich the other comic characivis are not. Ths manner of
ais appearances is illustrated by ine following passaze(l. 978):-
Pausanias(speaking of Marius,whom Psdro has been ordsred to kill
with #Lword) '"T'is despsrate,not perfect,nobleness.

For to a man that 1is prepared to die

The heart snould rent,tne sleep should leave the eye:

But say,Pedro; will you do the deed?
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PEDRO. Mon monsieurs per le sang disu,mee will make a trou so
large in ce belly,dat he sal cry nough come une porceau. Featre
de lay,il a true me fadre,nee kxill my wodre. Faith a my trove,mon
espec: fera lo $ay dun soldat. Sau,sau Jeisusra,come® il founta pary,
me will make a spitch;cocxa of his persona. .

It would nhave been sasy (o make the slave who was appointed to
aXaout7&ar1us a classical slave,even if he nad to be comic to satis-
fy ihe audience,or some part ofi it . But the tradition wnicn caussd

4 ” ;
the appearance of this gibLerish as mesn asﬁpxev;dég?ihe rorter's

)

Spesch 1in ﬁacbutn,operatud furtner than the mere insertion oi comic |
passages. Besides ihne introduciion oi a comic pProse cnaracter not
connecied in any osner way with the action,the cnoice of a jargon
pari for Pedro pas to be explained. Tnis play alone would not
prove that ajargon pari was strongly desired,al though ths number
of jargon parts oifers suificient evidence of their great popular-
ity. But no otner expianation of vne fact is forthcoming,and 1t nap;
pens that another play provides corrsobosative proof ,wnich is
conclusi#e,of the impesrative demand for that spec iss ol amuseasnt,
ay this time at any rate.

In Greene's James4 there is a;omarxdole charac ter naned Boaahe

wiao belongs to tne interaci wachinery in ipat play.thouzi nis sons

appear in the regular scones. 1ne inter-act macninery counmences

in the prologue somewnadti farcicaily,but the passages DuiWween ine
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acis lgave thas tone’and rise v a wore romantic and fantastic plan%
Accordingly the prologus is .in proge ~amm ,wWwnile tine remaining
inter-4cet passages 4r§ in regular blank verse or raymed rezular
verss. Bolhan WwWas a Scoichman and Spoke Scoica dialsci; and vae conwa
vention was ,as nas bsen seen,inat dialect caaractero should speak
in prose. Hence Bohan,soon afier the Lone has bsgun (o riss and

Dls pross nas disappsared,relinquisnss anis dialeci and spewass
standard Englisn. Tals may be a udelect in tne chnaracterisation ,

but it lliusirates wiin zreat ciearness the fo.ce of the asmand

for ﬁéomxc pEros8® dialect part such as Pearo’'s in Tae Wounds of

Civil War. Further,.ii snows tne force ol the traditions tnat olang
verse should obe «epit {or elevated tcne,ana tnat aialect cnaracisrs
should employ prose. Moreovar,-and confiirming LNe VieWw i¢hai a dia-
igci part was uncondiiionally demandsd- since witn the disappear-'
ance of Bohan's Scozcn,iwne play is leli without such a part, atv

the point where he rel:incuisines his diaieci a new cnaracisr, a
jargon-speas<ing Frenbhiai,is introauced. e speass,of course, in ms
pross,and develops ito some imporiance in the pisce. ihe 1'0!—10&';ng
quotat ions snow tne basis ol these remar«s.

PROLOGUE ( Dialect and prose.)

BOHAN (1.3)What woi l,or yeck I tnac? Whay,zuid man,I reck no frisna
nor I reck no foesall's ene to me. Git the ganging,and trouble

Dot may wnayat(quaei},or ays gar the rscon me nene ol toay [riend,
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by tns mary mass,sall 1.

ﬁetween Acts iéé. (Dialect in regular verse).

SOHAN (11.756;7681How blest aralpaur mwen,then,that know thsir graves
Now mark the secusll of ay Gig
An wesle meet onds. The mirk and sable nizht
Uoth ieave the perihg mOrn LG prie abroad:
Thou will me stay:nail then ,thou pride of «ings.
I ken the worla j,and woit well worldly taings.
Marke thou my gyg,in mirkest iermes that telies
The loaih of sinnes,and where corruptiion dwslloes.
Haile me ne mere with showes of gudlie signts:
My zrave is mine,ihat xids me from despighis.
Accepi @y gig,guld King,anda iet we rest.
The grave with zuid men is a gay-built nest.

%o&i

Beiweon Acis2i3. (Verse withoutnaialﬁct).

