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O'nap ter *5. Style and Diction.

Style.

*• General. P• 219 .

The scope of this chapter is limited do a description of some of 

the features of style peculiar to the dramatic prose, and to pro?id 

examples of the contrasted styles,ana of certain parts of the aictioi 

Most external Influences appeared faintly in the dramatic prose.

‘The connexion between dramatic and nondramatic prose was loose.

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

use in dram*. Tue influence which determined the form of the dramat­

ic prose was its use in the theatre. This caused simplicity ana 

clearness of structure. Hence the excellence of the dramatic prose^

which snared freshness and vividness of diction with other parts
-

of the Elizabethan literature. Each style of prose that appeared 

was attached to seme one us© of the prose: the development of dramat­

ic prose was largely a division into separate styles. There wore 

different classes of dramat is ts , who had difiorent purposes. Each 

of these elaborated one special style,tnougn using the others also. 

All these styles were developments of the native original prose, 

though in the ©no they differed widely from one another. After about 

the time of Shakespeare's death new kinds ceased to be evolved.

The dramatists are divided here,for the purpose of considering 

prose s iyl es , int o ( 1 ) The Pre-3hak@sp©ar©ans, in whom the prose nad
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A S t i. O lig 1 0 *1.1 11> t i0 t- dll CiiJIiC y ! ( £ ) Shakes pW A.TQ : ( 3 ) i 110 1 £,t A X x 6 til 1S t S —

Middleton, Dekker, etc. : (4 ) The scholarly dramatists - Jonson and Chap­

man, espoc ial 1 y : (5 )weaumont and irletcnar, **.nd ina school which turned 

to imitate manners.

2* The Pre-Shakaspjarsans anu the later reaixstic school • P. 236.

The necessary limits of a ram at ic. speech: it can never be an exact 

copy of ordinary speech. Examples ana aiscussion of the early 

styles according to use:the speech of madness,humble characters, 

familiar c on.versat ion, a plain average style,the early fare icai styi^' 

uie early influence of Lyly on this: the development of the farc­

ical style. The comic styles used to express individual character? 

the disappearance of the early verbal devices : tne speech of ’hum­

our' characters ,piain and mannered:tne professional argot (the 

dialects and foreign jargons are dealt with later ) .  The tendency 

towards pi ainness,whicn was ever being frustrated. An example of 

sucn a frustration is found is Mars ton's motion. Tne style of the 

Chronicle History prose. Ail these styles were continued,with 

mod if ic at ions, s ide by side with the new, t i l l  the end oi the drama.

3. Shakes peare and the High Comedy s ty le .p. 268.

This is Shakespearels main contribution to dramatic prose. Dis­

cuss loa of tnis style« The influence o? Lyly on it, through the 

speech of the upper classes. The style oi the letters ¿n the diama 

(1 ) pi ain, (2)euphuistic, (3) 'court ' style. The development of the



high comedy Si.yle.af ter Shakespeare: its increased use in the later

drama. Ine realistic  imitation of tne speech of the court,and the 

parody of affected speech.

4. Other styles and summary . p. 28 i .

Oratorical prose :serious prose :poet ical and el evated prose.The 

remarkable range and adaptability of the prose:ihe power tfhich 

most dramatists possessed. to vary the style is surprising. Examples 

of different styles in the same author,with some discussion of 

individual styles.

The Diet ion, especially of the farcical prose.

5. General. P. 305.

Definition of diction as used in this enquiry. The three tendenc­

ies in the diction, to plainnes$,ic elegance, and to eccentric ity. The 

condition of tne English language at the time: its plasticity and 

receptivity. A difference between the Elizabethan and the modern 

English word. The manner in which the tendency towards plainness 

was continually oeing frustrated oy new additions oi words. An i l ­

lustration of plain style. Some discussion of the tendency to eleg3,i®

6. The diction of the farcical prose .P. 51 f»

Tne use of curious diction in drama discussed. 1 ne . pxinc ipal de­

vices in the comic diction. Some of these parallelled in ouhex 

dramas. Examples of similar diction from Aristophanes, Long comic
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words in tne Elizabethan drama. The structure of tnase Latin ¡cs 

rather tnan Greek, resembl ing Plautus' formations. Tne influence 

of Rabelais. An example of macaronic speech. The introduction of 

foreign words in their native form. Tne use of dialect and oroken 

English. A l i s t  of jargon parts : .111 ust rat ions of these : stammer ing : 

the use of colloquialisms :gipsy slang ana oeggars' cant: 'Rear­

ing ’ speech : pro fess ional jargon ;These devices are connected with 

the expression of individual character. There arc others of a 

different kind - besides tne long comic words. Sucn are the use of

rhyme,al1iteration,ant ithes&s•verbal mistakes of various kinds,
%j

puns and double meani&s,the manufacture of a cognate object »re­

petition of tne same word or phrase. The use of words b o r r o w e d  

from a f f e c t e d  speechrthe neaping o f  synonyms and equivalent phrases. 

The diction of the parody of affected speech.
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S T Y L E  A N D  D i C T I 0 N.

’ i *** is al ing with Ine style oi the proso of thy ¿1 izao'oihan Drama 

jo x ind oursol ves con iron ted with features wli ¿c h aro common so 

;.no Av.Oiv; speech of the t ime * together with features which aro 

peculiar to ¿no dramatic prose ,or enormously exaggerated in it. 

ine characteristics which are comiQon to the wnoie El izabethan i it ­

era cure will not oe treated nere »except me idea tally « it is the

in tneir most striking form.which will be examined. For example» 

the power to vary the fune iron of a word at will which Elizabethan 

Engl is a possessed to such a remarkable degree is found m the :

as well as in the wppo , an a trie re fore receives no special mention: 

wmle s on the other hand, the secular tendency seek curious a lot­

ion, which appears in t he whole literature in varying force, takes 

notable forms and rut definite uses in the dramatic prose,and is 

accordingly dealt with an some detail .

Tas  dramatic p r o s e  » as a wncio, was under tne same influences as

' j x  i e o t s  tua., uro con i  mod to  t ne dramatic prose, or which appear the^>

were moulding ¿he language of the time,both spoken and written.
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era curos d .»cause the dramatic pros** ,s first and chiefly an imitat- 

atiou oi actual spa ecu, an ci its form ij principally governed by the 

nameux<itv uses 5,0 which it is put* in© external influencas,nowover• 

when their ¿veers happen to be used for special purposes, some­

times exer-. a paramount inroe upon the form. The parody of Lyly and 

the imitation of tne high-flown speech of the court are good ex- 

airap les $ ci ass ioai ana learned diet ¿on appearing ¿n abundance in the 

pxos0 of 1 nesa kinds.

I : is pernaps singula* teat, wit a forces actmrsr from abroad, no t-  

ac 1 y It at iau and 1 ater ? Spanish, ac t ing w ich sueh imps t us on t ho

drama, 1ho infIuonc e 0 f t as t# ct fm bi ̂   ̂011 '#11 *«? k)  ̂j .l v n a d rv, c > u > i n
T ¿u?

of ine prose snoutd u .»■ ..j»..77. confined isszs. it is. Italian plots,

■ v after aoout 1610̂  Spanish plots,were used in 1 arge numb© r s ; 

and , for example in Chapman,French stories or motives were used 

xn the same way. The plays whose characters have Italian and Span­

ish names aic extremely numerous,even when the plot is a pure in­

vention of the author. But the characters,except »nose whose 

nationality is empnas ixect for some comic purpose, are in their natur« 

nearly always Englisnjnot a trace 0 1 local colour remains , as a 

rule: ine Italian aukes and duchesses, the Spanish kings, ana che 

Machiavellian adventurers become as English as Snaxespeare s Rom­

an citizens Athenian workmen!; And tneir speech is in accordance.
)



¡¿»nan rney are introduced with their nationality stamped upon them 

ig is nearly always as car ¿cat ures o i fore igners, speaking jargon 

and exaggerating the ui rarities arid hao its of tneir nations

2 1 1

to pretide farcical matter in the interludes among more serious

action. Hence the effect of Italian # ¿•’’ranch and Spanish on the

dialogue (other than deliberate jargon) is small • Mars ton may intro­

duce a few Italian words ana phrases,or Beaumont ana Fletcher a 

Spanish word here and the re; but most of these do not assimilate 

to the general style so far as to become part of the regular dict­

ion,except in numbers comparatively small. Broadly speak mg, any 

affect which Italian and Spanish and other external sources had 

on the style and diet ion of English at this time came rather throug 

the non dram at *c literature^ and the dramatic blank verse^ana the

actual language of ordinary life,than through the pros© that Is7 
i

found in the plays.

'The intention of in© authors of the plays is clear from various 

examples that occur, in us in Henry^5th6 Dauphin and trie otner 

French nobios speak ordinary English^as a rule?but Katharine,the 

Daupmn's sister,uses French jargon, in James4,the king and his 

court opeak in ordinary Elizabethan Engl ishjbut Bohan,who m no 

sore Scotch than they,uses Scottish forms-wnile he remains comic. 

\see Murray, The influence of Italian on. the English Literature ox 

the 16tn Century for a sample l is t  of Italian words introduced at
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ror tat same reasons znat external influences which were acting 

on the iiterary language appea- only m softened forms or under 

special cire urnstances *n the dramatic prose other developments 

in the con lempora. y literature at © often scantily reflected in

this ic.it:.' r. ¿here is »indeed, a very loose connection between drama-
/ \

and non—dram at ic prose* lor example', in diet Ion, the 1 at ey s ix t eenfi 

century habit oi combining pairs of synonyms to express one idea 

is not found peceptioly in the dramatic prose I 

iho ¿act that the dramat ic prose was something very different 

from the nondramatic is easily seen jy comparing the two kinds 

in most authors who wrote in Doth. Lyly is quite exception al 5and 

fix sane is somewaat excepticnal5as he stood at the beg inning,and 

there is the same alternation between Eupnfiistic and non-euphuist- 

styles in a is dramatic and nondramat ic prose,though the dramatic 

differs considerably from the other I The prose prologues and epifc«— 

logues which we re so common art** o f ten remarkaoly different in style 

from tne prose of the accompany mg dramas,and anv_-X>4 tnese would 

serve as examples. Dex rer, with his large practice m nondraaat ic 

prose ana his fondness lor prose .in arama,being also ox the middle 

period,serves excel lonely to illustrate the difference between 

the two. >< it no ut our going so far afield as his paaphi ets „his 

serious ambitious style raay be seen in The Address to the Reader 

tnJti time.



prefixed to Tn© whore of Babylon'Thy general scope of inis 

dramatical poem is to set forth , in tropical and shadowed colours 

the greatness,magnanimHy»c onstancy ,cl omency,ana other the incom­

parable xjfcx.tjaas naro cal virtues oi our 1 ate Queen*.ana , on the 

contrary part,the inveterate mal ice, treasons «machinations, under- 1 

minings,and continual bloody stratagems ,o f that purple whore of 

Rome,to ine taking away of our Princes’ 1ivos, and utter extirpat­

ion^ of tneir kingdoms. Way re in ,if  accoraing to the dignity of the 

subject I nave not given it lustre; and, to use the painters ’ rhet­

oric, do so fail that it is not to the l i fe , le t  this excuse rae - 1 

thac che pyramid upon waose top cne glorious reign of our deceas­

ed sovereign was mounted stands yet so hign and so sharply pointed 

towards the clouds that the art of no pen is able to reach it .

The stream of her virtues is so immeasurable that the farther they 

are waded into, the farther it is to cne bottom.

His more familaar pamphlet stylo is seen in ( fhe Gulls’ Ho r no o ox, 

p .264):- To concl ude, hoard up the finest pi ay so raps you can get, 

upon which your lean wit may most savourly ieod, for want o* ocher 

stuff,when in© Arcadian and Euphui ed genthewomen ha\e cneir 

tongues sharpened to set upon you: that q u a l i t y ,  next to your shit,i  

cock, is the only furniture to a courtier that's but a new buginncsr 

ana is but in his A.5.0. of compliment.
(v-e

The next jlt<su..u that aw  i i i ied  after fceaynouaes are emptied
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ar©,u* aught to be, laverns i into a tavern , then,let us maroh,wner© tus 

;„iio biains oa one hogshead must ow Deaton out to make another•

With the weight and length of sentence,as well as the anstractness
I? ^

and ocn<s... 1 '.Ui ic iOo oi in© die cion h&y in oo-ih those passages any 

part of Dexker’s dialogue stands in contrast. This from The Hon­

est whore , Ft• 1,p .71,will serve :g - ‘

WIFE 0 watch,good George,watch wnich way tne Duka comes.

GEORGE iix.ayriS-ix^CQKiesx.thiaxai ..tn.is.-cwaŷ .c Her« comes one of the 

butterf 1 les ?ask him.

WIFE Fray, s ir,comes the DUKE this way?

? IOftATTO He ' s upon ooming, in ist ress.

WIFE I thank you,sir. (Exit Piora:to.) George,are ¿aero many mad

folks wnere tny master lies?

GEORGE 0 yesjof al l  countries some,but especially mad Greeks. They

swans. Trot h,tn ist r«?S3 , tn© world is altered with you. You had

not wont to stand thus with a paper numbly complaining. But

you’re well enough served tprovande r pricxed you, as it does

many of our city wives bus ides.

Thu style of thw ordxnaryrumdramat io prose was far

removed from the speech of life,and quite uni it ted by several
*

qualities for use as dramatic prose• I t s  unsuitaofu ¿ty as ¿»©eh - \ 

an exceedingly undramatic and unskilful pi ay , ~t he Comic&i. korai 

Two '¿as a Men and All The Rest Fools, it c-ontains 50100 at temp vs 00
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imitate conversation (e .g • & E4r)*but is g0H0r«il l j  is ah

average i iterary sxylc;tno unfitness of i iterary El izabethan 

English even xor serious speeches is shown by too intoleraoie 

monotony and diffusoness of the result» Tne f irst speech»which 

sux l io iontiy remonstrates the truth of these remarks } runs:-  

PROBER 10 How much we that have boon travellers differ from other k 

kinds ol people I So soon as we arrive , we are attended to tno 

Bourse or rendezvous of merchants. There we walk as if  the whole 

woria natn need to be informed, ye a* and directed by us in matters 

of greatest moment tsuch as is traffic ana commerce with foreign 

nations,and the state ana disposition of those Kingdoms thorough 

wnioh we have passed. Bor it may be we can give intelligence of 

preparations and invasions. We can demonstrate their strength and 

munition. We can numoer their captains and generals. We can dis­

cover their designs and confederates. And *iinaily,wo can lay plot 

j.o cross and make void all their purposes and stratagems,which 

inwse homebred and countryspun people can sever actain unto» Inere 

fore by good right we are had in esteem and special re Quest, and 

courteously received of councillors of state wherever we corns. ‘"K. 

Neither do we tie ourselves to any one dominion more than another, 

but indifferently riBxxii to all states we deliver .. reely the con­

dition of every nation. And the pfcace we fa ll  into is our oest- 

boloved so lung as there we tarry,and not a minute longer, we



ooji. ig© ours el vos to no prince.¿or gold nor for gain,nor be pens - ’* 

loners t-o any monarch:out with desire to see rao/e we pass through 

aii governments,uncnock©d and unconiroi ied,because we taku part 

with no.ne,of fend none,nor are false co any« And this l i f e  we 

love above all lives,not content with any l i fe  but that which \ 

seeks another l i f e .

Dialogue in this style was necessarily so slow that seven acts 

wore needed ;o complete vhe p lot ,i f  the slight entanglement in 

the piece can do called a plot.

The influences which wort; moulding nondramaiic prose appear so 

feebly in the dramatic oecause *nere was another more powerful 

loroef mat was inou 1 dmg ii> some respects t a.« dramatic prose

as a whole is superior to the nondramat¿CiShakespeare's prose has

even oeeu compared with his verse the disadvantage of the
 ̂ 4v

latter. .  so far , and witout vent u l 1 n ..A

Comparison, between the two kinds of prose even, on© can see tnat

Ch. Co 11 ins,Shakespeare as a prose writer,p.206. "we may observe 

that,in one or two points,his prose contrasts very favourably with 

his verse. His verse,in his latest style at least,is  frequently 

obscure,perplext, and abrupt mis prose is uniiorrnly smooth and 

lucici. His verso abounds in solecisms and anaoolouxhauiis prose is 

with few except ions,singularly correct,and is marked by much 

greater purity,both in idiom ana phrase, nrs verse is ¿uli of
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■..a.y i i uences acting on the dram at ic prose were oound to Da in 

the end,though perhaps not always immediately,entireiy wholesome, 

in© great excelionoe 01 Elizabethan prose speaking with a wide 

genexalicj , may be said to o© its vividness and energy of diction 

and phrase: its chiei defect, frequent intricacy and unwieidiness 

ox construction* tno ©xceii©nee the dramatic prose shared equally 

with the nondramat ic ,and inaeed with all parts of the literature. 

The defects of pin. trie ate and cumbersome structure wee© banished 

from the dramatic prose oy the absolute necessity that drama is 

always under of oeing understood immediately by a large audience, 

fne cost,and indeed all out the worst, dram at ic prose is vivacious 

ana clear* Ornament may be aosent from the original ana humoier 

kinds;and may bp exchanged for trappings in many places bout the 

aosx,the high comedy ana elevated prose , especially, equal in 

elegance , as well as ©neggy and clearness,to any prose.not merely 

of the time,but of all English literature. No doubt the realistic  

impulse which kept in© dramatic prose in close touch with actual

manner isms, and of mannerisms which are not always pleasant :but his 

pros© is always easy ana natural. In a word,his most characteristic 

prose is, regarded merely in relation to compos it ion, dec idediy sup­

erior to his most characteristic fererse.
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spleen i s  -u ooraa extent responsible for i t s  excel lent  clearness
/

as v/o1 as the necessity of oeing comprehended at once and entire­

ly. The same impulses acted on the verse,and w ro part cause of the 

cider verse D o i n g  superseded by such verse as Fletcher’s jfand the 

directness and simplicity wtuch appeared i n  the wnole i  i t  erasure 

in the latter half o f  the seventeenth century probably owed some­

thing to the high comedy and plain styles of the prose in the drama 

in the first  half.as well 'as to the verse of Fletcher's school.

n̂o growth of tho pros9 style is s ir ic11y related to tne deve1op-  

ment of the verse (See Pp.&0~ I H )  • Neither vehicle »but the combination 

of tne two jwas tha medium ox most of the drama, and the form of 

neither can be fully  explained without reference to the other. It 

was the existence of prose for necessary ousiness,familiar con­

versation, and farce.that enabled Shakespeare and his i el lows to 

maintain tho poetic neights of the verse,wnich^largely disappeared 

in acted plays where prose was abandoned. Without the prose tney 

would nave nad ,o resort early to some such ve«.se as fletche^ s, 

or would have been compelled to alter radically the CiUractfch ox 

% trie drama. Tne prose is at ail periods a worthy peer of tne verse: 

it often has humbler duties to perform,and its excellences are 

different excel fences,but they are none the loss real, especiaiiy 

as they were tne conditions ox the excellences of the verse. The



d im ity ,  sweetness^nd elevation of the verse could ohly he main- 

stained hy the ease and naturalness of the prose; and the con­

t r a s t  b etwee?. the two is necessary t o s how the excellence of 

each ( See page ).

It is not possible to describe the style and diction of

drama tic prose In such a way as to incL udeteference to every 

author and play, because the s tyid ef the speech is always an

ind caU on of the character of the speaker, and the characters

represeit ad in the Drama vary in innumerable ways. Moreover, 

the style of speech is always relative to the use to which the 

speech is  put; so that, just as the use of prose with blank 

verse arose in a comparatively simple manner and developed by 

dividing into a number of different uses, the styles of the 

early ¿>rose are simple and few, but soon a number of general 

styles, each suited to the separate uses of prose, appear.

But i t  is  possible to show an increasing power of adapting style 

to use, and in this sense a general development of prose can 

oa traced,x

x In Chapter 2 w i l l  be found a number of scattered references/ 
to the prose-style, which were inserted where the$r were needed 
to throw some light upon the manner in which the prose was used
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Anotira reason that no single development of pros© is to be 

found is  that the dramatists had at different times different 

purposes in their drama, and may be divided according to these 

purposes into different classes or schools. With the rise of

each school a new kind of prose is foun£ ; no school

i t s e l f  to one kind, but among the various kinds which a l l  the 

middle and later authors use there is one kind which is most 

intimately co nr® cted with each school.

Among the multitudinous elements which entered into the making

of the fully-developed Eliaabethian Drama, the parts which were
't' C jy

derived from the interludes of §omie xlay by which the clown

forced his way into the Morality Plays were the most original 

and naiuve, It  is in these that the prose is  most

frequently and naturally used. Originally comic, this element 

developed, at f i r s t ,  on lines of naturalistic simplicity , and 

when Comedy rose to a position of dignity this realistic .imiit- 

: at ion of contemporary character and rrjpnera remained its  key­

note. Any method except one which treated a l l  the kinds of 

prose as elaborations of a crude realistic copy of actual speech 

would go astray.

Nevertheless, while a l l  the kinds of pros® were developments 

of this  farcical and naturalistic imitation of humble conver­

sa t ion  they travails d a iorg way from it. Regarded in 

contrast with on^another the kinds exhibit a wide divergence, 

because the Elis&bathian Drama was a literary effort. It must 

be compared rather with the modern novel than with ĥe modern

Drama, ' ' ~. ■ - ----- -—......................— -
in contrast with the verse.



The Drama throughout its career tended to form types, types 

in constriction, types of character, and types of ® xpr ession.

The vita l  force in it  continually burst through its ever-fresh 

trammelsj and ran in new directions t i l l  it  had exhausted itse lf .  

It' is only when this force had spent its energy that we find  

a coalescence and crystallization of types. Erom this time on 

thsia* degeneration can be traced. The climax can be seen in 

a l l  parts of the dramatic art at the same time. After this  

point the blank verse as a. whole began to degenerate, and new 

types of character and even new kinds of situation cease^to be 

produced. Similarly, new kinds of prose continue^to be evolved 

t i l l  the apex was reached; and from then, about the time of 

Beaumont and Eletcher^s meridian, the types remained stationary 

and then tended to run gradually together again into a few 

uniform genera, just as in the early period there had been only 

one or two uniform $types of prose. The subtleties of prose-w^ 

disappeared also with equal steps.

The general course taken by the Eliz&bethian drama provid es a 

key to the various styles of prose which appear in the pli^y^

23/
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mixed medium. The rea list ic  presentation of contemporary l i f e
0

wiicii is the chiei note of the comedy can be decerned in nearly 

a l l  the varying forms of the drama at a l l  periods. It  is seen 

in its  clearest form in the representation of humble l i f e  in 

the pre-Shakespearean drama. The prose began with i t ,  and the 

various l^types which are developed before Shakespeare are closely 

related to it ;  the mannered farcical prose, for example, con­

s i s t in g  of a matrix of realistic prose into which the various 

decorations, grotesque or ornamental, were stuck a r t i f ic ia l ly .

It remained throughout the whole period, especially in the 

domestic plays , side by side with the later styles which grew 

upj and, in contrast with other kinli^it reached its height in 

Dekker, Heywood, Rowley, and Middleton. Shakespeare’s great 

achievement in this direction was the introduction of the high 

comedy prose which owed its form to the conversation of tne 

upper classes, idealised by his own poetic force. .n© conver­

sa t ion  of the upper classes in its turn was greatly influenced 

by Lyly. The idealistic and scholarly drama of Lyly and Gascoigne

is thus joined to the achool of which Shakespeare is the chief



I l l

representative, though its f i r s t  and transient effect was 

chiefly farcical and grotesque. The idealistic element which 

reached its  height in Shakespeare's poetic and romantic comedy 

took its  place side by side with the popular drama of the 

rea l is t ic  school\ and developed along its own lines throughout 

the res t  of the period, producing at the end some very unnatural 

effects (See p. ). Both these strands were used for

the represent at ion of character, in the various social grades, 

rather than mere mnners. Besides these two schools, about 1600 

to 1610 there was a th ird, the body of scholarly dramatists

ikru-fk' jiifhi- ttdu»,
who wrote for the stage, namely Jonson, Chapman and^Marston.