BOHAN(Ll} « 1286-1204)So Oberon,now it begins to work ia kind,
The anc isnt loxds ,by leaving him alone,
Disliking of his hunours and despitie,
Lets him run aeaalong,till nis flatterars,
Swagting his tonougnts of luckiess lust
Witn vile persuasions and alluring woras,
Ha<eos nim mase way by murder (O nis wiil.

Judge, fairy <ing,nasi nvard a creater 11179
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This 1%30nan's styie for the remaindsr of thns play:neappsars
between each remaining pair of acis ,but does not use another
distinctive Scoican form save "yon iLaddie",and adherss 0 prosc.

BUL 4l 1+8< 0f Act3 appsars Jaques the Fronchman.His first spesch
is:-

Jagues. Sirrbha,wiat bs you that pariez contra donsieur my lord
Ateusin? En ponne foy,prate you against Syr Aliesse,mse ma<a vour
tost vo leap from your shoulderg,par wa foy cy fersi iel(c'y iferai-.

Jje)a

Jaques coniinues in tnD.s Siyle.in Acis 4 and 5 also. A%g o. the
oiner Scotcn cnaracievis ,Who are of alevated character,and uss
blank Voxsa,emplom#any Scoich dialecti WOde’uXCaPI Sir Baztram,

WNO Ut.e8rs aboui & dozen in ths first two acis.,but none alter the
apoearance oi Jaguss. No doudbt the auinor could have tie piay in a
more skiifui manner: but che indications of tne sirengin of itas
traditions arxe none the loss clear for its crudity. In fact,in ine

Wounds of Civil #ar and James4 there are examples ol the tradition's
operating in sucih a way as to cause difiliculties to the playwrignt;
and it operates iorcibly not merely in its broad outlines, but w:iin
equal strength 1in details dependent on consideraocls elaboration of
its simple form. A similar example is found in tne Ball(p.488),

wilsre a character abandens Jjargon when he changes f[rom prose to
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clank veigss.
The comuination of pross and verse bpscame so constant a feature
as 1o exercise an infiuence sometimes over the printing of plays
waich did not follow the usual method of combining these two venicls
: |

Tne typical chronicle piay has an appearance which can easily ove

recognizad owing to the regular alternation of masses oi prose

and verse. This fact accounts partly for ihe not infregquent print-
ing, in plays which are in a rough state, of passages ol pross as
blank verse and of verse as prose (sse e.g.The True Tragedy of :
RicnardsS, p.69). A curious instancebf suchn interierence is The |
Famous Victories of Heniy 5. This play was psrhaps written and

produced about 1585. Tne earl iest extant edit.on, datea 1598, i

saows the play in a rough state, and the manner of printing exnibztg

contemporary opinion aoout the prose and verse. At first signt

its appearance is tha:t ol an ordinary carefuliy writien chzonicie
play consisting of piank verse Interspersed witn passages of prose-:
But ,in fact the pliay is larzely un;form} it beiny impossible to § :
seerats tae two media, ana changes from one to the otaer not
'00¢n01d1ng at all with the printing. There 45 no discoverablse dram—;

atic principie on which the printer sei up his typs sometinmes iox

prose and somet.mes f[or verse. He changes Lackwards and forwards

without reference i@ tone or character-consistency. Evidently the
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Lypw Was sut up by aumuon; ignorainie of wne r@gal nature of ithe
Usuai caronicle play ,out ifamiliar wita ii8 appsaraliCe,waicn ne
Das sSu:Cevdsd ih Zaving to it -unless tus printer found tas play
1 TN18 rougn state,was unable te [lina propor aivisions of pross
and verse,and Set 1t uUp 1n iis present iorm bhecauss e considered
SOms such arsangsineni essentdal. In eiitnes case a inowlsdge of ihs
cowmon arrangement on Nnis8 part is implied. Tane folliowing passaze
shows its arvangoment (C3y) :-

denry4(to Lora Exeter) And is 1t trus,my lord,that my son is already
sent to the Fleet? Now truiy that man is more fitier to rule tne ¥
reaim than [:foxr by no means couid | rule my son,and e oy one
word hath caused him (o be ruled. On 'my soh,my SOh,00 sSo00ner outr of
one prison than into ancther! I had tncugni once anixas i had
iived to have seen tnis noble realm of Engiand [iourish by thee,
my sens but pow,! sse, it goes to ruin and decay. (Hg weapath)

Etnter Lord oi Oxiord.
Oxioxrd. And pleass your Gracs,here is ny Lora your son,
That cometh to speak with you:
He saith he wust and will spsak with you.

HAenry . Who,my son darry?

Oxioxd. Ays,and pleoase your Majesty.

Adenyy. i know wherslore Le cometh,

But loox that nofgcome witn nim.
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u%acn:onicla piay that followed comvention inere woudld 03 no
change to prose form atv the ond of Henry's [irsy speech;ihe whcle

passags would be blank verse probabliy,being spolen by elsvated
cnaracters at a serious moment. ‘

To sum upsevidence of tne strength of the tradition, in auditlon

Lo the great nuamber of plays walch confrom to it naturally, is founda
in iis being foliowed sowmetimes even where it is detrimental o

L@ particular purposes ol the dramatist;such as in the incongru-'

Ous add...on od clown parits,and the equally undramatic introduction

L . mw A "
ol jargon parts where they are not required ias woil as #me modillc-

A
at.on of the manner ol printing to coniorm to the usual manner

oi mixad plays.

g dsogay ol the monventiondl use of prose and verse in cumbination
|

cain be iliusirated petier py relerence 1o -“snaral iLendencies which
violaited some aeBthetic principle than oy examining efampizns of
scattered irregularitisos in the late plays. The conventional use
nas veen duscriced a8 the attachmenti oi olank verse ovoth to vlev-
.ated tone and to psrsons of clevated characier and e high ran<.
Tno disappearance of one or the otner of these sides In the later
plays is one of tne main signs of its declining force. In eariier

plays the twe sides largely coincided. In later plays ars found
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irequuni viampies of adherence tec wone in a SGBHQ’HLQH aisregara
0l CharacCtor,in tne ciacice of tne mediumzuore rarely ine cnoice of
ting medium i{ollows r«ny and caaracier in conitradicuvion oi the tone

0L Spaeech oF sScend. Pure rregularity 4is vare in laie blays as wulli a

The alisration ofi the usual medium of a charactier for a special
roason is lound even 4ih Shaksspears and earlisr,but is always a
subtil ization,and is always kepit within bounds:as ,for insanca,
the changes made i the sSbeech ol Hnamlets lazo and Othelle. This
method was continued and developed tTill i1ts irrzegularity obscured
characior -consisituncy. lt Legan as smphasis on tone for special
reasong., rapidly passed inic oblphasis On any momentary change in
toneysand ended in the abol ition of ali at.ention ¢ ¢naracter iin \
tne use of veroe and prose in a number of plays. Tae earliss stages

: lone _ _ A
0l Tog emMpRas:s ¢n &rew aTo lillustfaied OF ihz 10LiIO0OWANEZ lew drten
sxamplies. ln Ths Shosmakers' Holiday(p.l6) Ralph ,a comic character,
WHo usually speaks in prose,when sadly saying geoddbye o his wild
and friends on bsin gz pressed ag a seidler,chanzes tu LLank verse
for a few ilines. In The Family of Love ituere ars iwo romantic
lovers,Maria and Gerardine,who use most of the verse .n the play.

When they are interrupted .n TNeLIr love-passages t0ey Usually

exchange their verse for prose. In Your Five Gallants ,a piay waica
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1jﬁery ireosgular in 1ts employments of verse and prose, thare is

an scstatic exclamation in the midst of a pross scenhe,wnich 1is renda
sred by four lines #® of verselp.286). A yemarkable instance of

the use ol prose to indicate a character which is not numan, and
whlch adapis liselfl to the tone of iis temporary surroundings , is
tne Devil in The Birth of Hexlin; in his proper cnaracisr he Speaks
verse,but in dialozue with other characters ne always acopts the
medium appropfaate {0 the cnaracter ns 1is addressing at the moment.
IdiThne First rart of King Edward 4.1,1, Smoke,a comic character,
changes tTo verse 10 exXpress with rapiure nis nop:s of reaching
London. In The Colden Aze,l,lsa nurse uses prose till she mentions
a tragic fact,when sine speals Iour iines of verseB and Begnatzi .un
the Lady's Trial makes a similar change at one point.