Each of these three schools, while malcirg excursions into other 

f ie lds ,  kept mainly to its own province. A l l  the succeeding 

dramatists showed the influanc© of one or other of these schools, 

hut after them there grew up a new school which absorbed to a 

great d egree the energy of the drama, dominated it t i l l  the 

close, and Is ft  a great mark even upon those plays which i t  

did not completely succeed in forming This school produced in 

comedy a representation of manners rather than character, as is
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well seen in the city comedy, which were so common at this time.

In the hands of Beaumont and Fletcher it turned to imitate

the manners of the Court, was refined from the realism ana crude

indecencies of Middleton and his fellows, and from the ingenuity

of Jenson. Happy conceits, light, clear and pleasant dialogue,

less complexity of plot, and the substitution of tragicomedy

for tragedy are among its main characteristics. "When tie

drama began to degenerate and the kind̂ /bo coalesce^ the influence

of thi^&Ghool mingled with the others, but survived more strongly

than they did, while loosing its best characteristics. Hence,
*

in the later drama, even i f  we can allot a particular play 

to one or other of the classes mentioned before Beaumont and

¿AfV
Fletcher, it  w i l l  often show the=fe influence generally, and 

• specially in loss of realism in the presentation of ordinary

l i f e .

A l l  these tendencies affected the literary forms of the plays.
«

Sâ ch of the schools produced its own topical dialogue both in
prose

prose and verse. They^di&iogu© oi tne idealistic school, beg*,.
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deginning witn Gascoigne and Lyly^ was refined and heightened

to its  supreme expression in Shakespeare , and continued as the

high comedy prose. The plays in which the clown played so 

Important a part developed a farcical p r o s ® w  ere largely

responsible for the J rgon-dialogue with which the dramas teem.

‘UdJldiw
Dekker, Heywood,^show these two latter styles at a later stage 

of development*and at the same time a natural plain prose, 

stripped of the various rhetorical devices, is found in in­

c reas ing  abundance in their plays. In the scholarly dramatists
I o

are found varieties of these kinds, but in the direction of

prose style and use they did not exert so much influence on the

at)
la ter  drama. In Fletcher the new lrrsgu^blank verse burst 

i t s  bounds and threatened to drive, even succeeding in driving, 

prose from its previous place. Hence, after Fletcher the kinds 

of prose become fewer, and its provinces narrowed. But Beaumont

and Fletcherfs prose* where it is found, is mannered in style, 

while eschewing the a r t i f i c ia l  devices of the earlier farcical

and high comedy prose. The plain toneless prose and tnis last



Court pro Be, as we may c a l l  it,, hold the chief place from now 

t i l l  the close of t;ae drama, although the older hinds frequently 

crop up again.

The f i r s t  prose was, as we havys sen, native and rea list ic  in

style (See pp. bSf } for a discussion

and examples of this style Defer e Shakespeare). The farcical  

prose soon split  o f f  from this, and developed along its  own 

l ines, the speech of the  ̂Elizabethan being distorted in

3\tj~m)
a hundred ways for the amusement of the audience ( See pp^ I^h t '^y^  

But the realistic  method continued, and tends to appear in a l l  

the prose, being connected, as has b8©n said, with its very use.

The pros® proclamations and lattex’s are due to an obvious

rea list ic  impulse which needs no discussion. Similarly the 

prose of madness, the conversation of humble characters, and 

humble conversation of a l l  sorts is closely connected with 

realism. The smly question is ,  how far were the dramatists
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successful in these rea l ist ic  attempts? — and this can only he 

settled by examples. Dramatic speech can never be an actual 

copy of the speech of ordinary l i f e ,  becuase the dramatist 

is limited in time« and has to let the audience know in few 

words as much about a character as an intimate and extended 

acquaintance would give. The diffuseness and repetitions of 

ordinary speech have therefor# to be exchanged for a compressed 

and pregnant style, and a l l  the realist can do is to make this 

seem to be a fa ithful copy.

The rea l is t ic  attempts to render the speech of madmen are well 

exemplified (See p. 1$/ for a l i s t  of examples)by Bom©liofs

raving in The Bare Triumphs Of Love And Fortune (See p. by )

Phstimk , . .
and the phenix 4, 1, p. 383. The following is an extract

from the la t te r : «

TANGLE (Who is law-mad) There’ s no ba i l  to be taken. I shall

rotl| in fifteen ja i l s .  Make dice of my bones, and let my coun­

s e l l o r s  son play away his father’s money with’em. May my bones

revenge my quarrel.’ A capias cominus? Here, here, ners, here.
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Quicxiy, dip your quills  in my "blood, off  with my skin, and

write fourteen lines of a side. There’s an honest conscionabl®

fywt
fellow. He takes t o  ten shillings of a bellows-mender.

Here’s another deals a l l  with charity. You give him

nothing, only his w ife an embroidered petticoat, a gold fringe

for her t a i l ,  or a border for her head. Ah, Sirrah, you shall

catch me no more in the springe of youij/linaveries.

The exactness of this copy needs no comment. It is equalled

by the realism of the imitations of the speech of ordinary

humble l i f e  (For a l i s t  of examples see p. ),

An average specimen is found in Sir Thomas More^in the speeches

of Doll Williamson, e.g. , LI. 1-14:-

DOLL Whether wilt thou hale me?

da BARDE Whither I please: Thou art my prize, and I p lea/

purchase of the© .

DOLL Purchase of me? Away, y© rasca l ’ I am an honest 

plain carpenter's wife, and though I have no beauty to like a 

husband, yet whatsoever is mine/ scorns to stoop to a stranger.



Hands o f f ,  then, when I "bid thee.

de BARDE Go with me quietly., or 1*11 compel^ thee.

DOLL Compel^ me, ye dog*a face.' Thou thinkest thou hast 

the goldsmith's wife in hand, whom thou enticedest from her 

husband with a l l  her plate, and, when thou turnedst her home 

to him again, madest him, like an ass, pay for his wife 's hoard.

de BAKDE So w i l l  I make thy husband too, i f  please me.

DOLL Here he comes himself. T e l l e r  him so i f  thou darest.

I f  this passage is examined it  will be seen that neither 

irjfdiction nor ix̂ con struct ion is there anything foreign from 

ordinary speech, in spite of the compression which the dramatist

. has necessarily used. | Familiar conversation in higher l i f? ,
jA  , , . . . *with naturalness and similar dramatic compression Is

equally represent ed (See p. tlfit ) The following passage from

Coriolanus is a well-known example, 1, 3 , : -

VALERIA My ladies both, good day to you.

VOLUMEIA Sweet madam.

VIRGIL Li I am glad to see your Ladyship.
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VAX. How do you "both? You are manifest housekeepers.

What are you sawing hare? A fin© spot, in good faith. How 

does your l i t t l e  son?

VIR.  ̂ thank your Ladyship; Well, good madam.

VOL. He had rather s ee the swords and hear a drum

than look upon his s <h oolmaster.

VAL. O' my word, the father's son; I ' l l  swear 't is

a very pretty "boy. O' my troth, I looked upon him on Wednesday

ha lf  an hour together; has such a confirmed countenance . . . .  

This kind of prose was adapted, with ease to a variety of

different circumstances. Her instance, out of the great

number of equally realistic passages a specimen of the way in

which the conversation of gentlemen was imitated is found in

Michaelmas Term, 2,1, The same features of style are

present here, The whole seen© is of this type.

f (Gentlemen discovered at dice)
3 Juv9 ^  0

REARAGE G e n t l e m e n s w o r n  I ' l l  change the room. Dices’

Devil

LETHE You see I 9m patient, gen



SALEWOOB Ay, the fiend's in it! YouVpatient; you put up

c 1 1  9

6RE R Come, s$t me, Gentlemen!

SEORTYAKD An Essex Gentlemen, Sir

EASY An unfortunate one, Sir.

SHORT I'm hold to salute you, Sir; You know not Master

Alsup there?

EASY Oh, entirely well,

SHORT Indeed, Sir.

Even Gascoigne could he realistic ?»hen he chose. The following 

passage exhibits the closeness with which he could copy speech 

of cr dinary tone.and may be contrasted with the passage on page5
7

CLEAEDER In good faith, and I thank God I have mine eye sight

good and pe r f i t ,  l i t t l e  worse than when I was but twenty years 

old.

PASIPKILO How can it  be ©the rwise? You are but young.

CLEAR. I am f i f ty  years old.
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PASI* (Aside) He te l l s  less tten he is.

CLEAN, What sayest thou of ten less?

PASI, I say I would have thought you ten less, you look

like one cl six and thirty or seven and thirty at the most.

CIS AN, I am no less than I te l l .

RAS-l̂  You are like enough to live f i f ty  more; show me

your hand. (Supposes 1,2.)

In these styles there is l i t t l e  or no attempt at mannerism, 

the rhetorical devices which are so common in the farcical  

and high comedy prose are almost entirely absent, and the passages 

in the various plays often present a great similarity in s ty le j  

to one another. The changes that occur are so slight that it  

is impossible, except in Dekker, Heywood, Rowley and Middleton, 

to trace much development in style beyond a following of changes 

in the speech of actucal l i f e .  The writers, of course, vary 

considerably in the degree with which they can approach real 

conversation without at the same time becoming tr iv ia l  and

diffuse, but the power to c opy actual speech with dramatic 

sk i l l  rises as the general level of dramatic entertainment rises,
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t i l l  i t  reaches its climax in the realistic school, and in 

Shakespeare*s rea l ist ic  passages.

This plain native rea l ist ic  prose developed early and is  found 

in a l l  schools. It is ,  with the farcical prose, the main fom  

t i l l  Shakespeare, who incorporated it among his kinds much as 

he found it .  Its  excellence in Dekker and Middleton, who made

it  peculiarly their own, and in Rowley and Heywoo$ who continued

V jjÛ M tv<u*fu/U-̂ ‘ )\ fypiofctA' y U to /HMi
the pr©-Shakespearean tradition, is—edse»e »  Satiromastix,

■ A
The Honest Whore ("both parts, e.g. Pt. 2, p. 117), Westward Ho!

The Roaring Girl,  e.g. p. 175, Match Me in London, e.g. p. 1.59, 

and The Witch of Edmonton, e.g. 2,2, and indeed in nearly a l l  

his plays. Middleton’s rea l ist ic  prose, which is equally 

common, is as well exemplified by Your Hive Gallants, e .g.48, 

p .408, The Family of Love, A Mad World my Master’s, Mor«^iSseigbie® 

besides Women, Blurt Master Constable, e.g. 1̂ ., and 2,2 p .257, 

and the phoenix, 2 ,2 , as by the passages quoted.

Heywood and Rowley though by no means so eminent in this 

respect, provide innumerable good instance of the same kind,



Me.g. Rowley, A New Wonder, pp. 1768 177, and a Watch at Midnightf 

I l l  1 , p. 61. The latter passage runs:- 

MOLL I hate him (Her intended husband) il^nd his riches.

Good, Sir, (to Ancient young, whom she seeretly wishes to marry) 

it^re jrou to he married in eame st?

ALEXANDER (Her brother, who is trying to get be r to marry

young) In earnest! Why, do you think men marry, as jesters

sometimes fight, in jest? Shall I show her mistress Elizabethfs 

letter  that I snatched from thee?

YOUNG Not, and thou lorest me.

MOLL Good brother, let me see it :  Sweet brother, dainty

brother, honey brother.

ALEX, No, indeed, you shall not see i t ,  sweet sister,

dainty sister, honey sister.

MOLL Oh, good Sir, since so long time I hare loyed you,

let  me not die for your sake.

ALEXe (Aside) The tide turns.

YOUNG Long time loyed me?
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M0LL Long ere you went to sea.. I have love^you yeiy long

with a l l  my heart.

ALEX, Think of Bess! Think of Bess! ®Tis the better

match.

MOLL You wicked, brother! Indeed, I loye you batter than

a l l  the Besses in the world. ......................

In the whole class of domestic comedies, and in a Is ss degree 

in the domestic tragedies, with the comedies of eity-intrigue,  

this kind of prose is Tery abundant, and indeed is in some of 

them the main medium, though i t  is scarcely to be found in the 

f i r s t  and chief domestic play, Arden of Feversham.

Heywood provides much prose of the same kind, e.g. Edward 4,
4

Pt. 1,4,3; The Golden Age, 4,1; The Silver Age, 2,1; The

Wise Woman of Hogsdon, much; Fortune by Land and Sea, much;

The Royal King and the Loyal Subject, pp. 45 - 50/ In Heywood

and Brome's witches of Lancashire, and in Brome's plays geie ra l ly ,

it is frequent,; it  is found throughout the Miseries of finforeed

M
»carriage; other instances occur in ®Tis Pity she's a kee&r, 1*2, 

p. 137; Love's Sacrifice, frequently; The Maid's Revenge, 3,2,



p. 14-3 on; Love's Cruelty, 3,1; Saint Patrick for Ireland, 5 ,1 ,

When you see me you know me, often, e.g. D2v'Larum for London,

D2r, E2r , &c. The Heir,frequent; The Hollsmder, frequent ;

and The Love Sick King, 2, lines 475 on;

Early in the seventeenth century there grew up a plain average

dramatic prose, with no very distinctive characteristics, which is

closely related to the r ealistic prose, and often does duty for

it  in the hands of authors of other schools who are not specially

skilled in rea l ist ic  e f fects ,  as Middleton and Lekker were.

TChapman and Jonson often appreached it. laston, however, did
A

not write i t ,  though he made some obvious attempts at realism; 

and it is  the commonest kind in Shirley's plays, where, however, 

i t  seems to he descended equally from the high comedy prose, and 

w i l l  he dealt with in that ©nnection. In Chapman it is found

V 0JLiv-&
especially in Monsieur BdLfeyse and May day, e.g. Mons.

1 ,1 , p. 200;—

(Exit D
Fom

RHOLERIQUE E ^ w e l l ,  the true

shall to the Court. 'Tie the perfect model of an impudent



the compound of a poet and a lawyer. He sia 11 to the Court. 

MUG-EROK Hay, for Cod’s sake, l e t ’s have no fools at Court.

RHOL, He shall to ' t ,  that’ s certain. The Luke had a

purpose to dispatch someone or other to the French King, to 

entreat him to send for the body of his niece, which the melanchd^ 

Earl of St. Ann, her husband, hath kept so long unburied, as

meaning one grave should entomb kimsel^and her together.

MUGEROH A very worthy subject for an embassage, as L ’Oli^ve

is for an ambassador agent, and 11 is as suitable to his brain 

as his parcel g i l t  beaver is to his foo l ’s head.

RHOL# Well, i t  shall go hard but he shall be employed.

cudt
Oh, *tis a most accomplished ass, the mongrel of a and a

j *
villadn: the very essence of his soul is villainy: the substance

of his b ra in ,  foolery: one that believes net hing from the stars

upward. A pagan in be l ie f ,  an epicure beyond b e l ie ! , prodig­

io u s  in lust, prodigal in wasteful expense, in necessary most 

penurious. His wit is  to admire and imitate, his grace is to

censure and detract.



M&rston, who has a characteristic comic prose fu l l  of curious 

diction, and usee much high comedy prose, makes attempts t©

/
at\one for his lack of rea l ist ic  conversation "by other speckl

A
the Luke,

rea l ist ic  effects. Thus^in Antonio and Mellida^Piero/ who 

has a "blank verse part, "becomes angry and stutters with rage, 3 ,5
i

P. 40:-

PIERO Run, keep the Palace, post to the ports. Run to

the gates, stop the gondolets, let none pass the marsh, do a l l  

at once. Antonio? His head, his head! Keep you the Court. 

The rest s t a n d s t i l l ,  or run, or go, or shout, or search, or 

send, or ca l l ,  or hang, or do do do su-eu-eu-something. I know

n f\ v% llJ
not | wha-wha-wha-what. I do ,/whe-whs»whs»where I am.

The same device is repeated in What You Will ,  e.g. pp. 280 &

281.

The rea l is t ic  impulse was so strong that even Massinger, who in 

the dialogue avoided prose deliberately, has some short pa ssagss 

in the Ranegado, 1,3, .PP. 139 &140 , in which are imitated the 

speech and cries of the London apprentices. The realistic



impulse xs seen, of course, in a score of ways "besides the use of 

tne prose and tne realistic style. Even the high, comedy speech 

with its  near relatives of a slightly later time, deliberate 

imitation and parody of the speech of the Court, is realistic  

in original int ention. But, "being in style descended largely  

from Lyly, these kinds w i l l  he dealt with together in ©nnection 

with him.

The other original or earliest style is the farcical prose 

(See p ipiij.l-llfb), This rapidly assumed a characteristic form which

can easily "be recognised, fu l l  of comic rhetorical devices,

C &passing jokes, and distorted reminicenctes of a l l  sorts of pr§-A

:ce^ding l iterary  peculiarities. Any of the better known clown- 

parts provide examples in profusion. In pre-Shakespearean 

drama the following passage from Slipper's part in Gre@n@!s 

James 4 i l lustrates the kind in its mature form, 2,1, 11. 960

i

-  972:-

SLIPPBR Like it, mi stress? Why, this is quincy^ quarie| 

pepper de watchet, single goby of a l l  that ever I tasted:

I «13 prove in this ale and toast the compass of tne wnoie woild.
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First, this is the/s arth, - it  l ie s  in the Middle, a fa i r  brown

*
toast, a goodly country for hungry teeth to dwell upon: &ext,

M/
this is the sea, a fa ir  pool for a dry tongue to fish in: Xow

come I, and seeing the world is nought, I divide i t  thus; and 

because the sea cannot stand without the earth, as Aristotle  

saith, I put them both into their f i r s t  Chaos, which is my belly;  

and so, mistress, 3/011 may see your ale is become a miracle. (Sea

It is upon this prose that the early influence of Lyly was 

part i :/1 exerted, his rhetorical devices being turned to comic uses, 

or parodied with comic intention between about 1585 and 1595

or imitated with a comic purpose, but more commonly scattered 

euphuisms were tacked to the native farcical prose. The follow­

ing is  a l i s t  of references to the chief passages of this class

Locrine B4r, Civ; Arden of Feversham, Parody of Euphuistic 

style in a Letter 2,2; Orlando Furioso, 11. 525 & 375; A look 

ing/

Wo the r example!

(See ). Sometimes Ly le ’s style as a whole was parodied

of euphuistic influence'
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Glass for London and England, 1 1 . 1422 to 1444, e.g. ’Love once 

sot afire  is as hardly iiisncned as the bird crocodile driven out 

’of her neat’ ; A tCnack to tfnow a j^nave, pp. 557 & 558; Summer’s

Last W il l  & Testament, 1 1 , 1039 to 1043 ( at line 545 a character 

says ’Troth, I am of opinion he is one of these hieroglyphical 

writers, tha'J by the figures of beasts, plants, and of stnes, 

express the mind as we do in A. B. & C. ’ ) and 11, 1767 to 1802 

James 4, I I .  L950 to i960; The Wounds of Civil War, 1 1 . 2428 to 

2430, ’Sharpen your wits with the wh§t^stone of indiscretion.that 

your words may shine as the razors of Palermo’ , and line 2450; 

and The Three Lords and Ladies of London, page 383. By 1600 

direct comic imitation and parody of Euphuism had become almost 

extinct. In Jack Drum’s Entertainment, 1501, there is a 

character who is continually using very foolish similes.. Of 

him it is remarked, 4,175, 'Alas, my son Simile is out of count­

enance’ . Scattered imitations of the kind to which the above 

belong are, however, sometimes found stil^. e.g. Jack Drum's 

Entertainment 1,408 to 412; Look about you, p. 414; Lingua
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p. 3 69; A l l 9s Well that Ends Well, 2,3; The Merry Wives of 

Windsor, 1,2; King Lear, 5,1; Troilus and Cressida, 3 ,3 ;

2 Henry 4, 1 1 . 438 to 461 (the camomile); Love's Labour's Lost,

1.1, 204; Measure for Measure, 3,2, 45; Antonio and Mellida, 5 ; 

The Pilgrimage to Parnassus, 1 1 . 692 to 699; The Return from 

Parnassus, Pt„ 1, 1 1 . 576 to 530, 1500 to 1506 and Pt. 2 5,2;

The Roaring Gir l,  p. 176; The Lover's Melancholy, 3,1, pe 52; 

Northward Ho! pp. 5 & 11; The Malcontent, 5,2; Patient Grissi l ,  

5,1; A Match at Midnight, pp. 37 & 65; The English Traveller, 

especially p. 170; The White Devil, e.g. 1,2, p. 22, 'Your silk  

worm useth to fast every third day . . . . Appius and Virginia,

3.2, 173$ The Wit of a Woman, 1604, which is a l l  prose, is a l l  

an imitation of Lylv except one or two passages, It included'
7

farcica l imitation and also a high comedy prose which shows his 

influence strongly.

Besides these direct and obviouse ffects in the farcical prose, 

there are also others less defined, such as proverbs, antithetical 

structure, a l l iteration , and similarities of phrase which are



not specially Lylyan. A large amount of this is due to the 

whole tendency of the age, which Lyly and the writers of the 

later comic prose fe lt  equally. But a certain amount is certain 

ly  td be ascribed to l y l y 1s influence and example.x 

Summer 3 Last Will and Testament contains good example s of the 

way in which the euphuistic style was parodied and turned to 

comic uses in early drama, e.g. 1 1 . 1767 to 1802:- 

SUMMER What reason canst thou give he should be left?

CHRISTMAS No other reason, but that gluttony/is a sin, . . . .

A man's be l ly  was nofmade for a powdering-beef tub: To feed

the poor twelve days, and let them starve a l l  the year after . .

I should k i l l  an ox, and have some such fellow as Milo to come 

and eat it  up at a mouthful: or like the Sybarites, do nothing 

a l l  one year but bid guests against the next year. The scraping 

of trenchers you think would put a man to.no charges? It is 

not One hundred pounds a year would serve the scullions in dish 

clouts.
x See Rushton; and Bond, V. 1, pp 4-65 to 175 for examples of 
these effects in Shakespeare. They are'found in a similar way 
in other dramatists. Of course, the remarks on Lyly throughout 
the whole of this account are confined to his influence on the 
dramatic prose. See also v'o »



My house stands upon vaults; i t  w i l l  f a l l  i f  it be overloaden 

witn a multitude. Besides, have you never read of a city that 

was undermined and destroyed by moles? So, say I ,  keep hospital“ 

ity; and a whole fa ir  of beggars bid me to dinner every day; 

what with making lege, when they thank me at their dicing away 

and setting their wallets handsomely at their backs, they wouM 

shake as many lice on the ground, as were able to undermine my 

house, and undo me utterly. It is their prayers would build i t  

again, i f  i t  were overthrown by the vermin, would it? I pray, 

who began feasting, and gourmandiae f i r s t ,  but Sardanapalus,

Nero, Helio<j&abalus, Commodus? Tyrants, who remasters, unthrifts!

Some ca l l  them emperors, but I respect no crowns but crowns in

4., (  SjU ' ft/ lo , f f r  a*v tsjcow jUc ffh 'huytvuU w  tStucJ* fa *  (Ciac/,
v, w. 'OffyixcwfeiL' yfUh ¿Myth on* /tfu )

With the gradual elevation of the drama the typical clown 

■while remaining in plays which followed the older tradition,

passed in others into a l iterary  jester like Touchstone, or into

ÛLÙ
individualised characters such Bottom and Palstaff. The earlier

A

typical peculiarities are used by Shakespeare for such characters 

in a w$y very different from the method of his predecessors,



being selected with a view to the expression of individuality in 

a way which was rare before?or oven unknown. In the speech of 

Bottom and Launcelot this new method is seen half«developed.

In Falstaff^it  is perfected. Shakespeare used in the same way 

other verbal i>eculiarities, such as bombastic rant in Pisto li  

speech, and tiresome verbosity in Polonius1, to create new 

types of comic character and speech, ** though even in these 

he probably used models, as Pistol has evident a f f in it ies  with 

Piston and Basilisco in Soliman and Perseda (Basilisco is 

referred to in King John 1,1, 244). These types were them- 

: selves imitated by later writers.

The continuance of the verbal peculiarities such as inversion 

of words in a sentence and mistakes in diction is found in 

Shakespeare; For example, Bottom and Launcelot are notable for 

this kind o f device, - e.g. Midsummer Night's Bream, 3,1, 34 

1There is not a more fear fu l widlfowl than your lion living? ;

3 ,1 , 40 'He himself must speak through, saying thus or to the 

same defect . . . .  3,1, 'The eye of mn hath not heard, the
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ear of man hath not seen, man1 s hand is not ahle to taste, his 

tongue to conceive, nor his heart to report, '. (See p, $Mj )

The literary j est^r, of whom Touchstone and the Clown in 

Twelfth Night are examples, was peculiar to Shakespeare until a 

period later than his time, and was the sublimation of the early 

clown. The old devices disappeared in the literary jestersj 

plays on words, and verbal mistakes, and horse-play were largely  

replaced by light and skilfu l manipulation of the language, and 

witty retorts. Where word-play is  retained, it  is  original and 

notably clever. - There is no need to quote from such well-known

parts in illustration of these remarks. Any part of Touchstone !s

umM U*,
speech^ e.g. 5,4, on the Lie^is an excellent instance.

In the speech of the individualised comic character, the verbal

devices, with some exceptions, of whom Pistol is one, have also

almost disappeared, the amusement being derived from the humour of

situation and character. Palstaff is the pre-eminent example

of this kind of character, and marks the change from the older

verbal fun to the more essentially dramatic kind which belongs to 

Shakespeare and his successors. Any speech of Pa lsta f f 's
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when contrasted with the older farcical prose (See p. ),

or with that of Launcelot or Bottom on the one hand, or Touchstone 

on the other, w i l l  reveal the essential difference in detail.

The following speech which, it is to he noted, is on the same 

subject as the clown's remarks from James 4 is a good example 

(2 Henry 4, 4, 3, 1 1 . 103 to 110 'A good sherris, sack hath a 

two-fold operation in it. It ascends me into the brain;

LOdries me there a l l  the foolish and dull and crudy vapours wh<£ih 

environ it ; makes it apprehensive, quick, forget\ive, fu l l  of 

nimble, f i re ly  and delectable shapes, which, delivered o'er to

the voice, the tongue, which is the birth, becomes excelHs nt
\

wit. The second operatl on i s ..................

The same style is used when the amusement arises from humour of 

character, e.g. 1 Henry 4, 2,4, 294 to 301 'By the lord, I knew ye 

as he that made ye. Why, hear you, my masters; was it  for me 

to k i l l  the heir«apparent? Should I turn upon the true prrince? 

Why, thou know'est I am as valiant as Hercules; but bewrare instinti *



the lion v/ill not touch, the true prince. Instinct is a great 

matter. I was now a coward upon instinct .1

The early "baffoonery has now given entirely to more legitimate 

dramatic methods. The earlier devices of style, perversions of 

words and so forth, may certainly he traced throughout the drama, 

hut are in fhture a definite following of older methods. The 

newer developments were in the direction indicated hy Palstaff.  

The prose o f  Jcnson^h-unour-characters may he classed as the next 

step in the development\ though some of these developed a new 

grotesque prose of their own (See p. Xbo ). There are some 

passages which show that the dramatists were fu l ly  alive to the 

gradual purging away of the monstrosities and curiosities of some 

of the ea r l ie r  styles. In Middleton’s Preface to The Roaring 

g i r l ,  which, however, i t s e l f  provides a new crop of curiosities  

of this kind in some of its  passagesoccurs a reference to the
r\'

change. He says ’The fashion of play writing I can properly 

compare to nothing so naturally as the alteration in apparel; 

for in the time of the great crop-douhlet, your huge hombasted



plays, quilted with, mighty words to lean purpose, were only then 

in fashion; and as the doublet f e l l ,  neater invent ionsh egan to 

set up. Now, in the time of spruceness, our plays follow the 

niceness of our garments; s in g l^ lo ts ,  quaint conceits, lecher­

ous j e s t s ............. 1

Among the humour characters, to take an example, Bobadill 's

style is closely connected with such prose as is found in the 

second passage of Fa lsta ff 's  speech quoted above, e .g .1 ,1 , p. 1^:-  

BOBADILL Venu? Fie: Most gross deiBaaination, as I ever

heard: Oh, the stoccafca, while you live, Sir, note that.- Come,

pufc on your cloak, and w e ' l l  go to some private place where you

are acquainted,- some tavern or so,-  and have a Bit. I ' l l  send

for one of these fencers, and he shal l  Breathe you,- By my direct­

ion; and then I wil l  teach you your trick. You shal l  k i l l  him 

with i t  at the f i r s t ,  i f  you please. Why, I w i l l  h arn you By 

the true judgment of the eye, hand, and foot, to control

enemy's point in the world. Should your adversary confront you

¿t/Uf&W . .. X... „would. Bv the sanewith a p isto l,  fee® nothing, By this h<*nd! you should,



rule, control his bullet in a line, except it were hail shot, and 

spread. What money have you about you, Master Matthew?

In other humour characters, however, a new monstrous diction 

is developed,- the trade or professional jargon. This is found

-• Ain the unpoetical blank verse of |he Alchemist, where it  is  

spoken especially by Subtle and Sir Epicure Mammon: the existence

of such characters is almost the only cause of prose in Massinger 

(See p. ////, ). The following passage from the City Madam shows 

the -way this style was readily manufactured (2,2, pp. 38 & 39):-  

STARGAZER This is in fa l l ib le :  Saturn out of a l l  dignities in

his detriment and f a l l ,  combust: and Venus in the south angle

elevated above him, lady of both their nativities, in her essentia 

and occidental dignities; occidental from the sun, oriental from 

the angle of the east, in cazini of the sun, in her joy, and 

free from the malevolent beams of infortunes: in a sign command­

ing, and Mars in a constellation obeying: she fortunate, and

' f
he dejected: the disposes of na rriage in the radix of the native

A

in feminine figures, argue, fo rete l l ,  and declare rule, pre­

eminence, and absolute sovereignty in women.



As 55«  instances of the continuation of the older type of clown 

prose passages in A Maidenhead Well tost serve well (1633)

The following is from 3,1, p. 130:-

(Enter clown ^  gallant)

Nay, nay, the case is altered with me since you saw me last:
i
i

I was never in any hope to purdiase any other suit than that I 

wore yesterday: hut now I can say, Ecce signum, the case is

altered. Now every beggar comes upon me with 'Good Gentleman, 

good gentleman1; when yesterday $pes%lemen would have shunned 

the way for fear I should have begged of them. Then omes 

another upon me with 'Good^ your Lordship, good your lordship1. 

Then do I double my f i l e s ,  and cast him a singLe twopence.

And the old devices are s t i l l  seen in such passages as this, 

from The English Traveller, 1633 (2,1,pp. 24 & 25)

WINCOTT Nov; whence come you?

CLOWN Who? I, Sir? Erom a lodging of largesse, a house

of hospitality and a pal©,ce of plenty: where’s there's feeding

like  horses, and drinking like fishes: where for pints we are

served in pottles; and instead of pottle-pots in pails: instead



I  h i

o f s i l v e r  t ankards we drink out of water-tankards: claret runs

as freely  as tns c o c k s : and Canary like conduits on Coronation

Day: where there's nothing hut feeding and frolicing, carving

and kissing, drinking and dancing, music and teiding, fiddling 

and feasting.

In general, however, there was an increasing desire to rid the 

prose of a l l  kinds of earlier devices, and tc^rely upon humour of 

situation and character. This can he seen from the fact| that 

the high comedy prose became plainer towards the end of the 

drama. A number of plays which contain examples of the later  

comic prose, a l l  contrasting by their plainness with the earlier  

style, are Your Five Gallants, A New Wonder, A Match at Midnight 

(in parts only), The Golden Age, I f  you know not me you know 

nobody,and.',The Wo'&an Hater. The same plainness is found in
j

Fletcher's comic prose, e.g. in A King and no King, Love's Cure,

and The Maid's Revenge. It is also seen in the 

tragedy, and in Ford's comic prose generally. The tendency 

was noticable as clearly in the blank verse of Jonson and 

Fletcher, and of their followers, as in the prose.
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The follow ijag example from The Royal King and the Loyal Subject 

(1618) w i l l  show the differences which had appeared, though some 

of the characters in this play speak an older prose a lso :-  

HOST (4,1, p. 63) I bid your Worship farewell.

CLOW So should a l l  that keep ordinariesybid their guests

farewell ^though their entertainment be never so i l l .  Well,

Sir I take you but for an ordinary fellow, and so I leave you.

(To his Master) Master, who w il l  not say that you are a brave

urUt'
fellow, and a most noble captain, that wJUfcfa. a word or two can dis­

comfit an Host.

Besides the new professional jargon this increasing plainness 

is ,  however, contradicted by Marston and Dekker, both of whom

had a strong predilection for curious diction, which they strove

¿iwL 336
to satisfy in every way (See ppW0,32 )̂. Lekker satisfied him­

se l f  with making use of gipsy slang and colloquialisms, but 

Marston was a great coiner and compounder of words; and, indeed, 

his case/was so well known to his contemporaries as to occasion 

the famous episode in The Poetaster, where he Ikes made to vomit



many of his malformations. The effect of this habit of his 

upon his prose style, especially his comic style, may be seen 

in the following passages from The Malcontent:-

1 . (1,5, p .215) Bilioso* I shall now leave you with my always 

best wishes; only le t ' s  hold betwixt us a firm correspondence, 

a mutual-friendly-reciprocal kind of steady-unanimous-heartily- 

leagued -

2. (1,5,p .216) Mendoza* Observe a man, a stateful silence in

his presence, solitariness in his absence, a confused hum and 

busy murmur of obsequious suitors trainirg him: the cloth held

up and way proclaimed before him: petitionary vassals licking

the pavement with their slavish knees, while some odd palace 

lamprels that ingender with snakes, and are fu l l  of eyes on both 

sü es, with a kind of insinuated humbleness/fix a l l  their 

delights upon his brow.



In the chronicle history plays occurs in considerable quantities 

a prose which in tone closely resembles the blank verse with

any dramatic reason ior its existence beyond a certain formality 

and intentional avoidance of the poetry which necessarily came 

with good verse; and its use as the level suitable to fleoatral 

matter, from which the heights of verse might rise to accompany 

the tone and feelings expressed. It is plain in style, but in 

rhythm often assimilates to the verse; and Shakespeare generally 

replaced it  by verse in hs historical plays. The following 

pas sage from Soeno 6 of The F-irs-t part of—1tfre~~Cuirfrentic)n i s—an 

es»eIAen4-examp le of' the Chroni cle —■—14—gernst-

WAilR p l a i n ■ earn- be more plain?

He— no 07 tip—4h-3rrd"~sorrdro

yo%-; but f lo u r fgheth

suoh a gKbooki T-hen, noble" f a ther, kneel we-bo-th 4oge4har , 

and—in thie private place be we the f i r s t  to honour- himr with

which is  combined (See p, lf$ ).

fourthson, so - -tha-t

Tt-faf l s -not



CL' ^rtnL _
Another examp 1 s is Gonoriii 1 s speech to the mssssnger in "flis 

{rue ¿hronicle history of King Leir?D3v, which is intended to 

contrast with the blank verse and yet to remain dignified in 

manner:-

G-ONORILL Well said. Then this is thy tria l:  instead of

carrying the King*s letters to my father, carry thou ihese

letters  to my sister, which contain matter quite contrary to

the other: there shall she he givsn to understand, that my

father hath detracted her, given out slanderous speeches against

her: and that he hath most intolerably abused me, set my Lord

and me at variance, and made mutinies amongst the commons.

These things (although it  be not so)

Yet thou must affirm them to be true,

With oaths and protestations as w i l l  serve,

To drive my sister out of love with him, 
w il l  . *

And cause myy'accomplished to be.

This do, thou winst my favour for ever 

And makest a high way of preferment to thee 

And a l l  thy friends.



The dhronici^yHistory style| represent the highest development

of prose "before Shakespeare. There is no sign of his elevated

‘v.
prosejnor of the high comedy style of which Much Ado About Nothing 

and As You Like It provide the best instances. The utmost 

that the preceeding comedy provided for him is to be found in 

Lyly 's  prose, the farcical prose, the lowly jargon of dialect 

characters, the passages of plain conversation, and the serious 

and flowing prose of the history plays. There was needed the 

inspiration of his genius to elevate and blend these to produce 

the prose which is most associated with his name. In beauty of 

styles as in subtlety of employment of prose he far transcends 

his forerunners.

ThiB high comedy prose is the next contribution to the styles, 

and the fir st really  new kind to be added to those found in pre- 

Shakespearean drama. After it appeared in the romantic cmedies 

of Shakespeare, it  joined the other sorts of prose as a recog­

nised form, and continued t i l l  the end of the drama (See p. ■ 7 

for a l i s t  of references). The speech of the Court and higher



0%r uriu&k tfal fvoffU (¿rfy/{r£4JuC. .

classes^took for a time a form which was an imitation of Lyly's  

Euphues, and ĥen added to it affectation and imitation of the 

conceits of the Arcadia. The high comedy prose is elevated, 

witty, epigrammatic, l ight, easy and flexible. It can "be adapt» 

ed to express elevated thought , or irony, or rapid polite dialogue 

as the speaker pleases.x Few of the writers after Shakespeare 

fa i led  to provide example s of i t ,  and in some of the later plays 

i t  drove away a l l  the other styles, beirg found even in the 

mouths of humble characters. The influence of Lyly, as he 

formed the original model, was great, "but soon th is  speech 

avoided his peculiarities and acquired a character of its own. 

Perhaps the Arcadia helped to "bring ah out this difference, as 

the references in Dekker (See the passage quoted from The G ir l 's  

Horn Book, p. 3) and Jonson's Every Man Out of his Humour, 3,1, 

seem to show. But while the qualities mentioned above may

have been partly derived from the Arcadia, the special char­

acteristic and conceits of this book appear l i t t l e  in the 

dramatic prose. The best speakers undoubtedly provided a

x See Churton Collins, pp. 193 to 196, and Bond's Lyly, p. 149 
for discussion of this style.



model which was entirely worthy of imitation: poverty of

intellect showed this style as used by those who could not 

comprehend it ,  and lack of opportunity and pedantry brought 

affectation in their train. A l l  these were imitated in the 

dramas.

The close imitation of euphuism which seems to have overtaken

polite speech about the years 1585 to 1590 is not reflected

in the dramas t i l l  a l i t t l e  later; where, when it appears,

serious imitation, the comic use of euphuism and parody of i t

are found side by side: and the slavish imitation of Lyly

which resulted may be regarded as the first  fruits of the impulse

which in Shakespeare and his successors produced the high comedy 
(  ¡v jM cryv frrmfuxsHClsj & ĈnuAC (JjfcfCy', i(f&]

prose 4See~p ).  ̂ It is seen in the early plays in the

follOTring passages:- Summer's Last Will and Testament, Pro­

logue and Epilogue, and lines 300 to 312, 650 to 670, 1827 to

1833; Orlando Eurioso, 1670 to 1680; The Old Wives' Tale,

243 to 245; James 4, 4,3-, 278 on; The Spanish Tragedy, 3,5, 

and The True Tragedy of Richard 3, pp. 26 and 8 7. The

imitation of Lyly by Green and Lodge has b een described as



slavish b y  Professor Bond. While this is so in much of their 

nondramcttic prose it is not true of the dramatic. The amount 

of exact copying of Lyly 's style in drama before Shakespeare 

was small, and the amount of comic imitation and parody not 

large. Scattered imitations of isolated devices in a prose 

not derived from him were, as has been seen, on the other hand, 

spread far and wide. Greene's prose contains, perhaps, the 

largest amount of euphuistic imitation and parody: Peele does

not show this effect much, even in The Old Wives' Tale with its

multitude of curious d evices, *» unless Locrine is his. The
Aiswuualy aJ urdl m  cfJ'twHcy ¡UsunCy f j

plays which are most euphuistic. are Summer's Last Will and Testa-4 f/S

ment (1592), which, i t  is to be noted, was meant to be a Court 

play, and was performed as such; and The Wit of a Woman (1604).

M A/Ui(rf
The latter  is in a l l  respects, - characters, plot and style -

}f\

strongly Lylyan, but Hash's play contains his own distinctive 

style as well as imitations of Lyly.x

x Settle, There are also imitations of Lyly in the verse, of course 
see The Spanish Tragedy, 2,1, 19 to 28; Soliman and Persedaf
2,1. 130 and 199. In Shakespeare and other authors the same 
are found e.g. As You Like It 2,1. See Rushton for example*.



In Shakespeare such prose is  not to he found, being replaced 

by his high comedy style, though occasional, phrases possibly 

show direct Lylyan influence e.g. Much Ado About Nothing, 5 ,1 : -  

DON PEDRO Yea, that ye did: But yet, for a l l  that, an i f

she did not hate him deadly, she would love him dearly..............

Of other passages of prose that was influenced by Lyly and be­

longed to a period subsequent to the appearance of the high comedy 

prose the following are a few:- Lingua, G3v; The Poetaster 

a great deal of reference to natural history occurs, though the 

style is not otherwise reminiscent of Lyly; Parasitaster, 2,23 

(the camomile simile used seriously); The White Devil, 4,^90 

and 5,1, 123; Love Tricks, 1,1, p. 215; and Two Wise Men and 

A l l  the Rest Fools, Glr (the camomile simile). Once again it  

has to be remembered that much in Lyly was part of the coranon 

l i te rary  furniture of the age, e.g. the be l ie f  that the chameleon 

lived upon a ir ,  which is referred to in Lingua, 4,1, Hamlet, 3,2, 

98 to 100, and A Woman is a Weathercock, 2,1, p. 45.

Another effect of Lyly 's  upon prose, closely connected with the 

effect which he had upon polite speech, is found in the style of
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ch.e letters  which are contained in the plays. In the early 

drama some of these are in a plain style, and others are exact 

copies of the euphuistic style. In'Shakespeare and later

authors they usually t ake a form which closely resembles

the
the high comedy style and the imitations of/speech of the Court;

unless their style is suited to some special' purpose.

The plain style of letter is illustrated in Edward 2:- My duty

to your honour premised &c. I have according to instructions

in that behalf, dealt with the King of France his lords, and

effected, that the Queen, a l l  discontented and discomfited, is

gone, whither i f  you ask, with Sir John of Defeel4, brother to the

Marquess, into Flanders: with them are gone Lord Edmund\ and

the Lord Mortimer, having in their company divers of your nation,

and others; and as constant report goeth, they intend to give

King Edward battle in England sooner than he can look £> r them:

this is a l l  the news of import.

Your honours in a l l  service,

Levune.



The euphuistic letter is well seen in Friar Bacon and Friar

tBungay (Lines 1582 to 1500):- 'The "booms of the almond tree
A

grow in a night, and vanish in a morn, the f l ie s  Hemerae ( fa ir  

•Peggy) take l i f e  with the sun, and die with the dew: fancy that

slippeth in with a gaze, goeth out with a wink, and too timely 

loves have ever the shortest length. I write this as thy grief ,  

and my fo l ly ,  who at Fressingfield loved that which time hath 

taught me to be but mean dainties; eyes are dissemblers, and 

fancy is but queasy; therefore know Margaret, I have chosen a 

Spanish lady to be my wife, chief waiting woman to the Princess 

Eleanor: a lady fa ir ,  and no less fa i r  than thyself, honourable

and wealthy: in that I forsake thee I leave thee to thine own

liking, and for thy dowry I have sent thee an hundred pounds, 

and ever assure thee of my favour, which shall avail thee and

thine much. Farewell.

Hot thine nor his own,

Edward Lacy.



Other euphuistic letters are found in The Wounds of Civil War, 

l ines 781 to 799: Arden of Feversham, C4v (a parody); Locrine,

B4v (a parody); The Roaring Girl p. 177; and Sir Giles Goosecap, 

E4v.

The later style of letter,  which contained a style assimilated 

to the/speech of the Court, blends the plain style with a structure 

l ike that of the euphuistic letter, the peculiar devices of the 

la tter  being absent. It occurs in a very large number of places 

e.g. The Merchant of Venice, 4,1, 150 to 156:- Your Grace shall 

understand that at the receipt of your letter I am very sick: 

but in the instant that your messenger came, in loving v i s i t -  

: at ion was with me a young doctor of Rome: his name Balthasar.

I acquainted him with the cause in controversy between the Jew 

and Antonio the Merchant: we turned o'er many bo oks together:

he is furnished with my opinion: which, bettered by his own

learning, - the greatness whereof I cannot enough commend, 

comes with him, at my importunity, to f i l l  up your Grace's request 

in my stead. I beseech you le t  his lack of years be no im­

pediment to let him lack a reverent estimation; for I never knew



l i s

so young a body with so old a head. I leave him to your 

gracious acceptance, whose t r i a l  shall "better publish his 

commendation.

— t o  y li/ t i4j~ y y v  —

The high comedy style in its original Shakespearean form is 

perhaps seen best^elevated, however, in this case,beyoni its  

model by extreme beauty and wit, in the speech o f Rosalind. To 

show the commencement of this sty le  and to enable its character­

ist ics  to be traced in later examples, as4 e l l  as in the parody
7

of Court speech, the following example 7/ill serve, As You Like 

I t ,  3,2, 205 to 215 : -

ROSALLND Good my oomplexion! Dost thou think though I am 

caparisoned like a man, I have a doublet and hose in my dispos­

ition? One inch of delay more is a South Sea of discovery:

I prithee, t e l l  me who is  it  quickly, and speak apace. I would 

thou could'st stammer, that thou mightfst pour this concealed 

man out of thy mouth, as wine comes out of a narrow-mouthed 

bottle , either too much at once, or none at a l l .  I prithee, 

take the cork out of thy mouth that I may drink chy tidings. 

Marstonfs prose is largely divided between this in a l l  its
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branches, - high comedy prose, imitation of Court speech, and of 

affected styles, - and his characteristic comic prose with its  

curious diction. Dor example, The Dutch Courtesan contains these 

kinds. It is found also in Middleton, is frequent in the prose 

of Beaumont and Fletcher, and is the commonest kind in Shirley, 

where, however, it  is become much plainer in style. An example 

is  found inlScene 3 of The Witty Fair One, e.g. 285 on:- 

PENELOPE I do wonder a gentleman of your knowledge should

so deceive himself,

FOWLER Express yourself, fairest.

PEN. Pair s ir ,  I am not taken with your f latteries :

I can see through you.

DOW, I f  you have so active an eye lady, you may see a

throng of passions flaming at my heart, set on f i re  oy your beauty^ 

I protest to you. Come, shame not your wisdom to believe report 

or opinion of the world. !Tis a malicious age we live in: ii

your ears have been abused with any i l l  noise of me, you shall 

t e l l  yourself, i f  you love me, the world is a shameless and miser- 

able detractor. Yoii do not despise me, ladv?



No , I pity so handsome a gentleman, and of so fa ir  

a fortune, should want his eyes.

The general tendency of thi^4tyle is towards plainness and less  

wit: at the end of the drama it  "became so common that in some

inferior plays it  drove out a l l  other sorts, e.g. Lady Alimony, 

where humhle characters use it. In 3,1,.„two citizens discourse 

in the following fashion (p. 234):-

*Tis true; "but those many aggrievances aggravated with numerous 

petitions presented "by our Saville merchants, wrought such strong 

effects upon the sweet, compassionate nature of the Luke as en­

deared that resentment which he retained upon those merchants* 

relation touching the infinitely surcharging losses which they had

suffered through the hostile piracy of the Salamancans, as he 

made a solemn vow to engage himself in their quarrel, and either 

revenge the injuries and indignities they had sustained, or seal 

his just desires with the sacrifice of his dearest l i fe . (See  5,3, 

for another example)



Closely a l l ied  with the high comedy prose, and passing into it ,  

is  the less original and more mannered attempt to copy high flown 

speech rea l is t ica l ly  (See p. ). Any passage w il l  serve to

show the/s ty le , the following from Sir Giles Goosecap "being re-
/

presentative (C l r ) : -

MOMEOKD Now, I prithee, let me out of my skin for joy.