It is ,n0 doubt,diflicuit to say efacily where thego umotived
alterat ions pasg [rom elaborations into symploms of decay. Hui ,as
in the evoiution of ths blankk verse,iie mosi daxing and succuékul
vagiat ions came justi before the pezinning of dscay. When ihe
gnphas 18 on tone developed 1t deflied €haracter-consistency,and
spread till in some plays il drove away all suggestions ol char-

Wbty
acter Dyﬂtns medium,desiroying absolutely ail spscial reasons ilor

) f » q. 3 a
the use of prose. Eizanples ol plays wilch are at This stage oL tae

> / v )
developuent are Lastward Ho!,0ld Fortunatus,The Roaring Girl,
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“hilaster,Cupid's Revenge,The Coxcomb,and indeed tas prose parts,
fwnuru tney oncur,in Beaumont and Fletcher's plays ~wnerally. rfiet-'
clier pays some atiention Lo tone in ths siyie of dis verge,wnich
is wore regular in cue slevated yarts;ﬁna Massinzer followed ninm
in this roespect.,with wmuch more emnphagsis ¢n wone. Tourneur in The

/
Atneist's Trazedy Lays much sreater supnasis on alterations of
Tones than ol cnaractar.\:nrou;u 1is plays Snirley exhibits ths sapsg
ohwnonchon,often i1n a remarkadble dagrea\j Love Tricis is an examnple.
Utasr ana later plays which are of the same nature are The Miser=
ies 0i Enforced Marriage,lvery Woman .n her Humour, Amends (o2 \
Ladios,CGruene's Tu Quoque(Even in tone-zZdaptation ofien carslaess)
and The Anticuazy.
Thne ovpposits tendency, o lay smphasis upon characier and rank in
disregard of tone, ithouzh rarer,is by no means uncommon. Tue fol-
lowing are examples of this feature. Flain Dealingz in The Waora of
Babylon,thouzn of tne same tone as [he other ciharaciers,cons.sieni-
ly uses prose in a play wilca 1s nearly all blank verse ,t0 lay &
stross 63 his character. Cordolente's low zank in #atch Me in
Lonacn is cmphas ized bv his pruse,tnougn nis exalted naturv would
lead one to expect verse. Middieto nL an nearly all nis plays
showed a disposition to adopl this practice,and (0 nezlect tons

in his alternations of prose apd verse. fnus in Micnaelmas Tem,
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4,z,a naughty oountrmﬁencn speaks prose in contrast with aer
aumble and gzrioved fatner's mawes vargeyzand The Fair Quarcel ase

a wiaole provides illustrations of this habit of his. In Laady

Al imony the characters koop the medium traditionally appropriate

to the.r ranK’cuougn Ldure 1is No rsason i tne wenour of taneir
Yomaris way they should do so. In The witcnes of Lancashire, again,

thore is a contemptdble character calied Yhnetstone, who, sspecially

?
at tne peginning of the play and in Act?2, in conversation with
his acquaintances keeps to prose$ whereas they usually wm speak
ve}se, although t(here is no justifiication fm¥ xndizx giffsxsmnegs €O
be found in the sub jectemaiier of tne speechesy Ifor this dlffGTBnC%
nor in the picet t1L1i later in tae play.

Another s .ign of excessive atiention to tons rapidiy passing into

pure irrezulariiy is found in the uss ol spegcihes wnich comiain

mode than one medium. The mixture of prose and verzsin ths sama

W 3 g = -
Speech is very rare,in tae garly drama,—i—%—tsJound—as—air. D

itself i: would not be remarkable, as thers mivat pe adequaie
reasons for 1ts appearance, bdz when it ovecomes f[requeni and no
reason can ne discoversd for it, i: is a certain sign that decay
is far advanced. Sometimes there is im tneg later drama an cvident
reason for the mixiure.Tue part of Flamineo, aspecially ihis lasti

speech, in The Waite Devil is significant in this respect. In alis
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Spesaches he alternates between pross and verse, nis prose GAPTOSS ~
ing his cynical, semi;DUmorous, contamptuous,disillusionment;
tie verse nis poetio;V1lla1nous side.Several spoeches (e.g.2; %2,
Pe26; 3.2,p.28) combine thess two strains and his two media, each
in his usual style. His last spesch 1is :=~
Flamineo [ recover liks a spent tagper.for a flash,

And instantly go out.
Let all that belong to .reat men rememoer the old wives'tradii-
ion,to be like the lions i' the Tower on Candlemasaay:io mourn
if the sun shine,f{cr isar oi vihe pitiful remainder oi winier to
come.

'"Tis well yet there's some goodness in my geath:

My 1ile was a 0lac« charnel. | have caughl SEluvewedsi-in

An everiasting cold: [ have Lost my volice

Host 1rrecovaeranly: Fareweli,glorious viliains:

The busy trade of life appears most vain

Since regt breeas rusti,woere all ssek pain oy pain.