Why w i l l  thou not revive the sociable mirth of they sweet dis­

position? Wilt thou shine in the world anew, and make those 

that have slighted thy love, with the austerity of thy knowledge, 

dote on thee again, with thy commanding shaft of their humours? 

CLARENCE Alas, my lord, they are a l l  far out of my aim: 

and only to f i t  myself a l i t t l e  better to your friendship have I

given these reins to my affections .....................

The parody of this high flown style is commoner than pronounced 

imitation of i t ,  the place of which was usually taken by its near 

relative, the high comedy prose. The standard examples of the 

parody are Osric’s speeches in Hamlet. Among the exceedingly 

amusing example a of this style which are to be found in the later  

drama it  is d i f f icu lt  to make a selection, so curious and
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excellent^ are some oi' the passages (See p, Ifo for i i s t  ol‘ 

reierences). In Patient Grissil,  Parnese, who is represented 

as a node courtier and uses the Court style, remarks concerning 

Emulo, whose speech is of the affected kind, 2 ,1 , : -

...................... This is one of those changeable silk gallants,

who, in a very scurvy pride, scorn a l l  scholars andr ead no hooks 

hut a looking glass, and speak no language hut ’sweet lady1 and 

’sweet signor*, and chew between their teeth terrible words, 

as they would conjure, as ’compliment’ , and ’projects’ , and 

’fast id ious ’ , and 'capricious*, and 'the sintheresis of the 

sou l ' ,  and such like raise-veivet terms.

This is a just description of the whole style, of which Emulo's 

speech is  a good specimen, e.g. p. 20:- I protest to you, the 

magnitude of my condolement hath been elevated the higher to 

see you and myself^two gentlemen . . . . . . .  Be not so cap-

ricious; you misprise me5 my collocution tendeth to Sir Owen's 

dignifying « . . not so tempestuous, sweet Knight. Thougn

to my disconsolation, I w i l l  ohlivionize my love to the Welsh 

widow, and do here proclaim my delinquishment; hut, sweet signor,



■be not too Diogenical to me.

In Shirley 's  Love Tricks, or The School of Compliment, (his 

kind of diction is taught to the ignorant e.g. p. 41:- 

GORGOH Here is a pupil, Sir, desires to suck the honey of

your eloquence, here's a gentleman in folio.

GASPARO Your accession is grateful, my most gentle love of

insipience; what compliment doth arride the palate of your gen­

erosity?

The other passages in this style strongly resemble the above 

in diction, showing that the model was well-known, e.g. The 

Roaring G ir l ,  1,1:-  

NEATPOOT (An usher who wishes to4ppear polite, to a visitor)  

You shall fructify in that you came for: your

pleasure shall be satisfied in your f u l l  contention: I w i l l

( fa i rest  tree of generation) watch when our young master is  

erected (that is to say, up) and deliver him to this your most 

white hand . . .  . . I f  it please you to venture your modesty in

the t e l l ,  amongst a curl-pateci company of servingmen, and take 

such as they can set before you, you shall be most seriously and



ingeniously welcome.

The distinctive quality of a l l  th£se styles is the phraseology, 

which, is  sparkling gems in the "best high comedy style, hut in 

the other^ is dull tinsel. It is not surprising

that the i*aise-velvet1 terms spread to other styles, and may crop

& t/tVuU'Vii
up anywhere in the letter drama (see p f o r  a discussion of these

A

phrases).

Beside the original native prose, comic and realistic, the 

humour prose, and the high comedy prose, with its developments, 

the other styles are small in quantity: hut they do not fa i l  to

show the same skilfu l adaptation of form to function which is seen 

in the commoner kinds.

The oratorical prose (See p o f  which Brutus1 speech in 

Julius Caesar, 3,2, 12 to 52, is the h est-known example, calls  

for l i t t l e  remark. The following extract from Volpussr's speech 

in The Box, though it is mannered, as he is disguised as a mounte- 

hank doctor, i llustrates the style; tfeaaagh it has none of the d is ­

tinction of Shakespeare:-

2 SI



x n

Most noble gentlemen, and my worthy patrons! It may seem 

strange that I ,  your Scoto Mantuano, who was ever wont to f ix  

my bank in face of the public Piazza, near the shelter of the 

Portico oi the Procuratia, should now, after eight months' absence 

from this i l lustrious city of Venice, humbly retire myself into 

an obscure knook of the Piazza. Let me t e l l  you: I am not,

as your Lombard proverb saith, cold on my feet: or content to

part with my commodities at a cheaper rate than I accustomed: 

look not for it .  Nor that the calumnious reports of that 

impudent detractor, and sbame to our profession (Alessandro 

Buttone, I mean) who gave out, in pub lie^that I was condemned

%U4 /
as sforzato to the galliaksfor poisoning the Cardinal Bembo's 

cook, hath at a l l  attached, much less dejected me. No, no, 

worthy gentlemen; to te l l  you true, I cannot endure to see the 

rabble of these ground ciarlitani, that spread their cloaks on 

the pavement, as i f  they meant to do leats oi activity, and Jka n 

come in lamely, with their mouldy tales out of Boccaccio, like 

stale Tabarine, the fabulist: some of them discoursing their

trave ls , and of their tedious captivity in the Turk's ga l l ies ,



when, indeed, were the truth known, they were the Christians * 

gallxefcjwhere very temperately they ate "bread, and drunk water, 

as a wholesome penance, enjoined them by their confessors, for 

base p i l fe r ies  ..............

The passages of serious and elevated prose which are found in 

the drama are entirely different from the other s tyles (Tor l i s ts

of/references see pp. . The elevated prose often re-
/

sembles the verse in dict.ion*but develops a rhythm of its  own,

different from the rhythm of the verse, and quite alien to the

natural irregularity of most of the other styles of prose.

It is essentially poetic prose; and the best of it  is equal

to any nondramatic prose of any age of English in beauty of

phrase, rhythmic movement, and sustained elevation ofthought.

Between the elevated, poetical prose and the serious nonpoetical

no exact line can be drawn: but the movement and phrase

accompany with nicety the thought expresseci, rising and fa ll ing

in unison with its  rise and f a l l .  The unimpassioned style is

well seen in the following extract irom the Phoenix, 1,1, 317.— 

PHOENIX ...................... A need not t ravel farther tla n his

2 Si
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owrn Kingdom, i l  he apply himself faithfully v/orthy the glory of 

himself and expectation of others: and it would appear far nohler

industry in him to reform those fashions that are already in his  

country, than tob ring new ones in which have neither true form 

nor fashion: to make his Court an owl, city an ape, and the

country a wolf preying upon the ridiculous pride of either;and 

therefore I hold it  a safer stern, upon this lucky advantage, 

since my father is near his setting, to look into the heart of 

this Dukedom, and,in disguise, mark a l l  abuses ready for reform­

ation and punishment.

The rhythm which accompanies the rise in passion is seen i f  the 

following passage from The Pair Maid of the Westl, p. lo is con­

trasted with the last quotation:- 

GOODLACK. The reason of your meditation?

SPENCER To imagine that in the same instant that one for fe its

a l l  his estate, another enters upon a rich possession: as one

goes to the church to be married, another is hurried to the 

gallows to\be hanged, the last having no feeling of ohe fir st 

man's joy, nor the f i r s t  of the last man's m isery ..............



This when I truly consider, I cannot hut wonder why any fortune

should make a man ecstas ied .............These are my maxims: and

were they as fa ithfully  practised by others as truly .apprehended 

by me, we should have less oppression and more charity.

In these extracts, Shakespeare hasbeenc arefully avoided, in 

order to emphasise the excellence of the other dramatists in 

this branch of their art. But in a study of the prose of the 

drama i t  would not b e f itt ing to dose a series of representative 

quotations without repeating one from the kind which is the high­

est, and in which he surpassed his fellows as far as he did in 

everything else.

I w i l l  t e l l  you why; so shall my anticipation prevent your dis­

covery, and you* secre^cy to the King and Queen moult no feather. 

I have of late - but whet&gr I know not - lost a l l  my mirth, for­

gone aLI custom of exercises; and indeed it goes so heavily with 

my disposition that this goodly frame, the earth, seems to me a 

ster i le  promi|nt^ry; this most excellent canopy, the a ir ,  look 

you, this brave of£Thanging firmament, this majestical rocf f re t -  

ted with golden f ire ,  why, it appears no other thing than a fowl



ana pestilent congregation oi vapours. What a piece of work is 

man! How nohle in reason! How infinite in faculty! In form 

and moving how express and admirable! In action how like an 

angel! In apprehension how like a god! The beauty of the

world! The paragon of animals! And yet, to me, what is this

quintessence of dust? (Hamlet 2,2, 302 to 324)

At this point in the dry narration, it w i l l  be proper to pause, 

and reflect on the prose of the drama as a whole. Before, it  

was seen that the use of prose, in its maturity, was adapted to 

the subtlest dramatic needs, accompanied the changes of tone and 

feeling in the plays with the utmost precision and delicacy; 

and was, in fact, in harmony of form and matter, of style and 

sp ir it ,  one of the chief sources of the charm and variety of the 

Elizabethan drama,. Now, the styles of the prose are found to be 

as various as its uses, each nicely adjusted to the purpose for 

which it  was employed. The extraordinary adaptability of the 

English tongue in the Elizabethan age could not be better demon­

strated than by an examination in detail oi the s tyile s oi the

e
prose, each of which is inde f in ite ly  varfe d in i t se l f  to suit

I



individual character and special clircumstanee. And, unequalled 

as it is in variety, and ranging through every kind of diction 

and structure, yet with few exceptions clearly contrasted with 

the accompanying verse, the prose is only one part, and hy 

common consent the minor part, of the vehicle which the drama­

tists  possessed.

The range o|/styles which the dramatists elaborated is not more 

remarkable than the command over those styles which they display. 

Power to vary the prose, to change from one type to another^when- 

ever the need arises?is  the rule, not the exception. No other 

dramatist exhibits the power over prose that Shakespeare had, 

in adapting it  and moulding its style to individual character; 

nor had anyone else the elegance with which he endows a l l  the 

kinds when he choses. But the power to use the different  

style s in vogue at the moment in a workmanlike manner may be 

said to have been part of the equipment of nearly a l l  the writ­

ers. Sometimes, in the earlier dramatists, a character nay 

slip from one/style of speech to another which is at irreconcileable
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variance with, i t j  and in a later dramatist the desire to repres- 

ent manners may overcome the propriety of' representing character : 

Marston may run into gross absurdities of diction in a clumsy 

attempt to he comic, or Tourneur into as awkward indecencies 

with the same intention: hut, in general, consistency is not

violated, and th^style is varied at w il l .

Even in the early playwrights the power of varying the s tyle 

was developed considerably. Of a l l  the dramatists before 

Shakespeare Greene has thegreatest command of over prose styles, 

and it  is notable that he was a considerable writer of nondramatic 

prose.

The following is a l i s t  of a few early plays which contain 

several styles, dialect parts, where they occur, being included

among the styles:- Greene, Friar Bacon and Friar Bungay, 1,

o
Clown Prose - the parts of Miles and Ralph. 2, Plain Signified 

Prose - spoken by Ermsby, Burden and frequently by Bacon. 3, 

Euphuistic Prose, in a letter. James 4, 1, plain familiar prose- 

Ateukin; 2, clown prose - Slipper, and most of Andrew's speech.;

3, dialect prose -  Bohan and Jaques; 4, euphuistic prose, -885 to



890 and 1950 to 1960; Orlando Furioso, 1, ranting prose, with 

some euphuistic imitation, Orgalio, 2 , clown prose, e.g. 837 to 

857; Peele, Edward 1, 1, chronicle history prose, Sc. 1, 147 

to 186 &c., Sc. 12, part; 2, clown prose, e.g. Sc. 2, 100 to 307 

Old Wives’ Tale, 1, familiar dialogue, (a) plain, e.g. 11. 3 69 

to 386 (To) with devices, 11. 195 to 243; 2, ranting exaggerative

prose - Huanebango; 3, speech of humble characters, e.g. 11.

448 to 533; 4, clown prose - Corebus. But a l l  through this

play there is present the tendency to absurd exaggerations of

a l l  styles, as wellas to special peculiarities ; Locrine, 1,
»

plain prose - the Captain’s part, e .g . ,  Llv 2, clown prose -I

Strumbo; 3, dialect prose - Southern, Oliver and William.

Shakespeare's command of prose style enabled him to use the 

following varieties, each of which is clearly different from the 

others (See pp9 li/f—lj5' ).

1. Realistic prose, e.g.Coriol&nus, the citizens, &c.

2. Comic prose in which the earlier devices are kept, e.g. 

Holofernes in Love's Labours Lost.



3. Witty clown prose e.g. Touchstone.

Plainer comic prose, e.g. parts of P a ls ta f f ’s speech.

^• Jargon prose, especially Captains Macmorris and Jamie,

Pluellen and j^ath^rine in Henry 5.

6. High comedy prose, e.g. Beatrice and Benedick.

*7• Parody oi affected high flown speech, especially Osricij

in Hamlet and (VJalvolio (parts only) in Twelfth Night.

8. Chronicle History prose, e.g. King Lear 1,1.

9. Serious prose style, e.g. Cymheline, 5,4.

10. Oratorical prose, especially Julius Caesar, 3,2, 12 to

52.

11. Elevated poetical prose, especially Hamlet, 2,2, 302 to

324 *

Jonsonfs prose is l ive ly  and plain as a rule, suited to humour 

of situation and character and generally without the verbal devic­

es of the earlier  kind (See pp. ). It is fa ir ly  natural

in manner, though it contains occasional pedantic diction and

x Professor Churton Collins enumerated five kinds, and 
Delius three.



phrases. It approaches his verse more nearly than is the case 

with any other poet save Fletcher. He has no such range of 

prose as is  to he found in most of the other dramatists. His 

hinds are

1. Plain serious prose, e.g. The Case is Altered pp. 537 on,

2. Comic and humour prose of the piin kind, e.g. Every

Man in His Humour.

3. Jargon prose, e.g. Bartholomew Fair - Scottish die.lect.

4. Oratorical prose , The Fox, 2,1.

Chapman's prose is clearly distinguished from his verse, and 

is clear, polished, and often lively ;  and greatly resembles 

Jonson's. He has only two styles. 1. Comic conversational

i f / jd -f c U *  y ^ y t l ̂

3, which is seen €prose, which is seen excellently in Eastward Ho! and 2. The

high comedy sty le ,  as in Monsieur I)'Olive, e.g. pp. 127 and 129.

t
In Â ’phonsus, Emperor of G-ermany, he preferred downright German 

to jargon.

Marston, the third of this school, resembles the others in the 

comparatively small range of his prose. He has only two styles
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for ordinary use, the high comedy prose and the comic prose 

which is olten plain hut every here and "there contains his famous 

fustian diction. These two styles are used through the hutch 

Courtesan. But he occasionally uses scraps of others tyles. 

Thus is  "What You Will there is parody of Court speech, e.g.

3, p. 23 6: in Antonio and Mellida, 5, p. 63, parody of euphuism:

in Antonio’s Revenge 2,3, a piece of serious prose: and in

several places he uses a plain average prose for realistic  

reasons, e.g. Antonio’s Revenge, 4,2, and here and there in 

W#.at you Will.  The hutch Courtesan contains some hutch jargon.

Heywood and Rowley continue the pre-Shakespearean tradition, 

with somy&ddition of later styles. They were imitators rather 

than originators; their aim was to satisfy the spectators in 

the easiest manner bjr providing them with fashionable entertain­

ment. In Heywood are found Chronicle History prose, e.g.
(' \

Edward 4, pt. 1,1; 2, comic prose of the old kind, even ex­

aggerated, e.g. How a Man may 6hose a ^ood Vliie from a "9ad, 1,^>

The English traveller; and Eottune by Land and Sea, p. 43; o, 

plain rea list ic  prose, e.g. A Woman l^ille^vith^indness, p.l41J
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4, serious plain i^rose, e.g. A Royal King and a Loyal Subject, 

pp. 20 and 23; 5, jargon prose, e.g. I f  you ifnow not ftie you

Jfcnow Nobody, p. 131; 6, parody of high flown speech, e.g. The

Pair Maid of the Exchange, p. 51.

William Rowley resembles Heywood strongly, but the former's 

prose is often plainer and more modern than Heywood1 s. Rowley

has besides the common plain sty le> which hQ did not succeed in
>

making very interesting, 1, parody of the high flown style, e.g. 

A Match at Midnight, 2. p. 48; 2, jargon, A Match at Midnight,

Welsh; 3, humour prose, e.g. A Hew Wonder - Sir Godfrey Speed­

well; 4, elevated prose, a Match at Midnight, 5, 1, p. 97; 5,

clown prose of the older kind, but plainer, e.g. A Hew Wonder - 

Roger. Sometimes he inclines to a peculiar kind of diction, 

to a rather inferior comic device which consisted in piling up 

a number of epithets and clauses, and which is found in some 

other writers , especially in Middleton (See pp%50uU,WD.

Dekker and Middleton, the writers in whom the older native kind 

of prose reached its height, resemble Heywood and Rowley in the



vigour and naturalness of their prose, as well as in its numerous 

kinds, rather than Jonson, Chapman and Marston. But they 

display much more polish and skil l ,  and originality in develop­

ing the prose in the direction of realism. Dekker's nondramatic 

prose may not always he faultless, but in the drama he is one of 

the chief exponents of the realistic style. In thii^style he 

not only succeeded in imitating the cadences of ordinary con­

versation, but added to the vocabulary a large number of colloq­

uialisms: and he even went further, in nuking some of his char-

r
acters use gipsy slang o% beggar's cant, e.g. The Roaring Girl,

ktui juu/fc djs
pp. 217 to 220 (See p. for a discussion of Dakkar's diction).

The rea l is t ic  style is found - to take examples - in many parts

hw .

of The Honest "Whore, pt. 2, and^The Witch of Edmonton. He approacb" 

Shakespeare in the variety of hi^styles, though in none of 

these is there anything like Shakespeare's distinction. The 

clown prose is seen in much of Northward Ho; high comedy prose 

in Old Fortunatus, pp. 129 to 131; euphuistic imitation in 

Northward Ho, pp. 5 and 11; parody of high flown style in The
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Roaring Girl,  1,1; serious prose in the same play, p. .154: 

jargon prose (Dutch) in The Shoemakers’ Holiday: and Chronicle

History prose in Sir Thomas Wyatt, p. 99.

ou
Middleton resembled Dekker in his copies use of prose hut he

1

added more distinction!^ and wrote more easily. He ranks with 

Shirley after Shakespeare as one of the hast writers of dramatic 

prose. But his prose is not always clearly distinguished from 

his verse, e.g. in Michaelmas Term and A Chast-Maid in Cheapside. 

On the other hand, the two media are well differentiated in 

some of his "best plays, as in The Phoenix. His natural prose 

was rea l ist ic ;  and this he made witty, light, and eminently 

conversational. This style is well seen in Your Hive Gallants. 

But he could, apparently, turn with ease to any style 'which he 

chose to adopt, and few kinds are unrepresented in his plays. 

Elevated prose is  found in The Phoenix, 1,1,p. 316; serious 

prose in The Family of Love, 4,2, p. 170. A common kind in his 

plays is rea l ist ic  imitation of Court speech, not very mannered 

in style, which he uses as a high comedy prose, e.g. Hippolito s 

part in Blurt, Master Constable. The affected kind is con“



trasted with this in Lazar i l lo 's  part in the same play. Jargon 

prose, though not uncommon, is very poor in Middleton’ s plays; 

it  often descends to gibberish,unless it is the broken English 

of a Dutchman. on the other hand, he could adopt at w il l  a 

diction l ike  Marston’s, e.g. p. 279 of Your Five Gallants, and 

colloquialisms l ike Dekker’s are not uncommon: and in A Fair

Quarrel Act 4 there is a strange collection of terrible words 

which are used to imitate the speech of the town bullies of his 

time. Ke is also fond of characters who use argot connected 

with their trades and professions. Several of his plays con­

tain surgeons and physicians who use extremely remarkable tech­

nical terms, e.g. A Fair Quarrel, 4,2, p. 514: and he also intro­

duces in The Phoenix a character (Tangle) who speaks equally 

strange law jargon.

In the early plays of Beaumont and Fletcher traces of the older 

kinds of prose are s t i l l  found, e.g. comic prose in The Knight 

of the Burning Pestle, e.g. 5, 1, £225; serious prose, The 

Maid's Tragedy, 2, 1; humour irrose, Bessus, in A King and no King

But much the larger part of their prose is admirable high comedy
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prose, which, is used as a rule without much reference to the

character of *the speaker as in Wit at Several Weapons, Actl, and

The Scornful Lady. It is plain and polished, and differs  Very

l i t t l e  in/s tyle from the irregular hlank verse. /^This verse

hegan early to drive out the prose, and soon banished it

altogether, anvr.tfcrAfc the larger part of the plays are purely in

verse; though the usual styles and ordinary uses appear again

in plays where there is a suspicion of other collaborators

(except Massinger). The Knight of Malta is an example.

IaL um>
In the undoubted praise of Massinger |jrose is not used except 

for professional jargon x 

Ford harks back to the older uses and styles of prose, just as 

he employed the older kind of blank verse. Farcical prose, with 

a sparing employment of its devices, is found in abundance in 

The Lover !s Melancholy; rea l ist ic  j)rose in 'Tie pity, 1,2, p. 

137; high comedy prose in ’Tis pity, 2,2, p. 159; and Love’s

Sacrifice, e.g. 1,1, pp. 388 and 389; humour prose in Love's

x See vDMi a u Ho. The Fatal Lowry contains two scenes
(2,2, & 4,1) Id which the older kinds of prose are used in the 
ordinary way. fcufi K liU  1/> blihUh ¿ut' ¿¿¿(Cut wvlt, <rn> fa



Sacriiice, 2,1, ^Mauruccio); elevated prose in Love's Sacrifice,

2,2, p. 413. In The Fancies 1,2, p. 144, there is parody of 

high flown speech: and the same play contains diction like

Marston's, especially in Act 4 and 5: in The Lady's Trial, there

is a stammering character, Amoretta, 2,3, p. 29, and gipsy slang 

is found e.g. on p. 296 of 3,1.

Tourneur's prose is, l ike Ford's, imitative of older kinds.

In his poem The Transformed Metamorphosis he used a number of

curious coinages like Marston's (e.g. phlegetontic, arterizing,
;

ambit ionized, Leucrocutanized, lycophosy, tamoised, sinderesize) 

But this feature does not appear in his comic prose, which is 

plain in style, and attempts to be comic without succeeding^ e.g.

The Atheist 's Tragedy, 2,2. In both his plays there is a great 

deal of prose of various kinds. Humour prose is seen in the 

speech of Languebeau in the Atheist's Tragedy: L'Amville in the

same play uses imitation of the Court speech, e.g. 1,2; at 3,3,

p. 195 there is serious prose, and at 4,3, p. 106 elevated prose.

The same kinds are found in The Revenger's Tragedy, but the

blank verse in this play is irregular in style and there is less



contrast between it  and the prose (See p, 1%-j ).

In his two greatest plays, Webster is remarkable for the way in 

which he uses prose rather than for its style (See p, l$6. ).

Except in Appius and Virginia he disdains the older style of prose, 

and has an individual kind, not very different in s tyle perhaps 

from the high comedy prose, but used to express the special 

characters of his v i l la ins ,  Flamineo and Bosola. Sometimes he 

makes them cynical and whimical, and then scraps of older methods 

appear, as euphuism, e.g. The White Devil, 1,2, p. 18. In The 

Duchess of Malfi, 3.2. there is,  however, some realistic prose.

A $ure for a Cuckold, and The Thracian Wonder, which are ascribes^  

partly to him and partly to Rowley, resemble Rowley^ plays in 

respect of the prose; and Appius and Virginia is of the older 

type of construction and contains the older styles of prose.

Shirley 's prose is usually of the high comedy type, without, 

however, earlier devices. It is plain, easy and natural, but 

has also lost the exquisite comic effect. It is always, never­

theless, at a high level,  and is clearly distinguished irom 

the verse even when the le^tter is Eletcherian. Besides the high



comedy prose, the following styles are found occasionally in 

Shirley's plays: jargon prose, e.g. Love Tricks, where there is

much. Welsh: parody of high flown speech, e.g. Love Tricks p. 41 -

\
in this he uses the device of curious diction to excess

humour prose, The Changes - Sir Gervase Simple: rea list ic  prose,

e.g. The Maid's Revenge, 3 , 2 , p. 143 on: poetical prose, Love's

Cruelty, 2,2, p. 213: rea listic  imitation oi the speech of' the

Court, The Bird in a Cage, 4,1; plain comic prose, e.g. The Young

Admiral, 2 ,2 , 121 & 3,1; in the prose of The Arcadia, however,

the older clown style appears. Shirley's plays <x> ntain a great

deal of prose, and sometimes it  is evidently encroaching on the

province of the verse. The Wedding shows this tendency. (S&sf,. /¿j $.)

The style of the prose used "by the minor dramatists does not

ca ll  for much remark (See p. iCjcf ). They use a great deal of

prose, and it  overruns a l l  "bounds in many plays. It is often of

excellent quality, as in Lay's Humour Out of Breath. The style

is frequently high comedy prose entirely, as in Shakerley Ma.rmionfc 

The Antiquary. Sometimes the latest plays follow fa ith fu lly

the ea r l ie r  in style as well as in use of prose. Of this



Heming’s The Jews1 Tragedy, 1638, is an example. " n

Brome's p ro sty le  is excellent, easy, natural and direct, hut

not distinguished. (See p ). The verse approximates closely

to the prose in sty le , however, as in Jonson, so that the charm 

S
ol contract is  lost. A good des.l oi‘ his prose also is oi’ Jonson b 

kind^, e.g. in The Sparagus Garden, and Sarpego’s speeches in 

The City Wit. Brome, however, was a, good workman, and several 

of the older styles appear in his plays. Jargon prose occurs in 

The Northern Lass (Scotch) , hut it  is not very good. There is 

much rea list ic  prose in many of his pla3rs, e.g. in Covent Garden 

Weeded. Comic prose is found in The Queen’s Exchange, 2,2, and

3,1, and many other plays. Parody of high flown speech is found 

in The City Wit. But Brome does not attempt to imitate sincerely 

the speech of the Court, and neither high comedy nor elevated 

prose is found in his plays. In The Queen and Concuhine, 2,3, 

p. 28, however, there is an example of serious prose. Though 

most of his prose is plain,Brome exhibits at. times the common 

tendency to curious diction in his comic prose, e.g. The City Wit*
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2, 1 , p. 29$; and Saveall 's part in A Mad Couple Well Matched:

and in The Jovial Crew there is some beggars'cant. In his plays

the prose, as in the later dramas as a whole, tended to overflow

its  bounds, and to usurp the place of verse. The tendency is

particularly prominent in The Jovial Crew, The Sparagus Carden,

The Queen and Concubine, The Northern Lass, and Covent Garden

Weeded.

Speaking generally, Brome does not show a strong sense of style, 

the various kinds being toned down and approximated to his rea l ­

ist ic  average style, of which the following example from the 

City Wit 1,2, is representative:-

CRASY Nay, "hut, Gentlemen: a l i t t l e  of your patience.

You a l l  know your own debts and my almost impudent necessities . 

Satisfy me that I may discharge others. Will you suffer me to

sink under my freeness? Shall my goodness, and ready piety, 

undo me? Sir Andrew Ticket, you are a professed Courtier, and 

should have a tender sense of honour. This is your day of pay­

ment for <£200.

TICKET Blood of Bacchus, ' t i s  my day, what then? Dost



take me lor a citizen that thou thinkest I '11  keep my day?

No, thou'It find that I am a Courtierj let my day keep me an

1 twill .  But dost hear? Come to the Court. I w i l l  not say

what I will.do for thee. But come to the Court. I owe thee

two hundred pounds: I ' l l  not deny 't ,  i f  thou ask for it seven

years hence. Farewell. I say no more, hut come to the Court, 

and see i f  I w i l l  know thee.

THE DICTION.ESPECIALLY OP THE FARCICAL PROSE.
7

In the survey of dramatic styles which developed in the Elizabeth­

an drama?? it has been argued that the prose arose from a native 

style which speedily divided into a number of styles, each of 

which assumed a form the prime cause of which lay in the special

use it  was put to. It was held that the various styles owed

l i t t l e  to the direct influence of nondramatic literature, except

perhaps to the pamphlets, but, when imitative at a l l ,  copied

only the actual speech of the time. The high comedy and plain

rea l is t ic  styles were instanced as specially clear examples of 

this kind, the older farcical prose being contrasted with them



as containing devices and distortions of actual language 

deliberately inserted to secure a comic effect, these devices

being often borrowed from prevailing absurdities in
s

l i terature  or speech. The actual speech of the time, 

especially the speech of the higher classes, which exerted so 

great an influence on the dramatic prose, was susceptibf.3 

to l iterary  influences, particularly the influence of Lyly 

and Sidney, and in this mediate way l iterary influences appeared 

in the dramatic prose. But it was argued, further, that 

these effects appeared with a difference; that the necessities 

of dramatic prose forced upon it a simplicity and clearness 

of construction which were by no means always conspicuous 

in the nondramatic prose. It follows, therefore, that the 

dramatic prose as a whole resembles the nondramatic in diction 

rather than in structure. Hitherto style has been c-q vague'

in general, without reference to pecular-ities in detail.
/

4 f  the minutiae of style in dramatic prose are examined, 

certain general tendencies can be discerned, which are 

equally characteristic of the nondramatic and dramatic prose,



The minutiae of style of a l l  kinds are here roughly 

included under the head of diction. In general, the 

individual word is dealt with in i t se l f ,  but not infrequently 

the individual word is passed beyond, and references are made 

which imply the relation between words,fer example to 

al l iteration . Nevertheless, style in general is not intended, 

but attention is almost always fastened on the individual word 

rather than on aggregates of words. At one or two places

the structure may be referred to, as, for example, where the 

habit of heaping synonyms, or equivalent expression, is dealt 

with; but l i t t l e  violence to the subject-matter w i l l  be done 

i f  it is a l l  entitled diction. There would be, indeed, 

small need for a detailed treatment of the structure of the 

dramatic prose; its general character might be dismissed 

almost at once from the consideration that simplicity is the 

f i rs t  aim; and, though various structures may appear, unless 

they are Lylyan they appear in their simple st forms only.

or are enormously developed in the drama.

i



0 0 b

Lack of  space renders it impossible to deal with the dict ion  

of  a i l  the separate s ty l e s  in d e t a i l .  Therefore a few general

remarks are made on the d ic t ion as, a whole; and then the f a r c i c a l  

prose,  where the most remarkable d ic t ion  is found, is t reated  in 

d e t a i l .  Also some attent ion w i l l  be paid to the parody of  

ai looted speech,  wnich nas cons iderab le  a f f i n i t i e s  with the 

ordinary f a r c i c a l  prose.  The reason for thi s  choice is that the 

ideal  of  the f a r c i c a l  prose in dict ion is the g rotesque;  o f  the 

high comedy prose elegant v i v a c i t y ;  and of  most of  the other  s t y i t  

omitt ing the poet ica l  prose,  p la inness .  Plain d ic t ion needs l i t t l e  

but i l l u s t r a t i o n :  elegance and v i vac i ty  o f  d ic t ion  are found

elsewhere:  it is the d ic t ion  o f  the f a rc i ca l  prose which is

pecu l i a r ,  and which contras ts  most st rongly  with the d ict ion o f  the 

ve ry « .  For the same reason,  iacK of  space,  the d ic t ion  is t reated  

without much refe rence  to outs ide inf luences or general  tendencies

in El izabet&an l i t e r a t u r e ,

Of a l l  the matters of s t y l e  which claimed the dramati st s '

a t tent ion ,  d i c t ion ,  both in prose and vers©, was by no means 

the l e a s t .  Besides the immense co l l e c t i o n  of  curious



as in a l l  parts of the literature, the

large number of reference to this subject in the plays is

evidence of the importance attached to diction. Thus,

referring to the love of new words, Strumbo in Locrine,

C i v  says " I f  any of you be in love provide ye a capcase of

new-coined words". Marston’ s diction is the subject of the

well-known passage in the f i f th  Act of Jonson's Poetaster,

where an emetic is administered to Crispinus (Marston) which

causes him to produce a terrible store of curious words, sp

'X< On the diction of ranting blank verse Ben Jo\nson,

I
Biscoveries, Ingeniorum discrimina, says "The Tamer Raines and 

TamerJiliams oi/the latter age, which had nothing in t h e m . » 

but furious vociferation (and) language which did f ly  a l l  

humanity". An̂ t Shirley in Verses on Massenger's Renegade 

speaks of "mighty -words that tear a passage through the a ir " .

words and devices which appear in the dramatic prose



Virg il  then te l ls  him

You must not hunt for wild outlandish terms 

To stuff out a peculiar dialect;

But let your matter run before your words.

The perpetual distortion of words to produce curious 

diction in the ear lier  period is referred to by Middleton, 

ho Wit No Help like a Woman’ s, act 2, 1, p .4 1 , . "How many

honest words have suffered corruption since Chaucer's day!"/

The habit of introducing professional jargon to emphasise the 

humour of a character and the habit of introducing foreign 

jargon are the subject also of some remarks. Tourneur, in 

the Revenger's Tragedy, 4, 2, 107, refers to the frequent 

device of law-jargon;— "fhere are old men at the present that 

are so poisoned with the affectation of law words (having 

had so many suits canvassed) that their common talk is nothing 

but Barbary Latin. " In connection with the introduction

of long Latinized terms, which are frequent in the comic 

prose at one period, Rord.in Love's Sacrifice 22, p .14,



makes the characters "beseech such a speaker to use his mother 

tongue.

It was in the late sixteenth century that English 

f i r s t  came to "be, after the f i r s t  influence of 'the Renascence,

a self-conscious language, and that the "beauty and
/

expressiveness of its  diction f i r s t  came to "be -appreciated and 

studied. An ideal of native purity "began to grow up 

alongside of the classicizing habit while had "been in vogue 

since the earlier  years of the century. English was then 

in a plastic condition, ready to receive new influences from 

any favouring source. The result was that enormous additions 

of several kinds were made to the vocabulary. ; Pedantic 

derivations from Latin and Greek, Latin especially, inkhorn 

terms, revivals of almost obsolete Mediaeval v/ords, 

colloquialisms, and outlandish borrowings, especially from 

Ita lian, streamed into the spoken and 'Spuwritten tongue.

The habit of striving after an extended diction came over the 

whole nation. The borrowings and coinages were often



uncritical, and many of them rapidly passed into the stage 

of affectation in the speech of the court. A l l  these 

phenomena appearjii, often with redoubled force,,in the 

dramatic prose. In the farcical prose every method that

suggested i t s e l f  was exploited to form original and curious 

diction.

The invention of new terms "became a passion. New 

words were formed, not only, as nowadays, to express new 

ideas or to denote new things, hut for the mere sake of suiting 

some particular sty l ist ic  effect, such as a l l i t e r a t io n .

Others were formed because they were euphuistic in the truest 

sense; others simply from a desire to innovate; others, 

again, for the sake of their strange grotesqueness and 

eccentricity. Some of these words were never used again;

many of the words of Marston, for example, are once-words.

Another feature of the Elizabethan tongue, besides 

i t s  receptivity, was its  plasticity. The functions of 

words were not fixed; any word could be called on to perform 

almost any function that the author desired*



The Elisaoethan word was indeed something different  

from, the modern English word. The two elements which

enter into the composition of a spoken word, sound and meaning, 

seem to have home a different relation. Apparently the 

sound received more passive attention than now; average men 

were more aware ofthe real sound of the words of the language' 

and verse and prose alike, in consequence, were regarded more 

in the way of euphonic effect than now. Various causes have 

contributed to bring about this result. 0ne, no doubt, is  

the growth of abstract thought; but as certainly.the main 

cause is the nature of the spelling, which, i f  not perfectly  

phonetic then, was not yet quite fixed^  ̂ and was not entirely 

divorced from the spoken language; 4 So that the sound of their  

words was not concealed from the Elizabethan 's  ours is by the 

sophistication of the spelling. ob

db The relatively greater importance of the sound 

in Elizabethan words can be seen and proved in various ways.

For example, Spenser,who would represent the tendency of his 

age .though no doubt he surpassed it  in this respect, imitated 

and translated sound as well as meaning in his imitations and



It  is the combined effect of these phenomena while (vis

seen in the diction of the dramatic prose, where the sound has

so much more value than at present and particularly in the

dramatic prose where licence in diction was one of the most

te l l ing  weapons of the comedian. But throughout the

whole period there is evident an opposed tendency, a struggle

towards plainness and ease of comprehension and a desire to

translations of the Italian poets in The Faerie Queen.
oat/ i&tfcafód

Passages which referred to sounds themselves are very common
»  /\

in Spenser, and i l lustrate  the matter well. Here are a 

few passages which show paralle ls  in sound as well as in 

meaning:-

Bui chiari r iv i  mormorando intorno..........O ri .Fur.1 .s t .35.

A gentle stream whose murmuring wave did p lay . . . F.Q.2,5,35

del monte

Scaturia mormorando un picciol rio. Ger.Lib.12,67.

A trickling stream from high rock tumbling down 

And ever-drizzling rain upon the l o f t . . . F.Q.11,41.

Aure fresche et alme 

Che l ' a l t e  cime con mormorii l i e t i

Far tremolar de i faggi e de g l i  abe t i . . .Ori.Fur. 6.27.

 ................ » the breathing wind

Which through the trembling leaves fu l l  gently p l a y s . F.Q.1 .7.3. 

Quando a l l 'entrar d'un bosco, un lungo grido.

Un alto duol 1 'orecchie g l i  feria , O.F.11,83.



s i f t  out the grotesque and to achieve "beauty of form^ which is

again and again defeated "by the inroads of fresh hosts of

"barbaric terms. The early farcical prose with its

monstrosities "becomes gradually plainer in diction; Marston

again invests the drama with his coinages; these disappear.

With him Dekker introduces colloquialisms, which are gradually

driven out again. But a new army of words appears in the jarga%

They heard a rueful voice that dearnly cried 

With piercing shrieks and many a doleful l a y . ..

That through the wood reechoed again. P.Q.16,21»

e le  profonde 

Selve s'odon sonar d 'alto lamento 0 .P.16,21.

Rimbombare, Risuonare, tremolare and mormorare run through 

Ariosto, Tasso and Petrarch as rebound, resound, tremble, and 

murmur through The Paerie Queen.

E volendo vedere una Sirens

Che col suo dolce canto acheta i l  mare. 0 .P .6,40.

Then was heard a most celestial sound

Of dainty music................

that was Arion crowned...

And a l l  the raging seas forgot to roar. P.Q.4,1123 & 24.

(on the f ir ing  of cannon)

I I  cie l ribomba al paventuoso suono. 0 . P .9,75.



%  * ,

I o f  such characters as Tangle and Stargazer, end hehinl them
9': ’ ‘ »' .» • * '

are ever more in the allected language of the court, which is 

the subj ect of so much parody.

Each style in its  maturity and decay is in strong 

contrast with its youthly deviceful exuberance. When each 

style achieves plainness, it exhibits the diction common to the 

best Elizabethan prose, not differing much from the plainer 

parts oi/the blank verse, the poetic diction of which it se l f  

contains innovation as in

The multitudinous seas incarnadine.*, 

where both multitudinous and incarnadine are used for the 

f i r s t  time.

pla in , ami t-o- elegance, the first  "is illustrated in detail,

As when that divelish iron engine...

Conceiveth f i re ,  the heavens it  doth f i l l

With thundering noise. F.Q.1,7,13.
L) Hit, tfituunJb

The similarity of Spenser's translation of the song in 

Ger.Lih, Canto 15, at E.Q.2,12,71, is too wellknown to need 

repetition. These are only a few out of an immense number 

of such paralle ls .



The grace of variety was caught from the curosities of
A

diction aiter the useless and unpleasing excrescences of a l l  

sorts had heen sifted out. Hence the distinction of the 

plain dramatic prose, which moreover added to transparency of 

diction terseness and point in construction, so that it 

became one of the principal models and ancestors of the prose 

style of the latter half of the seventeenth and the early 

years of the eighteenth century. To take an example,

Rosalir$s Epilogue to As You Like It ,  though perhaps 

touched with the particular elegances of the time, is a/ilne 

example of clear e a s e ^

It is not the fashion to see the lady the epilogue; 

but is is no more unhandsome than to see the lord the 

prologue. I f  it be true that good wine needs no bush,

»tis true that a good play needs no epilogue; yet to good 

wine they do use good bushes; and good plays prove the better 

by the help of good epilogues. What a case am I in then, 

that am neither a good epilogue nori| cannot insinuate with you 

in the behalf of a. good play! I am not furnished like a



3/p
beggar, therefore to beg w i l l  not become me; my way is to 

conjure you, and I ' l l  begin with the women....

/ULajntds \
The tbusM direction of the diction is towards the 

elegance that characterises the high comedy prose and the

passages spoken in moments of elevation. In the high
ii'luM '{■IL4V -UMv &4/C 

comedy pro seethe sources of inspiration seem to be lairgely

Lylyan and Arcadian in origin, and so the diction of this

kind owes much to Italian example. The grotesque parts of

the diction oi/the upper classes, which exerted so much

influence, were passed to the farcical prose in its  various

kinds. The transparent elegances were followed and developed

to these sources
in the high comedy prose and elevated prose, which owe most

A

of their unequalled splendour of diction, approaching in 

variety and beauty the diction of poetry, and yet never 

passing into poetic diction. The range of words in these 

parts of the prose, and indeed in the prose as a whole is
3 f  /

probably as extensive as of any English prose, and is 

unsurpassed in grace and music.



No word-iists coulde xhibit the fac i l i ty  and elegance of 

these kinds of prose; xor it  is in the use of the words rather 

than in the words themselves that its fe l ic ity  l ies .  Shakespeare 

is famous for his high comedy diction, hut it  was the common 

property of the later drama. The passages which v/ere cited as 

examples of the kind are sufficient proof of its excellence; 

and the only addition that is needed is the knowledge that while 

Shakespeare was the model, none of his greater pupils failed to 

achieve an individual manner in it ,  and to write this prose 

with the sk i l l  of a master. The hlank verse fa i led, hut the 

high comedy prose maintained its  level to the last years of the 

Elizabethan draima.

The third tendency is towards curious diction. This is on the 

whole characteristic of a l l  the farcical prose, where there are 

many devices which are naturally absent from other dramatic prose. 

It is obvious that such devices have in drama, and especially in 

farce, a value that is quite unique. In narrative and other 

nondram&tic prose the use of a figure of speech is,  as a rule,



h i

a means of i l lustrating the author’s meaning or adorning his 

style. But in the comic prose the devices are employed to raise 

a laugh, and to label a type or character. Thus, while in 

nondramatic prose devices must not he too sal\ient, or repetition
• i.

of them too frequent, in comic prose the reverse is often the 

case; there the natural discordance of the device with the style, 

or its  insistent repetition, often constitutes the main purpose 

of its  use. Drama w i l l  sons times isolate any device which for 

any reason has attracted attention, and w i l l  employ it  for its

0<iown sake, apart from the style to which it  originally belonged.'

The chief devices of the farcical prose are puns; equivocal 

expressions; mistakes in words; alliteration; a l l iteration

combined with some other device, such as rhym̂ eind antithesis; 

foreign words and phrases;both correct and incorrect; the manu­

facture of a cognate object; displacement of words; jargon 

parts; long comic names; and other long coined words.

Though the curious diction is a special feature of the p rose of 

the Elizabethan drama, it is ,  of course, a natural effect in a 

comic drama, and is paralleled in other countries. Certain in­

fluences from word-coiners and users of curious diction appear to
A

have passed into Elizabethan prose, unless the similarity which is

a qtord h &  t ¿uU- fa ^ *#*9



found is due to the identical workings of the comic spirit  

in similar circumstances. A few of the chief of these 

possible influences, namely, Aristophanes, Plautus, and 

l£abelaiS|inay be taken as examples.

There is something ^istophanic at times both in the 

tone and the diction of the farcical prose of Elizabethan 

drama. In the long comic names, coined words and long 

compounds, boisterous buffoonery, and use of dialect it 

resembles parts of Aristophanes,
V

As regards long comic words and coined words

Aristophanes has, take examples, K ^  f

í&tl«A*uÚ! ,£}■) , /*  ir it if ltS y S ' ¿tyS, TTo’S vT T ^y /i 0 <rvvr¡i¿$3}/ 

liaa7B̂ K í > r K u > M íir/ í> i¿ (

t íh ? 0 ]  ÍVyU Á f i v  f d i .

There are estimated to be a hundred coined words in the 

Acharnians aloné, and long comic names a.re com mon.

These are paralleled by the long coined names and 

words (though of a different structure) that Peele was fond 

of, e.g. Bustegusteceridis, Polimackeroeplacidus,

Huanebango, and superfantial, a l l  in The Old Wives* Tale.



Marston' s coinages show the same habit, though they 

are generally formed, l ike  Peele's^on cy4ifferent model, which

w i l l  be discussed below, and appear in the blank verse as well

as in the prose. Thê imrrie of one of his characters in

Ui
What you Will is Bosphors^s Carmelydon Honorificacumenos Bidet.

Mutual-friendly-reciprocal kind of steady-unanimous-heartily- 

*
leagued has already been referred to. Catastrophdnical

occurs in The Dutch Courtesan, 2,1,p .131. Prolixious,

aromatical, Tumbasine, salmindy coram, methodical, and

facetious a l l  occur in one speech in Dekker’s Match Me In 

London, p .155; magnitude, condolements, capricious,

misprise, and collocution in one speech of Patient Grissil.

Dampit in Middletonfs A Trick to Catch the Old One has an

extraordinary comic vocabulary, e.g. 4,5,p .84; - Out, you

babliaminy, you unfeathered cremitoried quean, you cullisance
L .L .L .5,1,44.

...............................  Shakespeare uses honorificabilitudinitatibus

Pigrogromitus occurs in Twelfth Night 2,5.28; Holofernes 

used much diction of this sort, e.g. black-oppressing, 

perigrinate, congruent, epitheton, indubitate, and



tet .. ’ •

annathonize. Oraculous, phara.sito-hypocritical, and 

paraperopandentical occur in The Family of Love: Slipshod,

Shamlegged, Brown-thread-penny-skeinned rascal is fougid on page 

279 of Your Five Gallants: modification in The Fancies, 5,2,

p. 36. The stringing of words together is  seen in Rowley's 

A Match at Midni^it; a mundungo monopolist, a paltry, penurious 

pecking pinchgutin Lady Alimony, p. 291. Trifulk, sonance, 

oppugn, tenebrous, moechal, tranquillous, monomachy, neutrize 

and obdure occur in The Rape of Lucruce; long Latinized words 

in Love's Sacrifice, 2,2, p. 415: cupidinean, vulnerate,

pulchritudes and vagabund^lo in Love Tricks: magatapipicoes and

long names in The Devil 's  Charter: / ^aragraphistical, etc. in 

The Fair Maid of the Inn, 3,1, p. 172: preambulate and mallad-

ize in Every Woman in her Humour Elr: collaud and collogue in

Green's Tu Quoque: Tomkis' Albumazar contains perspicil,

autocousticon, scictherical, almieantarath, prestigiatory and

!
necropurogeohydrocheirocoscinomancy.

The influence of Plautus and Rabelais ran in the same direction.