Let no aarsh f[laittering bells resound my knell;

Stri<e, thunder,and strike loud ,:0 my farswelll(Diss).

in Beaumont and Fletcher's plays of mixed medium tno changse from

grose to verse in a spesech, or {rom verse io prose, is always in-

dicative of real change of tone. They fled ftc this means of
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indicating ths change in tns middls of a speacn’as roadily as the
Lowaloltnd

authors of tnuﬁplays IrrTea—reReaon=1 chancs [rom one moedium to

the¢ other in harmony with change of tone, spsech by spgechyput

not in the middie of a spsech. The practice is well sesn in The

Coxcomo, A ¥ing and No King (e.z.p.158and 171); The Captain,4.4;

and The Honest Man's Fortune p.253.

Ths foiiowing are examples of mixed spoeeches of blank vorse and
prosa,used in such a way as Lo obscure ithne rational comoination
of tne two venicles:-Timon of Athens(umany);The wWicow's Tears,p.%
5153 The Phoenix, 1,2 and p.d4<2,etc.; 4 Mad World,My Masters,p.336,
atce3 The Witch,several;The Zoval Xing and The Loyal Sub ject,p.!8;
A Challenge for Beauiy,l, l,p.345;The Devil's Law Case,2,l.p.<9;
Love Tricks,5,1;The Witty Fair One,3,5,p.3153Changes,2, 5,p.308;
The Sisters, (often)e.g.,3,1,p.384;When You Ses Me Y u Kmow #s,G4r,
H3r,U3r,Lir; How a ¥an may Chooss a Good Wifs from a Bad, Fov,
Nobody and Somebody,Clr;The Dumb Knightﬁ*,i,pp-i24—5=5;1,9-164;
The City Nightcap,d,p.153;The Oucen and Concubine,l,4,p.10:4,5,
p.78; wit in a.Gonstable,several;Tae Jealous Lovers,l,p.l12l.

Some speeches pass through a crescendo of prose,blank verss and
rhyme,espec ially 2t the ends of scenes; as in If Vou Know Not lie
You #now Nobody,p.19;The #is2 vdoman of Hozsdon(the lasi speach

of the plaﬁ;and many other placei; Curiouslyeﬁiddleton seems to
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make rhywe somelines intginediate betwsen blank verse and prose
in such speecnes,as In Michaslmas Tern,where tners are [reguent
examnplas.

The last sign of decay to be mentioned hers is the increasinz tend-
ency in the latsz plays to slip into Prose, without any reason for
doing S0,asS S00Y, 4S8 an emphatic point is passedfand to ravert io
the othey medium when anotier emphatic point is being reached.

All through the arama it was the practice to mark the closes cf a

aivision of the action,especialiy when ﬁhlimax was arrived at,by \

the use of rhyme in the wake ol oslank versse;wnather at the ogd ends

of an important spesch,a scene,an act ,or the whole plav. Tnis

practice was continued even in prose dramag:lor cxample, it is

found in The Roaring Girl,p.160;in many speeches in The Shoomakers'
-

Hol adav;and in The Jovial Crew. This practice 1s perhzps a not unudh

ural and not undramatic efiect of previous practices. Bui (s other

residuaxy wilect of ths tradition ,which is common in the sane

stage ol dogenseracy.:s really an abnegation of all formal principle.

The dramatist in these enfeeoled plays Logins wdth blank vexse

of the usual aiylﬁsiruéaes alonp ior a short space,and then grad-

N
ually siides exhausiedly into prose:thisgfuains cill the close
ol ithe scene or tae b&a%ﬁnen blan« verse reappears with ﬁépasmoa—

ic effort and 98 capped by a hsroic couplet. Some of the plays
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wialen show tae peginnings of this sunility,inIISOLated pasdsares
ui Sscenes,are Match Me in London(Act lk,The Witch of Edmonton(Acts
1&4),The Hayor oi Cueenborough, (p.203),B8lurt,Master Constable(b,1)
A Match at Midnignt(l,i,p.iQ;S,1,p.85};Tne Honest Man's Fortuns
(Act 2);The ratal Dowry(4,%2,p.437)3;The Atheist's Tragedy(l,2u;
Love Tricks(Z2,1):;The Lancashire sditches(2,1.p.195);The Turk, (1, 2;
<,84;Lady Al imony(Act 1). It is found as a main feature of the play
in The Widow's Tears,Parasitaster,CGrim The Collisr of Croydon, West-
ward Ho!,Norinward Ho!,Anything for a Qu1et Life,Thu Wise voman of
Hogsdon, ihe Devil's Law Case,The Bizd in a Cage,A woman is a
weathercock,CGreene's Tu Cuonue,The New Acaaemy,The City W#it, Ths
Horthern Lass.-and all Zrome's plavs,lns fuzitan, Albovine,vwa:len-

stein,and Tne Lovesick Kinge.