Most of the curious diction was on a Latin model, not of

Aristophanic origin. (Plautus' influence in this direction was

as powerful as in the direction of suiting the metre or vehicle

to the subject-m&tter. For example, in Miles Gloriosus he used

long comic names - Bumbomachides, Clutomestoridysarchides and

Pyrgopolinices (11. 14 and 15). In the Trinummus are found

turpilucrieupidum, mendaciloquius, confidentiloquius, blandiloqu- 

(r -

entulus, late^ricolarum, and conciliahulum, among many others.

Lines 1021 and 1022 of the same play run

Chiruchus fu it ,  Cerconicus, Crinus, Cricolahus, Collahus,

Collicrepidae, cruricrepidae, fe r r i te r i ,  m ast ig iae ..................

The influence of Rahelais, whose temper was identical with that 

of the pleasure-loving common people and with the coarse jovial  

realism of neny of the farcical parts of the plays, has "been doubt­

ed. A dose  knowledge of his work may not have been possessed 

by the dramatists, but references to Gargantua are not uncommon 

in drama. x
x The pedant Holoferne's^has been said to have a prototype in 
Tubal hiolofernes, Gargantua's tutor. "The equinoctial of



i n

The jumble of dialects a,nd languages and the macaronic speech

are found in Rabelais. In Book 2, Ch. 6, there is a Limousin,

’(¿ui contref&isoit le langage francois, in a Franco-Latin jargon. 

In Book 2, Ch. 9tPanurge discourses to Pantagruel in thirteen 

different languages, and in Zf2o there is an astrologer who uses 

jargon like that of Stargazer in The City Madam. Examples of 

word coinage, which occur here and there, and of parody of 

monkish Latin, are :-  2,7, Moillegroin^ doctorisJ Cherubii

Le OriginPatepelutarum^ et j  Tor tic olio ruin/ ritibus, l ib .

 ̂ / septem. Les^incornifistibulee occurs at 415 and circum-7 ‘

bilivaginer at 3?30.

With these examples there is no need to beat the coverts, or 

to make exhaustive enquiry into the particular sources of the 

argots used to find exact parallel,/, Tomkis in Lingua

il lustrates  the matter and sums it up succinctly in a macaronic 

speech.

Queubus«in Twelfth ITight, 2,3, 22, has been ascribed to Rabelais* 
influence. In Every Man in his Humour: As You Like It ,  5,2,
238 to 240; Every Woman in her Humour, 1,1; The Trial of 
Ch^ivalry. G2r; Green*s Tu Quoque, p. 260; and The Pair Maid of 
the Inn, 4,1, p. 98, thereiire references to Gargantua and Panta­
gruel, '



On p. 392 Lingua remarks

ç
My lord, through the imbecillitas of my fehle sex might draw

me hack from this tribunal, with the habenis, to wit, timoris, 

and the catenis/ pudoris, notwithstanding, being so fa i r ly  led

Especially so aspremente spurd1 con g l i  sproni di necessita

mia pugente I w i l l  without the help of orators oommit the tot&m

' % /salutem of my action to the voiubilitati  twv Aoycjv,

which avec vostre bonne p la is ir  I w i l l  finish with more than 

Laconica brevitate.

COMMUNIS SEITSUS Says What’s this? Here’s a gallimaufrey of/

speech indeed. To which Memory rep l ies : - 

I remember about the year 1602 many used this skew kind of

language, which, in my opinion, is not much unlike the man Xagos,

IPljatony , King of Egypt, bought for a spectacle - half-white, 

half-black.

Aristophanes and Plautus both used dialects in their«comedies, 

the solecisms of the Megarian and the Boeotian in The Acharnians 

being used with constant comic intention, while in Plautus'



Poenulus, Act 5, Hanno speaks partly in Punic, e.g. 11. 930 to 

949. Probably, however, these authors merely re in forced  a 

general tendency which would have "been strong enough in i t se l f  

to produce a l l  the phenomena which characterize the comic diction.

Latin, Italian and Spanish exerted a direct influence upon 

the diction, words from a l l  these languages "being introduced 

without change, "besides others which were "borrowed and adapted 

to English. Thus, Marston uses many Italian words, e.g. in 

What you w i l l :  Spanish words are not uncommon in Beaumont and

Fletcher's plays; and are found in Love's Pilgrimage also. 

Massinger even uses katexochen for "especially” in The Guardian,

3,1, 171. The commonest device of this kind was, however,

the use of Latin words and phrases wit£ a comic purpose./

This was the only new comic device that Lyly used to vary the 

prose of his plays, there being twenty such phrases in Endimion. 

The same device was used in the earlier doggerel.

The foreign phrases are introduced in the plays incorrectly 

as well as correctly; in the early farcical prose, particularly,



dog Latin exists side "by side witli words from classical Latin.

The device of using tags of foreign languages is a l l ied with 

the practice of introducing jargon parts,; hut the two are quite 

distinct and have different values, the tags contrasting with 

the medium in which they occur, while the jargon speech is used 

as a mark of character. The following few references to foreign 

phrases w i l l  server- Lames 4, many, e.g. Melle dulcior f lu it  

oratio, 4,5, 284; Locrine, succado de labres, Civ; there are 

many in Summer's Last Will and Testament, which are always trans­

lated, e.g. 1838, l ibera l itas  l ibera litate  perit . . . . .

Lo ve me l i t t l e ,  love me long. Orlando furioso 339; Dr. Faustus

e.g. 1, 212; Edward 1, e.g. Scene 2; Friar Bacon and Friar

Bungay, 1580 to 1590. Sometimes the tags are used in an imitat­

ive manner without reference to their meaning, as, Selimus 193 

to 194 Bullithrumble "Mass, I think he he some Justice of the 

Peace, ad quorum, and omnium populorum. " The same phrase occurs 

at A Looking Glass for London and England, 1 . 2 2 3 . The dog 

Latin is curious and fa i r ly  frequent, e.g. Jack Straw "Sursura 

corda, al ias  dictus hangum meum; and The Old Wives' Tale 1. 288



Huanebango I f  the lady he so fa ir  as she is said to he she is
)

mine, she is miner meus, mea, meum, in contemptum^ omnium 

g r amina tico nun ,

COREBUS 0 falsum Latinum
\

The fa ir  maid is minum.

As regards Priseian more than a l i t t l e  scratched, Piston in

í
Solimán and Perseda is particularly fond of misquoting, e.g.

1,3, 140, 0 extempore, 0 flores; 2,2, 298, Quis tacet consitiri

(Consentiré) videtur; 4,2, 34, Basolus mantes (heso las manos) 

Friar Bacon and Friar Bungay,1651,Fabias Commentator?Several in­

stances occur in The Parnassus pi ays ,e .g . , Pt. 1, 1, 1, ¿4, 1, Í 143-7? 

in Tag Return,Pt.2 ,p.iS2,a character enquires, concerning such a 

speaker, "Why ,w i l l  the fellow's Engl isn break the King's peace"?"

Snaicespeare, even, did riot disdain such a device, tnough he connect 

>jd it with the pedantic cnaractey of Holoferaes ,e*g. L.L.L.,5,  

1,20-30. In 1 Henry4,5,5,30 Pistol says"'Tis semper idem,for

obsque hoc nihl est*»'tis al l  in every part." :but it is uncommon 

in his works,except in Love's Labour's Lost,which was his exper­

imental summary of previous practice. Of course, ior«ign quasi- 

technical terms,such as duello,and passado(L.L.L. ) and bona rooas 

( Henry4, Pt. 2)are common, f he habit was continued t i l l  the latest



years oi the drama. The following are a few notable examples:-

A Chaste Maid In Cheaps id©(many Latin pnrases with mistranslations?
/' . . . .  . . . . .

the Ola Law, 4, 1, 74( a Drawer says ’ ad imum’ ):Wit at several weapons

(Eriscian is a character in this play^,aua uses sham Greek and

Syriac occas ionai 1 y , as well as Latin tagsljihe Lady's Tr i a l , (Span-'

j.sn ana DutohVThe Devil's Charater,E4r( Itai ian ); The City wit3£4,

etc., (Latin pnrases with many absurd yet often witty translations)

closely connected with the fashion of introducing such scraps

ana tags oi foreign speech is the practice of using dialect and

broken English. This was common tnrougnout the drama,ana aoserves

attention not merely Decause of its being a part of the general

striving after curious diet ion,but because of its continuity and

universality, in© jargon parts ara »naturaliy,all farcical, and ¿n

the early drama are put almost exclusively into the mouths of humble

i persons and clowns;but in the later arama some of these parts are

spoken oy people of higher ran*.The principal reason wny the early

practice was sometimes departed from is. that the early jargon

parts were almost entirely confined to dialects found in This

country »while the later include Irish ana the bro Ken English of

foreigners. All the English dialects are represented and every

tongue of western Europe. Tne degree of imitation ranges from a

few strangely-pronounced words introduced into ordinary speech to



hl$

a real is i, ic copy o 1 English oroken in the way app ropnate to the

nationality oi the speaker or to the fu&l represent at ion of a

*dialec t .

file connection of the dialect- and foreign jargon with the gipsy

slang and the professional argots is obvious. These four cl asses

aii arise from one wave of the impulse towards curious diction.

That they were so connected by their authurf is su-gestea cy Sharp- 

ham in The F I e i r e ,  b , 1 , ¿ 4 8 - 3 5 6 : - :

Ruffell.  what gallants use to come to your house?

FLE IRE. All sorts, ail nations, and ail trades. There is f irst  

faster Gal 1 ant 'your Briton, Master Metheglm your Welshman,Moun- 

sieur Must room tile Frenchman, Signor f urn a da the Spaniard, Master 

Oscabath tne Irisnman,and Master Shamrough his lackeys® and Master 

Slopdragon tne Dutchman. Thenrfor your tradesmen there comes first  

.Master Sal uberrim am the Pays ic ian, Mas ter Smooth the Sil km an, Mas ter 

Thimble the Tail or,Mast or Blade the Cutler,ana Master Rowell the 

Spurrier.

* 0 f  c o u r s e ,  l ong  comic names, pedant Ic. j a r g on ,b rok en  language ,  and . 

macaronic speech are  a l l  used in o th e r  contemporary  dramas, e . g . ,  

Beo lco  employs d i a l e c t  in II R u z z a n t e ( G a r n e t t , H i s t ,  o f  I t a l i a n  L i t .  

p .2 3 2 ) : a n d  , though l a t e  r , ^ r ypa ius  1 Horr ib i l  ic r i c  r 1 f ax ,whi cn  con­

t a i n s , o s s  i c e s  the  G o r m a n , I t a l i a n , f r e n c h  and S p a n i s h , o f t e n  in tne 

same sp ee cn ,a s  w e l l  as l ong  comic names.



The jargon parts in the plays which ar© entirely in metre 

are confined to the doggerel; and in the regular drama they 

belong to the prose, with scarcely any exceptions. The exact, 

correspondence of the prose to the ear lier  doggerel in the 

mixed plays, in this respect^ is seen from the following l i s t
4

of jargon parts in doggerel of plays between 1550 and 1585*:- 

Res-publica, the People speaks in Country dialect; Wealth & 

Health, Dutch and Spanish; Ralph Roister Doister, Country; 

Gammer Gurton, !s Heedle, Country; The Marriage of Wit and 

Wisdom, Country; Damon and Pithias, Country; Misogonus, 

Stammering and Southern; The Contention between Liberality and 

Prodigality, Country; Horestes, Southern; Like W il l  to Like, 

Stammering; Cambyses, Country; The Conflict of Conscience, 

Scotch; The Rare Triumphs of Love and Fortune, Country, French, 

and Italian; The Three Ladies of London, Italian; (the dialect 

is marked as Country when it  is not very characteristic. In 

these cases it is usually of a Southern nature.)

x Since making this and the next l i s t  I have seen Die 
Dialekt- und Auslandertypen des Alteren Englischen Dramas,von 
Eduard Eckhardt, Bang, vols. 27 and 52, which treats this sub­
ject from a philological point of view.



In the doggerel some of the characters are made, in the play­

wright’s zeal, to speak a jargon that, is quite incomprehensible 

this is the case with the imitation of Dutch in Wealth and 

Health. But in the later plays the meaning is nearly always 

quite clear.

On account of its  realistic excellence the Scotch of the 

Conflict of Conscience is notable. The following passage, D4r 

i l lustrates i t : -

CACOHOS: Yai, ay my sen, bay experience thot con showe,

Far in may Portace the tongue ay de nat knowe,

Yet when ay see the great gilded letter,

Ay ken it sea well, as nea man ken better?

As far Example, on the day of Chraistes Hatyvitie,

Ay see a bab in a Manger and two Beastes standyng by. 

The Seruice whilk to Hew Yeares day is assayned,

Bay the Paicfiure of the Circumcision ay faynd.

The prose throughout the whole period reproduced the same

methods exactly and copiously^as the following l i s t  shows

The Famous Victories of Henry 5, French; Locrine, Southern;

The Wounds of Civil War, French; The Three Lords and Ladies of

London, Indefinite form; James 4, Scotch and French; The Jew



of Malta, French; Summer's Last Will and Testament, Welsh;

A Mfijggy Knack to know a Knave, pretended Welsh; English/^en 

for my money, French, Italian, Spanish and Dutch; Sir John 

Oldcastle, Irish, Welsh and Lancashire; The Blind Beggar of 

Bedna^reen, Swiss; Captain Thomas Stukeley, Irish; The 

Downfall of Richard, Earl of Huntingdon, French; Grimm the 

i o l l i e r  of Croydon, Country; Look about You, Stammering and 

pretended stammering; Jack Drum's Entertainment, French;

Henry 5, Welsh, Irish, French and Scotch; The Merry Wives of 

Windsor, Welsh and Frernh; King Lear, Southern(4,6, 240 to 250); 

Bartholomew Fair, Scotch, Foreign and Southern; The Tale of a 

Tub, Northern; The Sad Shepherd, Scotch(in the blank verse);

The Case is Altered, French; The Ball, French; the Dutch 

Courtesan, Dutch; Old Fortunatus, an Irishman and a pretended 

Frenchman both speak the same kind of broken English; The 

Virgin Martyr, French; The Shoemakers' Holiday, pretended 

Dutch; Satiromastix, Welsh; The Honest Whore, part 2, Irish;  

Westward Ho, Dutch; Northward Ho, Dutch and Welsh; The



Roaring Girl,  pretended Dutch and Gipsy cant; The Wonder of 

a Kingdom, pretended French; Patient Grissi l ,  Gibberish, pre­

tending to be Welsh; The London Prodigal, Southern and pretend­

ed Dutch; A ChasteMaid in Cheapside, gibberish pretending to 

be Welsh; No Wit, ftio Help like a Woman's, Dutch, and gibberish 

imitating i t ;  A Fair Quarrel, Dutch; Anything for a <e(uiet 

L i fe ,  French (three characters - one rea l  and two pretended)

More Dissemblers beside Women, gibberish spoken by gipsies;

A Match at Midnight, Welsh; The Wisdom of Dr. Doddypoll,

French; Edward 4, parts 1 and 2, Scotch; I f  you know not 

me you know nobody, French and pretended French; The Royal King 

and the Loyal Subject, Welsh; Wit at Several Weapons, sham 

Greek and Syriac, Greek and Southern; The Coektg Comb, pre­

tended Irish and French; Cupid's Revenge, Country; Monsieur 

Thomas, French; Thierry and Theodoret, Welsh; Women pleased, 

Italian and Spanish(in; blank verse); The Beggar's Bush, Gipsy 

cant, stammering and gibberish pretending to be Latin; The 

Night Walker, pretended Welsh; The Emperor of the East,



Sourtliern (in the blank verse); The City Madam, gibberish pre­

tending to be Indian; The Weakest goeth to the Wall, Dutch;

The Lady's Trial, a l isp; Love Tricks, Welsh; The Wedding, 

pretended Foreign; The Humourous Courtier, gibberish for 

French and Spanish; The Arcadia, Counrty; The Valiant Welsh­

man, Welsh; The Lancashire Witches, Northern; Hoffman, pre­

tended French; The Jews' Tragedy, Southern (spoken by a Hebrew 

carter ! ) ;  The Ordinary, a jargon manufactured from Chaucer^ 

in the blank verse; The Rebellion, pretended French; The 

New Academy, French; The Northern Lass, Northern, aid gibber­

ish pretending to be Cornish; The Novella, German; The 

Sparagus Garden, Southern; The English Moor, gibberish pretend­

ing to be Ara^ic; Tile Damoiselle , French (in the blank verse) 

The Hollander, a Dutchman who uses much French jargon;

The Muses' Lookirg Glass, Southern- Hey for Honesty, Southern 

and Welsh; The Return from Parnassus, pretended Frerch; besides 

a l l  these there are a good many plays where Latin or invented 

jargon is used in conjurations.



The immense amount of the "broken English shows the popularity 

of the device: and the fact that Shakespeare, Beaumont and

Fletcher, and Massinger were the only great dramatists who were 

able as a rule to refuse the audiencs this fashionable satis­

faction shows the strength of the convention which caused it  

to be inserted, even forcing the writers often to devise methods 

by which a character might assume the jargon when there was 

no character who would, use broken English naturally. Some­

times, also, as the l i s t  shows, an author would use gibberish 

■when at a loss for a rea listic  imitation of English broken in 

the requjr ed way. The addition of the broken English spoken 

by foreigners in the later periods to the dialect parts of the 

earlier plays is an indication of the growth in scope which the 

drama underwent.

The foreign jargon and the dialects have already been i l lu s ­

trated (See pp.W, ) , as also has the stammering(See p i^ ) .

Shakespeare in Henry 5 sums up the whole practice in a single 

play. There is no need, therefore, to do more than mention 

that the excellence of the representation varies greatly,
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Henry 5 being typical of the "better and Anything for a fyuiet 

Liie  oi the poorer qualities. ^ The use of dialect perhaps re­

introduced a number of colloquial words into English; at any 

rate,in the later drama quite a number old words, of tan 

standard Teutonic words which had been displaced, reappearedI

from the popular speech. This practice begins about Dekker9s 

time, is common in Middleton, and continues t i l l  the end of 

the drana . A few example s of such words^ are nimming,

Your Five Gallants, p. 224 &c; Lins^Your Eive Gallants p. 226 

and The Turk, line 1064; HoleA(from Httlan) A Mad World

my Masters, p. 400; Gom (Q#E$, Guina) The Widow, 1,1, 359;
;■

Hake (0. e Ĵ  Hakian) The Reyenger*s Tragedy, 5,1, 132.

One of the most curious developments of the use of jargon is 

found in the gipsy slang or beggars9 cant and the language of 

the Roarers in Dekker and others of the rea list ic  school, which

afterwards found an occasional place throughout the rest of the
\

drama. The f i r s t ,  most extensive, and most realistic passages

of this are found in The Roaring Girl, pp. 217 to 220. An
A

example of this, in spite of its  uncouthness, is worth quoting,



h i

as showing to #hat lengths the rea list ic  authors were w illing  to

' r'X y f
go, and what strange contrasts were to he found in the prose;

the same play contains many different kinds, from high comedy

prose downwards. The following is a good passage:- 

MOLL( P.217 ) ,axplaining a previous speech: Marry, this,ray lord,

says hetBen mori (good w^nch) shall you and I agave.a booth,mill 

a ken,and nip a hung? - shall you and I rob a house,or cut a purse? 

OMNES Very good.

Song.

MOLL A gag© of ben Rombouse

in a bousing ken of Romvile.

TIPCAT Is Benar tnan a Caster

Peck,pennan, 1 ay or poplar,

Which we mill in deuse a v ile .

MOLL On, I wud lib  all the iightmans;

On, I wud lib  all the Darktnansx 

By tne sollamon under the Russemans, 

ry the aiilamon in the Hartmans,

And scour© the Ouire cramping.

So my bousy nab might skew some bouse w e il. . .

LORD NOLAND(P•219)Mol1,what was in that canting song?

Mol 1. Troth,my lord,only a praise of good drink,the omy milK wmoh



these w i ld  beasts  love to sucKtand thus it was: -  

A r i ch  cup o f  wine, oh, i t  as ju ice  div ine :

More wholesome fo r  t he head than meat , dr ink or broad:

To f i l l  my drunken pate with that I ' d  s i t  up l a t e ;

By the hoa ls  would I l i e , u n d e r  a lousy hedge to d i e . . .

S imi lar  pas sage s , thougn not so extensive  as tnose found in The 

Roaring C i r l 9occur in The Coxcomb and The Jovial  Crew,and a num- ‘ 

er of sc a t t e red  cant words are found no re and there throughout fche 

l a t e r  drama.

Miaaleton and Rowley’s A Fair  Quarrel contains k  kind o f  d ic t ion  

wmch i s  midway between the gipsy s lang and the exaggerated phrase­

ology c f  tho parodies of  the p r e c i o s i t y  and a f f e c t a t i o n  of the 

nigh flown speech.  It is an imitat ion of  the speech o f  the swag­

ger ing r o i s t e r e r s  of  A l s a t i a  and the town o u l l i e s  o f  the time, who 

were sometimes c a i l e d 'R o a r e r s  ’ . in Act 4 o f  thi s  play there is 

an episode o f  a Roaring School ,where two neophytes ar© taught to 

Roar,which they do a f terwards  most e f f e c t i v e l y .  The l ikeness  to 

some of  P i s t o l ’ s speeches i s  very no i  ic eab I o, and probably Shake- '  

spaare der ived some suggest ions from some s-fefcsfaa f  source^as that 

of the ’ R oa re r s ’ m this p la y  Proai ang is p ract iced  in the f o l l o w ­

ing manner i 4, 1, ): -

COLONEL’S FRIEND Dis locate  ihv Bladud. (Draw thy sword. )

USHER bladud s h a l l  con j u r e , i f  his demons once appear .



and

CHOUGH The wa l l .

TRiMTRAM The wail o f  me ! To thy kennel , s p a n i e l !

CHOUGH Wilt thou not y i e l d  p recedency? . . . .

Dungcoer, t hou l i e s t .

TRIM.Lie!  enucleate the kernel o f  thy seaboard!

in 4 , 4 , a f t e r  having per fected  thmselves in thi s  ar.t,<5nough and 

Triptram go a - r o a r i n g j a t  one point they hear a 'mermaid’ s ing a song,

whatah they recexve in s o f t e r  s t y l e ,  thus
A  .

CHOUGH Melodious minotaur.

TRIM. Harmonious hippocrene.

CHOUGH Sweet -b reas ted  oronst rops .

TRIM Most tuneable tweak»

CHOUGH Del ic ious  duplar .

TRIM Futra f act ious panafron.

CHOUGH Calumnious c a l i c u t .

Trim And most s i n gu l a r  s indie us.

A l l  t h e  sues taut ives  were synonyms of m e r e t r i x , c u t  the 'mermaid'  

is much impressed oy the nigh po l i teness  of  the i r  address .

The grotesque in d ic t ion  was a l so  sought oy means o f  the p r o f e s s - '  

ionai argot  (See p ip tS iwMbo). bach trade and pro f es s i on  supp l ied i ts
f

own spec ia l  kind o f  words to the comic v o c a o u l a r y .  Tne. d ict ion  of  

an a s t r o l o ge r  has a l ready oeen i l 1u s t r a t e d : the fo l lowing  passage

33#



from the p lay  ju s t  quoted shows the use o f  s u r g e o n s ' words in t h i s  

Kind o f  corn ic p r o s e : *

( 4 , 2 , p . 514) Now,r  must t e l l  you his p r inc ipa l  dolour  l i e s  i ’the 

region of  the l i v e r , a n d  t h e r e ’s both inflammation and tumefaction  

f e a r ed :m ar ry , I  made him a quadrangular plumation,which n© used 

sanguis draoon is ,by  my f a i t h ,  with powders incarnat ive,  which I 

tempered with o i l  o f  hyper icon , and other l i quo rs  mundif loat i v e . . . .

Returning to the ea r l y  prose,we i ind  in i t  many otnar grotesque  

devices which are not s p e c i a l l y  connected with any type of char ­

acter .  Tne f i r s t  of these is rhyme in^the prose.  This ranges from 

mar» s i n g l e  occurrence of rhyme , a s , ’01d Wives'  Ta le ,h , "Doth  this  

sadness become thy madness?" to po ints  where thy clown breaks into 

a passage o f  rhymed verse o f  soms 1e n g t h , e . g . , Fa i r  Em,B3r,

TROi'TiSR, ( After  a pros© speech -prose  is his usual  v e h i c l e )  

i;i a i t h ,  I aim at the f a i r e s t  :

Ah,Em,sweet Em , f r esh  as a f l ower ,

That hath power to wound my hear t .
%

Ana ease the j*mart o f  me,poor t h i e f ,

In pr i son bound.

Em. So a l l  your rnyme l i e s  on toe ground,etc .

Examples o f  the shorter  kind are found in Edward!,  1 ,150: -  

S i r  David.  And p«*,my lo rd ,  I am behind you an ace.

Sussex. Ana y e t , S i r  David,ye amble a f t e r  apace.



im

A Looking &l ass 9 sevoral  t imes, e . g . ,  183y, " I ?11 e i th e r  win him with

b

a smmoth t a l e , o r  a l so  with a toast  and a cup of  a l e . ” A curious  

passage oi  rhyme occurs tw ice ,w i th  v a r i a t i o n s , i n  The Old Wives ’

Tale.  The f i r s t  instance is ,¿,727, GHOST OF JACK" Content you r s e l f ,  

you sha l l  not be so i l l  a master but I ' l l  oe as bad a servant .  I 

know you,though you know not me. Are you not the man,si r ,deny it
n

i i  you can, s i r ,  that •••?Other c h a r a c t e r i s t i c  passages of  rhyme 

in the prose are The Wounds of C i v i l  war,many between 2402 and 

24o3:and Locr ine ,E4r .

Quite po s s i b l y  this  device owes i ts  o r i g i n  to the inf luence of  the 

doggere l ,  whether t n i s  is so or  not i t  is continued in the f a r c i c a l  

prose tnroughout the drama. Later passages which contain rhyme ars  

The B l ind  Beggar o f  Bednal Treen, 2043-2048; The Two Angry Women 

of Ab i n g t o n , p . 283; The Four Prent ices  o f  London, p . 473; The Eng­

l i s h  Travel  l o r ,  p. 418( a number of  s im i l a r  endings -composed, deposed 

reposed,di sposed ,  composed,etc. )*The Weakest Ooeth To The Wall ,

2, 3;Love*s  Sacr i f  i c e , 2, 2, 416; The D e v i l ’ s Charter ,  E4r? When You 

See Me You Know Me,G2r; The Lovesick K ing,435 on. Besides these 

passages there is a good deal o f  s h o r t  comic rhymed metre for  

pros© in the midal© o f  speeches of tne l a t t e r , a s  in Anton io ’ s 

Revenge ,  4, 4, The Hog Hath Lost His p e a r l , p. 490,and many other p l a c e s .  

Tne next d e v i c e , a l l  i t e r a t  ion, may nave owed something  to L y l y ' s



to Lyly 's  example: but more probably it  is due to the gere ra l

tendency 01 the time. It is common in a l l  parts of the 

dramatic prose; but it is particularly frequent in the comic 

prose. It  ranges from such excess as, The Old Wives' Tale,

864, "not the biggest blast that Boreas ever blew cannot blow 

out this l i t t le  l ig h t ’*, to a single repetition of a sound.

Eo representative l i s t  can be given of so universal a device. 

Extreme examples are found in The Family of Love, e.g. 3,6, 

"precise, puritanical and peculiar", and 4,1, "You shall never 

after frequent taverns nor tap-houses, no masques nor no mummer 

ies, no pastimes nor playhouses . . . . " The following 

is a. passage constructed on Lyly 's model, The Malcontent, 5,2, 

MALEVOLB . . . .Faith, I perceive, when a l l  is done, there is

of women, as of other things, some good, some bad: some saints,

some sinners: for, as now-a-days there is no Courtier but has

his mistress: no captain but has his cockatrice: no cuckold

but has his horns: and no fool but has his feather - even so no

■woman but has her weakness - and feather too:» I can hunt the 

le tter no f&rther.



Alliteration  is naturally found in combination with other 

devices, especially antithesis. Antithesis i t s e l f  is a 

favourite form; it is natural to dramatic prose in many 

circumstances and there is no need to ascribe it  exclusively to 

the influence of Lylv. In some plays there is a continual 

tendency to antithetical structure in the prose: in others

the antitheses, perhaps rarer, are more salient. Good examples 

are found in Friar Bacon and Friar Bungay line 203, MILES . . . 

for he knows i f  you s t i l l  f a i l  to make a brazen head, yet 

Mother Waters' strong ale w i l l  f i t  his turn to make him a 

copper nose: Spanish Tragedy, 3,6, 56, PEDRINGANO: What, do

you hang by the hour? I f  you do, I may chance to break your

old custome HANGMAN: Faith,you have r eason: for I am like

to break your young neck. The combination of antithesis or 

balance and a llite ration  is also frequent.^ Thus, James 4, 

line 56 of prologue, "I then changed the Court for the country 

and wars^or a wife": Soliman and Perseda, 1,4, 212 "He just lile  

a knight? H e 'l l  justle  like a jade!" A ll  sorts of sound» 

sim ilarity, consonance, assonance, transversesalliteration



and syllabic likeness are to be found, 'e.g. ^Edward 1 , 168 to

170 "Sweet Nell, thou should'st not be thyself, did not, with

thy • mounting mind, thy g ift  surmount the rest . . . ."

Another device,even more frequent in the stock farcica l prose,
u >7
is  the habit of making characters use fa lse forms. These are 

not usually the substitution of one word for another of similar 

sound as in the case of Mrs Malaprop; but are verbal mistakes 

by which a no-word is substituted for a correct form, as 

Argal for ergo. Occasionally, however, Mrs Malaprop is 

anticipated, as in "to try confusions" for "to try conclusions" 

and "the defect of the matter" (Merchant of Venice, 2,2, 39) 

Thegg verbal mistakes are, of course, nearly always found in 

the mouths of humble character ’when they are not used by the 

clowns. The device was an old one; it  occurs frequently in 

the doggerel of the earlier plays, e.g. The Prodigal Sonf 

(C. 1530) 57 to 59 ,

PILIUS I can vnderstonde no laten, I was neuer at Oxynby,

No, nor yet at Cambridge, nor other insteuynte.
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The verbal mistakes are common in the farcica l prose t i l l  the 

end of the drama. A few examples from early plays are :-  

"Ingram"for "ignorant ", Friar Bacon and Friar Bungay 540; 

"reparel" for "apparel", The Wounds of C ivil War, 2403; 

"indiscreet and misadvizement" for "discreet and advise",

2445; "fierse" for verse", 2416; "implements" and "impudence" 

Locrine, Dlv; "aliquant" for "eloquent",B4v; "repeased" for 

Appeased", G-rimm the Collier of Croydon, page 44-5; "scressioh 

and re to rit ie "  for"discretion and authority", John a Kent and 

John a Cumber, page 15; Sometimes a word which, has been used 

correctly is taken up incorrectly afterwards, e.g. Locrine,

1885 to 1890:-

CAPTAIN*' I charge you in the name of King Albanact . . . .  

STRUMBO King Nactabell? and Mucedorus, p. 2̂39.

MUCEDORUS I am an hermit. CLOWN An emmet?

Shirley even uses portmanteau-words^like "imperfediment" for 

"imperfection and impediment", Changes, 2,2, p. 301.

The 16th century, especially the latter ha lf, was a great



punning age. The puns in the drama number thousands: and

are often original and amusing, but the authors never hesitated

to copy when iia-itat Ip-h was at fault. Many puns were repeated

scores of times, as "the pun on "angels”. Puns are common in

the doggerel, Gascoigne, Lyly, ana most of the later comic pro3e

as well as in more serious places. They are found even in 

the tragic verse fa

(Jul. Cas. 3,1, 207 and 208). They range from the most

tobvious sim ilarities of sound and word play to the sub^est 

word meanings. There is no need to accumulate instances of so 

universal a device.

The comic Latin pun is also found, e.g. Friar Bacon and Friar 

Bungay, 1580 "You talk of nos autem g lorificare : but here's

a nose I warrant you may be ca lled  nos autem populare for the 

people of the Parish". The extension of the pun to more 

elaborate double meanings is also common, but not at f i r s t .

It  is found e.g., in Dr. Faustus, line 1330, CARTER, DosH hear

0 world, thou wast the forest to/this hart;

e
And this indeed, 0 world, the hart of thee.

1 J A



him, Dick? He has forgot his leg. HORSE COURSER, Ay, ay, 

he does not stand much upon that. In Nobody and Somebody 

equivoke is the mainspring of the play and runs throughout.

In a l l  but the earliest years of the drama the use of equivocal 

words was as common as the play upon similar sound. A Woman 

Killed With Kindness, page 127 contains a good example, but 

the habit became universal.

The manufacture of a cognate verb from the object/ occurs 

hundreds of ties, and is found, throughout the drama, in the 

verse as well as the prose. At f i r s t  a comic device only like  

"Parish me no Parishes", The Old Wives’ Tale, 477, and 

"Typhon me no Typhons", Solimán and Perseda, 1, 3, it

was later used in a more serious impatient way, as in "But me 

no buts\  nor Vincle me no uncles"; "Virgin me no virgins,

"end me no ends". A Mew Way to Pay Old Debts, 3,2, p. 554, 

and "Signet me no signets". Humour out of Breath, 4,3, p. 319,

Besides a l l  these there are rarer and more individual manner­

isms of which the following are two. .



I, The comic inversion of words, e.g. SelimuA, 1916-1917 and 

Mucedorus B2v ” . . .  keeping your hands from lying and slander­

ing and your tongues from picking and stealing . . .

The Downfall of Richard, Earl of Huntingdon, p. 193 

MUCH 0 Master Shrieve of Nottingham

When ears unto my tidings came . . . . .

Merchant of Venice, 2,2, 115, "You may te l l  every finger I 

have with my ribs".

I .The incessant repetition of the same phrase, e.g. Simon Eyre 

in The Shoemakers’ Holiday often ends his speeches with the 

same comic tags, especially, "Work upon that now", and "JPrince 

am I none, yet am I princely born": in Sir Giles Goosecap,

one of the characters continually repeats "emphatical", and 

"tickling the vanity ori't: Two Lamentable Tragedies " I am

indifferent" and "Why, so". Such phrases as "The Case is 

Altered" and "as proper a man as ever went upon neat's leather" 

and "as you shall see in a summer's day" were common stock.

See e.g. A Maidenhead Well Lost pp. 121 and 130. There were 

also continual references to, quotations from?and parodies of
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passages from well-known plays and other works, such as 

"Bounce, quoth the Guns" from Stanyhurst's V irg il ,  "0 eyes, no 

eyes &c" from The Spanish Tragedy, and Marlowe’s "Pampered 

Jades of Asia".

The influence of Lyly and Sidney, or the mere tendency of the 

/Court speech to fine phraseology produced in the parodies and
7

affectations of this style a curious diction^where a metaphorical 

phrase of elegant sounding did duty for a plain meaning.

Examples, of this in the genuine high comedy style are Rosalind's 

"South Sea of Discovery": and "Sailed into the North of my 

lady 's  Opinion", Twelfth Night, 3,2, line  28. Such phrases
f

as "the bat^ o f beauty, the water of wileneas, the o i l  of
A

wisdom", Euphuea, pp. 120 and 121, are the probable originals  

of this kind of diction. When parodied they assume a form 

of which the type is given by Hoiofernes in Love's Labour's 

Lost "He draws the thread of his verbosity finer than the 

staple of his argument". Even before the high comedy prose 

appeared, phrases of this kind occur in the farcical prose,



but it was not t i l l  after the appearance of the latter that 

they were used in abundance. The following are a few 

examples (They are often specially suited to the trade or 

character of the speaker):- "The needle of priority", The 

Old Law, 3,1, p. 53: "the scourge stick of love, and the

metal of affection", Grimm, the Collier of Croydon, page 408; 

"the snip-snap of dexterity hath mowed o ff the excrement of 

slovenry", The Fancies, 5,2, page 234: "the honeysuckle of

humanity', the marigold of magnanimity, . . . .  lees of licenW  

iousness, verjuice of v illa iny , " Claudius Tiberius Nero, 1,4; 

"shops of security and counters of content", The Knight of the 

Burning Pest^^, 5,1, page 225: in Perkin Warbeck there are

three characters who use phrases of this sort, e.g. a tailor, 

"New suit of preferment: the pressing iron of reproach":

These phrases are naturally commonest in the parody of high 

flown speech, but are found in isolation often in the farcical 

prose; For instance, The Virgin Martyr, 3,1, "Well, the 

thread of my l i f e  is drawn through the needle of necessity, 

whose l/up. . . pricks the linings of my body, so that I beg on



my knees to have Atropos (the tailor to the Destinies) to take 

snearwB and cut my thread in two, or to heat the iron goose 

of mortality, and so press me to death".

Another curious example of the habits of diction of the time

is  the heaping of synomous words or phrases, or of phrases

whose sound leads from one to the next. This is found in many

places: Euphues is fu l l  of it .  It is found in passages of

a l l  sorts, but is commonest in the fa,rcical prose. A good

example occurs in the Prince's speech in 1 Henry 4, 2,4, 495

to 508, "Why dost thou converse with that trunk of humours,

that bolting-hutch of beastliness,that swollen parcel of

dropsies, that huge bombard of sack, that stuffed cloak bag of

guts, that roasted Manning^tree ox with the pudding in his

be lly , that reverend v ice , that grey iniquity, that father

ru ffian , that vanity in years? wherein is  he good, but to

taste sack and drink it? wherein neat and cleanly, but the

caiVe capon and eat it? wherein cunning but in craft? wherein A

crafty, but in vilainy? wherein villainous, tut in a l l  things?
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wherein worthy, but in nothing?".

This is a favourite device with Ford, Middleton and Rowley, 

hut m  author fa iled  to use it. It is found, to take a few 

examples, in The Fancies, p. 144; Northward Eo, p. 18;

A Match at Midnight, p. 29; The English Traveller, much, 

especially 164 and 248; Appius and Virginia, 3,4-, The 

Lover's Melancholy, 1,2, pp. 23 and 24; Love's Sacrifice, 2,1, 

p. 403; Claud ins Tiberius Nero, 1,4,; The Wit of a Woman,

F4r; The Queen, 70 » 78; The Dumb Knight, 1,1, pp. 121 and 

122; The Heir, p. 519; The Jovial Crew, 4,2, p. 426; The

Hollander, 3,1, p. 113.

The close attention to diction, the excessive study of the 

sound of wordSjhad the same result that d iff icu lt  rhyme may

have. It  led the authors away from logical connection to a

connection based on form. This is clearly seen in Euphues, 

which is Rhetorical book in which the reader is continually 

presented with what has the appearance of reasoning from 

examples. Thèse examples, however, are chosen for the sake of



quaintness, effects of^ balance, antithesis, and a lliteration , 

the allurements of which conceal the fact that the chains of 

reasoning are thin and often broken. In comic prose, where 

the verbal effects are not presented so much as chains of 

reasoning, the heaps of examples and of leading words had a 

more natural place. But the fact remains that, owing to the 

presence of this host of verbal devices, the choice of ’words 

depeid ed frequently rather on sound than on sense.



APPENDIX I y
ON- TEE PRINTING OP PROSE AS BLANK VERSE AND BLANK VERSE AS

PROSE.

("Where two dates are given after the name of a Play, the f i r s t  

represents its  conjectured earliest performance or its  compos­

ition; the second is the date of the earliest edition or the 

edition referred to here).

A few examples, selected almost at random, which exhibit the 

tendencies mentioned in the Textf are found in the following 

Plays. In The Birth of Merlin, 1597-1607, 1662, the styles of 

the verse and prose are sharply distinguished from one another, 

and a l l  the prose is used with evident dramatic intentions; 

hut the whole play, except a few rhyming passages, is printed 

as prose. Alhovine, 1626, The Cruel Brother, 1627, The Just 

Ita lian , 1629, The Platonic Lovers, 163 6 , The Pair Favourite's, 

1638 are a l l  printed as prose, unless the lines are rhymed, in 

the 1673 edition of Davenant’s Works. Fortune by Land and Sea, 

1607, 1655 consists of mixed blank verse and prose; but is a l l  

printed as prose: the same is the case with Anything for a 

Quiet L ife , 1621?, 1662. Of course differences of this kind 

can be found by looking into the Texts of the plays of almost 

any author.

To go more into detail, let us take the d iff icu lt  case of 

Beaumont and Fletcher 1s plays. Fletcher’s irregular verse 

renders it  extremely hard to decide the nature of a passage

'*• 5'ge (v XI t f



by its  form alone. On the whole, texts which appeared in the 

lifetime of the authors tend to print in such a way as to show 

more attention to the tradition of prose use than the later  

editions. For example, in A King and ho King, 5,1, the 

speech of the humble and comic character^is printed as prosef 

in contrast with the blank verse of the other characters- in7
the Quartos of 1619, 1625, 1651, and 1639; hut in the 

Quartos of 1655 the whole scene is iyverse; and in the Folio 

of 1679 it  is a l l  prose; thus in both these cases the dramatic 

fitness of the medium is obscured.

Later editions of Beaumont and Fletcher's plays show a gradual 

change. The Folio of 1647 prints some of the irregular blank 

verse as prose in places where prose was traditionally found.

In the Folio of 1679 more prose appeared on the whole. There­

fore, without any canon by which to guide them, modern editors 

must be at a loss* for the texts offer l i t t l e  clue, in view 

of the freeness of Fletcher's verse.

An extreme case is provided by The Elder Brother, 1626, 1637. 

This edition was entirely in verse. In the 1679 Folio the 

play is printed entirely as prose. It is fa ir ly  easy to decide 

in this case on general grounds that the author's intention 

was represented by the f irs t  edition. Butf in the case of plays 

printed after Fletcher's death which contain an apparently 

arbitrary misture of prose and verse, we may conclude that 

this is due rather to bad editing than carelessness in the 

authors. it  seems indisputable that,wherever any trace of
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metre is  to be found, Fletcher intended verse x

Ihe printing is a matter of some importance. In the earlier  

ble^nk verse the form is so pronounced that it forces it s e l f  

upon the attention at once whether printed as prose or verse, 

as in The Birth of Merlin. But the irregular blank verse of 

Fletcher and others of the later dramatists has so impalpable 

a scheme that, when printed as prose, it  seems to be prose, 

even i f  occasional snatches of metre catch the ear. Poetical 

phrases, and conceptions, of course, occur in it .  Prom this 

seems to have arisen the notion that some of the later drama­

tists  wrote a poetical prose habitually (See Churton Collins, 

Studies in Shakespeare, pp. 204 and 205).

Two or three examples from modern editions of the biassasvl 

against prose w i l l  suffice. Middleton's Anything for a Q,uiet 

Life , 1621^1662?is printed almost entirely as prose. The 

tradition of prose use which has been isolated in the text, 

and Middleton's general practice^show that, while a number of  

elevated passages, and some others, especially those which end 

in rhymed couplets, are in verse, the majority of the play 

was intended to be prose. Dyce in his edition complined that 

he had tried to put it into verse and had failed^ y from which 

he concluded that the text was corrupt. The true conclusion

is  that the play contains a great deal of prose: and this is
/

confirmed by the fact that the supposed corruption spared the 

the excellent blank verse at the beginning and end of the play, 

but attacked a l l  the parts which refused to f i t  into the blank

verse scheme. , .. .
d tU /ffaUMfvh

Another example is-the same editor's edition of Shirley’s



Humourous Courtier. In this play there is a good deal of 

gibberish which pretends to be French and Spanish, which pre­

tence was a common device, as we have seen. Dyce tried to 

turn it  into co rrect Spanish and French, and. fa i l irg  , again 

concluded that the text was very corrupt.

Webster's Duchess of Malfi, 1617.1623,1s a play in which the 

blank verse, though fu l l  of poetry, is very irregular in style, 

and in the way it  is combined with prose, which in this play 

is  nearly a l l  spoken by the villainy Bosola. Concerniig his

speeches Ha^litt says (Bote to Act 1 , p. 15 8 ) "I print the 

following speeches of Bosola, as well as other portions of the 

tragedy, in the blank verse marked by the Quarto^ which, how­

ever and by whomever compilled, exhibit, as Mr Dyce observes, 

manifest traces of the metre in which it  is most probable the 

whole was at f i r s t  composed". The ground of the probability  

is  not stated. Bow, Bosola is , like Flamineo in The White 

Devil, of low birth , villainPus; the catjs-'paw of greater villa ins  

than himself, cynical often?and occasionally poetical. In 

his poetical moods^ he uses undoubted verse, but elsewhere the 

form of his speech seems to be prose. I f  we examine Flamineo's 

part a similar character appears; but here many of the speeches 

are acknowledged prose. These considerations stroig ly  suggest 

the conclusion that Webster intentionally marked Bo sola 's two 

moods by the use of the two media as he did Flamineo's.

x  The facts concerning Beaumont and Fletcher's plays have 
been obtained from Waller & Glovers Reprint 6 the Folio of 
1679, where the variations in the several Quartos and Folios 
are noted for a number of p liys, and two texts of The Flder 
Brother are provided.

$&6



APFEHDIX II.*

OH AH INFLUENCE OF THE FORM OF ENGLISH DRAMA UPON GERM DRAMA.

The influence of the English Drama between 1585 and 1600 

on German Drama caused the latter to abandon the Knittelvers 

in which, apart from a few prose plays, principally translat­

ions of classical comedy, it  had been written, and to adopt
juunX'
rhyme and blank verse (See Cohn, Shakespeare in Germany, es­

pecially  Intro.pp. 56 to 62). But the attempt, i f  there was 

an attempt?to use the mixture of blank verse and prose as it  

was used in Elizabethan Drama did not succeed. In Die 

Schauspiele der Englischen Komödianten a l l  the plays except 

one, Tugend- und Liebes-Streit, which uses a l i t t l e  blank 

verse at point of elevation, and at the ends of some of the 

Acts, are in prose. Several of the plays mix serious and 

comic matter in the manner of English plays, but do not adapt 

the old couplets to this. Jacob Ayrer used the old couplet. 

Hamlet Prinz von Denmark (in Englische Comedien und Tragedien, 

1620) begins and ends in blank verse, but is  nearly a l l  prose, 

and there is no sign of any conventional usage of prose and 

verse. Duke Heinrich of Brunswick wrote in prose. Gryphius 

wrote two Tragedies in verse, and several prose comedies.

The only sign of adaptation of medium in his plays is found 

in Peter Squentz. This comedy is in a mixture of prose and 

rhymed verse, and the inserted pila y of Pyr&mus and Thisbe is  

in blank verse 0-r rhyme ̂  but there is no sign, again, oi the
'X' S it hjCti. h '



English tradition. The later German drama used prose for 

comedy as a rule, and either prose or verse for tragedy, hut 

not a mixture of the tv/o. Even in translations and adaptations 

this is  so. Thus Sch ille r 's  Macheth is a l l  blank verse.

He omitted the Porter's speech, and turned the scene between the 

Doctor and the Waiting Gentlewoman into verse. In Mrs 

Conybeare's translation of Scherer's History of German L ite r ­

ature, page 313, it is  stated that "Even the external form 

that Shakespeare ma.de use of - viz. , the alternation of prose 

and blank verse, was transplanted to German so il" .  But this 

seems to be a mistake^due to an imperfect appreciation of the 

nature of the alternation, as none of the plays contained in
s

Cohn or in the volumes of Die Deutsche Rational- Litteratur 

show th is featu r e.
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Alphonsus, King of Arragon. See Greene.
I

Alphonsus, Emperor of Germany. See Chapman.
/¡\ ¡VP

|| Amends for Ladies. Eield. Dodsley, Vo. 11.
U/W? vhsu
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!ñ Aiuta. Macropedius.' Cologne, 1562.

Aminta. Tasso. Classici Ita lian i.Voi. 73.7

Amyntas. See Randolph.

Antonio's Revenge. See M&rston.

7 Antonio and Mellida. See Marston.

Antony and Cleopatra. See Shakespeare.
//

Antiquary. The. Dodsley, Vol. 13.

Antipodes, The. See Brome.

Andria. Terentii Comediae. Ed. Umpfenbach. Berlin f1870. V
V Appius and Virginia, ill Dodsley, Vol. 4. 

vV Appius and Virginia. >/ See Webster.

Ariosto (fo r  I Suppositi ) Commedie e Satire di Lodovici, - .
annotate di Giovanni Tortoli. Firenze^ 1Q56. -  / \ i r

\ „
" Orlando Eurioso. Ed. Antonio Pannisi. Lond. 1830.

Iv; Arraignment of Paris, The. See Peele

l,n Aristophanes, The Comedies of. Ed. Rogers. Lond. 1910. 

Arden of Eeversham. T.E.T. 1911.

Aristippus. See Randolph.

* As You Like It. See Shakespeare.
f

?.{) A theist's  Tragedy, The. See Tourneur.

I Bartholomew Pair. See Jonson. 

v' Battle of Alcazar, The. See Peele.

Beggars' Bush, The. See Beaumont and Fletcher.

Beaumont and Fletcher, The Works of. Reprint of 2d. Folio, 
1679. Ed. Waller & Glover. 10 Vols. Camb. 1906 to 1912

Bird in a Cage, The. See Shirley.

Birth of Merlin, The. T.F.T. 1910. 

Blurt,Master Constable. See Middleton. ■ *A.aI /kM'
Us



' City Gallant, The. See Green's Tu Quoque.

\  City Nightcap, The. Dodsley, Vol. 13.

fq City Wit, The. See Brome.
^ f

Cleopatra. See Daniel. 

fq k Chester Plays, The. Ed. H. Deimling, E.E.T.S. Ex. ser.No,72,1893 

A Claudius Tiherius Nero. T.F.T. 1913.
U)

•s Cornelia. (• See Kyd.

Cornelia, hi See Webster.
I '■

Coriolanus. See Shakespeare.
/
y Common Conditions. Brandi, Quellen des Weltlichen Dramas

in England vor Shakespeare. Strasshurg, 1898.
k i

/Cohler's Prophesy, The. TE.T. 1911.
A

h) Contention between Liberality  and Prodigality, The. T.P.T.1912.

i! Contention between The Two famous Houses of York and Lancaster,,
the f i r s t  part of the. T.P.T. 1913.

; v Covent Garden Weeded. See Brome.

X_{ (I Court Beggar, The. See Brome.

/|> Cowle3?-, The Works of Ahraham. Ed. Grosart, 1881.

)j> Coronation, The. See Beaumont and Eletcher.
Ctp̂ rywl^

'a , The. See Beaumont and Fletcher.

-if ^  Conflict of Conscience, The. T.F.T. 1911. 

h# Cruel Brother, The. See Davenant.

Cure for a Cuckold, A. See Webster.

{ )/ Cupid's Revenge. See Beaumont and Fletcher.
y {
^ viy Cutter of Coleman Street, The. See Cowley.

V ; Custom of the Country, The. See Beaumont and Fletcher.
n  :
ir kr  Cymbeline. See Shakespeare.
Ifo \



■ Blind Beggar o f Bednal/^reen, The. Bang. Vol 1.
(h>Bon&m$n, The. See Massinger.

/
/. Bonduca. See Beaumont and Fletcher. 

i! Broken Heart, The. See Ford.

t l Brome, The Dramatic Works of Richard. 3 Vols. Lond. 1872.

?i. Brothers, The. See Shirley.

i,j Buchanan, George. Opera omnia .curante T. Ruddimano. 2 Vols. 
Edin. 1715.

:7f  Buggbears, The. Bond, ia r ly  j&ays from the Ita lian  1911.

h Bussy D!Amhois. See Chapman,

ft Byron, The Tragedy of . See Chapman.

I Caesar and Pompey, The Tragedy of. T.F.T. 1913. 

v Cambyses, King of Persia. Dodsley, Vol. 4.

x Campaspe, See Lyly.

U Captain, The. See Beaumont and Fletcher.

Case is Altered, The. See Jonson.

Castle of Perseverance, The. E.E.T.S. Ex. Ho. 91.

(? Catiline. See Tonson.

/ Cardinal, The. See Shirley.

- Challenge for Beauty, The. See Heywood.

¡q Chances, The. See Beaumont and Fletcher.

ff Chang^hng, The. See Middleton.

My Changes, or Love in a Maze. See Shirley.

Chances, The. See Beaumont and Fletcher.

\l Chapman, The Works of. Ed. R. H. Shepherd, Vol. 1. Lond. 1874, 

/ /..• Chaste Maid in Cheapside, A. See Middleton. 

t(0 City Madam, The. See Massinger.



1 Damon and Pithias. Dodsley Vol. 4.

i  Daniel, Samuel. The Complete Works in Terse and prose,Ed. 
Grosart. 1885.

j  Davenant, Sir William, the Works of. Lond. 1673.

u  David and Bethsabe. See Peele.

Dekker, The Hon dramatic Works of Thomas. Ed. Grosart 1884.

", The Dramatic Works of. Lond. 1873.

) Devil*s Law Case, The. See Webster.

Devil is an $ss, The. See Jonson.

D ev il 's  Charter, The. T.P.T. 1913.

Dido, Queen of Carthage. See Hash.

/$ Digby Masteries, The.. Ed. F.J. Furnivall, E.E.T.S. Ho. 70, 
1882.

f‘v  Dodsley's Old Plays. Ed. W.C. Hazlitt, 1874 to 1876. 15 Vols

Doubtful Heir, The. See Shirley.

Duchess of Malfi, The. See Webster.

Du meril. Les origines Latines du Theatre modern. Reprinted 
1897. Leipzig.

Dutch Courtesan, The. See Marston.

S Duke of M illan, The. See Massinger.

Dumb Knight , The. Dodsley, Vol. 10.

1 Eastward Ho. See Chapman.

Edward 1. See Peele.

Edward 2. See Marlowe.

*/ Edward 3. Ed. 5?.P. Collier 1874.

I? Edward 4. See Heywood.

I, Elder Brother, The. See Beaumont and Fletcher. 

Emperor of the East, The. See Massinger.



? Endimion. See Lyly.

a English Traveller, The. See Heywood. 

jo Euphues. Ed. Arher 1904.

11 Every Man in His Humour. See Jonson.

Its Every Man out oi‘ His Humour. See Jonson.

tl
Fair Favourite, The. See Lavenant. 

j Fair Em. T.F.T. 1911.

b* Fair Maid of the West. See Heywood.

Fair Maid of the Exchange. See Heywood.

(? Fair Quarrel, A. See Middleton.

If Fair Maid of the Inn, The. See Beaumont and Fletcher.

% Faithful Shepherdess, The. See Beaumont and Fletcher.

7 Fairy Queen, The. Spenser. Globe Ed.
f

Family of Love, The. See Middleton.

lp Fancies, The. See Ford.

Fatal Lowry, The. See Massinger.

h- Faustus, Lr. See Marlowe.

lb Fie i r e , The. Bang. Vol. 36.

, Fox, The. See Jonson.

¡q Ford, The Works of John. 2 Vols. Ed. W.Gifford. Lend. 1827.

Fournier. Les Theatres? français avant la  Renaissance, 1450 
to 1550, Paris. N.L. b

I Four Prentices of London, The. See Heywood.

! y Fortune by Land and Sea. See Hewood.

M Friar Bacon and Friar Bungay. See Greene.

; •) Froning. Las Lrama des Mittelalters. Lie Latinischen
Osterfeiern und ihre Entwickelung in Leutchland, 3 y Vols. 
Stuttgart.1891.



i Gallathea. See Lyly.

M  Gammer Gurt011*3 Needle. T.F.T.

n, Game at Chess, The. See Middleton.
r,n Gamster, The. See Shirley.

A
/ Gascoigne, George. Poems. Ed. W.C. H az litt ,1875.

&
Jerusalemme Liherata, La. Tasso. Ridevuto dal Prof. Pio 

Spagniotti 2d. Ed. Milano. 1898.

Glass of Government, The. See Gascoigne.

Glapthorne, The Plays and Poems of Henry. 2 Vols. Lond. 1873.

Gorboauc. Early English Drama Publications. 1906.

>(j God's Promises. Dodslev, Vol 1.

11 Golden Age, The. See Heywood.
Fiv4

Godly Queen Hester. Farmer^ anonymous Plays.

/> Green’ s Tu Quoque. Dodsley Vol. 11.

Greene, L ife  and Complete Works ofvRobert. Ed. Grosart,1881 
to/f|3 , 15 Vols. '

!3 Great Duke of Florence, The. See Massinger.

■v Grim\ the do llier of Croydon. Dodsley Vol. 8.

n G r iss i l ,  the Comedy of Patient and Meek. Malone Soc# Reprint,

\<? U/AY 1909.
Gawdian, The See Massinger.

f? G u ll’s Horn Book3 The. See Dekker.
I

I Hamlet. See Shakespeare.

Heywood, Thomas. The Plays of Heywood are contained in one or 
other of (1) Pearson’s Reprint, 6 Vols .1874 (2) Shakes­
peare Society Ed it ion ,1842 (3) The Mermaid*^ Series ̂ Ed. 
A.W. Verity, (4) Nobody and Somebody, T.F.T. 1911 (5)
A Challenge fo r  Beauty, Dilke Old English Plays Lond.1814

Henry 5* the famous Victories of King. Preetorius facsimile 
1887,

8 Henry 4. Pts. 1 and 2. See Shakespeare.



m

I Henry6,  P ts  »1 See  . Shakespear e  .

l' Henry5. See S h a k e s p e a r e .

-y He i r ,  The .  D o d s l e y , V o l . 1 1 .

0  Hey f o r  H on es t y .  See Rando lph .
1

H e r c u l e s , T h e  B i r t h  o f .  Malone  S o c . 1911.

) 0  n i p p e i s .  S e e  A r i s t o p h a n e s .

Hog Hath L o s t  h i s  P e a r l , T h e .  D o d s l e y , V o l . 11«

)L,\ Honest  Man’ s F o r t u n e , T h e .  See Beaumont a,nd F l e t c h e r ,  

i/ i i o r e s i e s  , Brandi  ’ s O u e l l e n .

Hof fman,  The T r a g e d y  o f .  T . F . T .  1913»

; p Honest  Wh©ye, T h e . See Dekke r .

_ Hoi l a n d e r , T h e . Se e  G l a p t n o r n e .
\ \>

■f
m Hor r ib  i l  ic  r I d r i  f ax  . D eu t s che -Na t  i o n a l  L i t e r a t u r ,  Vol  . 29 .

*

Humorous Cour t  i e r , T h e  . So© S h i r l e y ,  

if Humour out o f  B r e a t h .  Nero  and O the r  P l a y s , E d .  A. W. V e r i t y .  

Hyman ’ s Tr  iumph. See  Dan i e  1 .

I I f  Th i s  Be Not ( j ood  the D e v i l  is  in i t .  See  Dekker .

n/ I f  You Know Not  Me You Know Nobody.  See Haywood,

i r on  A g e , T h e .  See  Heywood.

I n s a t i a t e  Count es s ,  The . See Mars t o n .

If I p h i g e n e i a .  Malone  Soc .  /¿f/y

Jack S t r a w .  D ods l e y ,  V o l . 5 .



James 4. See Greene.

Jack Drum's Entertainment. The School of Shakespeare Vo. 2 

i Jealous Lovers, The. See Randolph.

*, Jews' Tragedy, The. Bang. Vol. 40.

John a Kent and John a Cumber. Shakespeare's Scy. 1851.

L Jocasta. See Gascoigne.

/, Jonson, The Works of Ben. Ed. Cunningham,Reprint, Lond. 1904. 

John. See Shakespeare.

John, The Troublesome Reign ot King. Praetorians’ Eac. 1888. 

fi Jovial Crew, The. See Brome.

Julius Caesar. See Shakespeare.

Just Ita lian , The. See Bavenant.

f King and no King, A. See Beaumont and Fletcher.
¿Uwi y  krrtkfk*--,' rk , V, i

3 Knight of Malta, The. See Beaumont and Fletcher.

V  Knack to Know a Knave, The. T.F.T. 1911.

U Knight of the Burning Pestel, The. See Beaumont and Fletcher 

Kyd, The Works of Thomas. Ed. Boas, Ox. 1901.

I Lady Alimony. Dodsley^Vol. 14.

Lady's T ria l, The. See Ford.

% Larum for London, The. T.F.T. 1912. 

d Lear, King. See Shakespeare.

Leir, The True Chronicle History of King. Malone Scy. 1907.

L Locrine. T.F.T. 1911.

London Chaunticleers, The. Dodsley, Vol. 12.

0 Looking Glass for London and England, The. See Greene.

7 Look About You. Dodsley, Vol. 7.



Love's Pilgrimage. See Shirley.

4a L<>ve-S'ick King, The. Bang. Vol. 18.VO ;

_ ^ Love 1 s Cruelty. See Shirley. 

h! Love's Labour's Lost . See Shakespeare.

Love's Metamorphosis. See Lyly.

Love's Masteries. See Eeywood. 

i, ; Love Tricks. See Shirley.

I Love's Sacrifice. See lord.

Love-Sick Court, The. See Brome.
f# *

w  Love's Cure. See Beaumont and Fletcher.id
"I | Lover’s Melancholy, The. See Ford. 

f0 Lost Lady f The., Dodsley Vol. 12.

I Macbeth. See Shakespeare.

Macbeth. (S ch ille r 's  Translation) Deutsche National- litteratu r  
Vo/. 123 Part 2.

V Mad Lover, The. See Beaumont and Fletcher.

3 Mad Couple Well Matched, A. See Brome.

r  Mad World, my Masters, A. See Middleton.

Magnificence. See Skelton.

. *. Maidenhead well lost, A. See Heywood.|V"N
... y  Maid in the M ill, The. See Beaumont and Fletcher.

/
p jy:‘ Maid's Tragedy, The. See Beaumont and Fletcher.

Maid's Revenge, The. See Shirley.

/ Magnetic Lady, The. See Jonson.

Of % Maid's Metamorphosis. See Lyly.
I

/ ): Malcontent, The. See Middleton.

^  Mary Magdalene. See Digby Masteries.
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Match Me in London. See Dekker

f.t Match at Midnight, A. Dodsley Vol. 13.

^ Marriage of Wit and Wisdom. Parmer, ty! 4norsymous plays, 1809

h  Massinger, The Works of Philip. Ed. Gifford, Edin. 1813.

Marston, The Dramatic Works of. Ed. J.O. Halliwell. 3 Vols.
1856.

: * Mayor of Queenhorough, The. See Middleton.

yLi Merry Wives of Win dsor, The. See Shakespeare.

v b Merchant of Venice, The. See Shakespeare.

>v Measure for Measure. See Shakespeare.

7$ Miles Gloriosus. See Plautus.

Michaelmas Term. See Middleton.

Midas. See Lyly.

'U Misogonus. Ed. J.S. Farmer, 4nonymous plays, 2d. series, 
1905 - 8.

n Misfortunes of Arthur, The. Dodsley Vol. 4.*y)
,, Midsummer Night’s Dream, A. See Shakespeare.

Middleton, The Works of Thomas. Ed. Dyce, A. 5 Vols. 1840.
V W *
<ir Miseries of Enforced Marriage.The, T.E.T. 1913.

3$ 4-
-/ MnnRieur T'hnma.e See Beaumont and Eletcher.

Nash, The Complete Works of Thomas. Ed. Grosart. 6 Vols. 
1883-1885.

•y Nature. Brandi’s Quellen.

Nero. Mermaid^ Series. ’’Nero and Other Plays”. Ed. Verity.

Monsieur D ’Olive. See Chapman.
dO^-f -¿ie- *'A -Ax*-*. ( ••

More Dissemblers "besides Women. See Middleton

>n 11 Much Ado Ah out Nothing See Shakespeare.
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Lj New Academy, The. See Brome.

New Inn, The. See Jonson.

New Way to Pay Old Debts. See Massinger.

New Wonder, A. Dodsley, Vol. 12.

Nohle Gentlemen, The. See Beaumont and Fletcher.

IY Northward Ho. See Dekker.

h) Nobody and Somebody. T.F.T. 1911, and See Eeywood.

Northern Lass, The. See Brome.

No Wit, No lielp like a Roman's See Middleton.

) Octavia, The Virtuous. T.F.T. 1912.

3 Old Law, The. See Middleton.

Old Wives1 Talé, The. See Peele.

Old Fortunatus. See Dekker.

i Opportunity, The. See Shirley.

L: Orlando Furioso, (n See Greene.

-  Orlando Furioso.,,^ See Ariosto.

Orbecche. Classici Ita lian !,  Vol. 132.

- Othello. See Shakespeare.

\ Parson's Wedding, The. Dodsley, Vol. 14.

Parasitaster. See Marston.

v  Parnassus, The Pilgrimage to, and Return from, Parts 1 and 2. 
Ed. Macray. Oxford. 1886.

 ̂ U Pastor Vido, I I .  Classici Ita lian i. Vol. 129.

¿ Patient G rissil. Shakespeare's Scy.

; Peter Squent^. Deutsche National»L itteratur Vol. 29.

4 Peele, George. Works. Ed. A.H. Bullen, 2 Vols. 1888.
;

Pedantius. Ed. G.C. Moore Smith, Bang. 1905.
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f  Perkin Warbeck. See Ford.
v

¡i Philotas. See Daniel, 

iv Phoenix, The. See Middleton.

¡fj Philaster. See Beaumont and Fletcher.

, Platonic Lovers, The. See Davenant.

/y Plautus, Comediae Ed. Umpfenbach, Berlin, 1870.

Ig Promos and Cassandra. T.F.T. 1910.

Poetaster, The. See Jonson.

Poenulus. See Plautus.

, Prodigal Son, The. Malone Scy. 1897.

5 Queen of Corinth, The. See Beaumont and Fletcher. 

i-j Queen’s Arcadia, The. See Daniel.

I pQueen, The. Bang. Vol. 13. 1906. 

y Queen and Concubine, The. See Brome.

Queen's Exchange, The. See Brome.

Rabelais. G-arg&ntua and Pantagruel. Oeuvres de Rabelais. 
Paris, 1858.

Ralph Roister Doister. Dodsley, Vol. 3.

3 Rape of Lucrece. See Heywood.

y ^  Rare Triumphs of Love and Fortune, The. Dodsley, Vol. 6.

Rebellion, The. Dodsley, Vol. 14-,

Renegado, The. See Massinger.

Y '• Revengers Tragedy, The. See Tourneur.

* t  Ricardue Tertius. m .  Shakespeare*^ Scy. 1844.J 'I;
Richard Earl of Huntingdon, The Death of. Dodsley, Vol. 8.

■■'v 1 [ f
i ]  l i  Richard Earl of Huntingdon, The Downfall of. Dodsley, Vol. 8.

tys
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t<. Randolph, Thomas. The Poetical and Dramatic Works of.
Ed. W.C. Hazlitt, Lond. 1875.

I# Richard Duke of York, The True Tragedy of. Praetorifcus Pac. 
1889.

K Richard the Second..?: , See Shakespeare.

:■ ,j Richard 3. See Shakespeare.

Richard 3, The True Tragedy of. Shakespeare's Scy. 1844. 

Rosmunda, La. Classici Ita lian i, Vol. 129.

H Roaring G irl, The. See Dekker.
£f

Rowley, William. See under separate Plays.

}a Royal King and the Loyal Subject, The. See Heywood.

 ̂ Sapho and Phao. ' See Lyly. 

b SatiremHastlx. See Dekker.

St-, Patrick for Ireland. See Shirley.

Schauspiele der Englischen Komodi&nten. Deutsche Natiorial-
Litteratur^Vol. 23.

Scornful Lady The. See Beaumont and Pletcher.

Seneca's Ten Tragedies. 1581. Trans, various authors. Spenser's 
Scy. Reprint. 1887.

I Sejanus. See Jonson.

Selimus. See Greene.

Shirley, J. The Works of. Ed. Gifford and Dyce. Lond. 1833.

Shoemakers' Holiday, The. See Dekker.

Shepherd's Holiday, The. Dodslay Vol. 12.

* Shakespeare, The Works of. Temple Ed. 39 Vols. Lond.

Silent Woman, The. See Jonson. 

a Sir Giles Goosecap. T.F.T. 1912.

!<'; Sir Thomas Wyatt. See Dekker.

Sir Thomas More. Ed. Dyce, Shakespeare \  Scy. 1844.



i I  s ir  John Oldcastle. Malone \  Scy. 1908.

/if Silver Age, The. See Heywood.

fif Sisters, The. See Shirley.

y > Soliman and Perseda. See Kyd.

y-ti Sparagus Garden, The. See Brome.

? 5 Spanish Tragedy, The. See Kyd.

<*> Spanish Gipsy, The. See Middleton.

Stai>le of News, The. See Jon son.

; ? Summer’s Last Will and Teatament. See hash. 
eK

n Sufeiling, Sir John, Works. 2 Vols. Lond. 1670.

U Supposes. See Gascoigne.

Tale of a Tuh, The. See Jonson.

Tamburlaine the ^reat. See Marlowe.

1 Taming of a Shrew, The. Praetori^us Fac. 1886.

Tempest, The. See Shakespeare.
/

Thracian Wonder, The. See Wehster.

Three Lords and Ladies of London, The. Lodsley Vol. 6.

¿4 Three Ladies of London, The. Lodsley, Vol. 6.
■

Thoma s Lord Cromwell. T.F.T. 1911.

Titus Andronicus. See Shakespeare.

’Tis f i t y  She’s a Whore. See Lord.

Tourneur, Plays and Poems. Ed. J.Ch. Collins. 2 Vols. 1873. 

)V Traitor, The. See Shirley.

Trick to Catch the Old One, The. See Middleton.

Triumph of Love, The. See Beaumont and Fletcher, 

j ; Trinummus. See Plautus.

Transformed^ Metamorphosis, The. See Tourneur.



Trial of Chrivalry, The. T.F.T. 1912.

Troilus and Cressida. See Shakespeare.

Turk, The. Bang. Vol. 37.

Tugend- und Liebes-Streit. See Schauspiele der Englische 
komo'dianden.

Twelfth flight. See Shakespeare.

Two Wise Men and A ll  the Rest Bools. T.F.T. 1913.

Two Uoble Kinsmen, The. See Beaumont and Fletcher.

Two Angry Women of Abington, The. Dodsley, Vol. 7.

Two Lamentable Tragedies. T.F.T. 1913.

Unnatural Combat, The. See Massinger, 

dValiant Welshman, The. T.F.T. 1913.

Very Woman, See Massinger.

Viollet-le-Duc. Ancien Theatre francais. 10 Vols. Paris,, 
1854-7. * A

Volpone. See Jonson.

Virgin Martyr, The. See Dekker.

Wallenstein, Albertus. See Glapthorne.

Warning for Fair Women, A. The School of Shakespeare, Vol 

Webster, Works. 4 Vols. Ed. W.C. Hazlitt, 1857.

Westward Ho. See Dekker.

Weakest goeth to the Wall, The. See Webster.

Wedding, The. See Shirley.

White Devil, The. See Webster.

When you see me, you know me. T.F.T. 191c.

What you w il l .  See Marston.



Whore of Babylon, The. See Dekker.

/jL Wit of a Woman, The. T.F.T. 1912.
YI

W  Witches of Lancashire, The. See Heywood.

}, Winter*s Tale, A. See Shakespeare.

s Witch of Edmonton, The. See Dekker.

Wisdom of Dr. Doddypoll, The. T.F.T. 1912.

Witty Fair One, The. See Shirley.

' ij Wise Woman of HogsdoS. See Heywood.

Wit in a Constable. See Glapthorne.

} 3, Y/idow’s Tears, The. See Chapman.

¿nkL. Witch, The. See Middleton. 

fjg Wit at Several Weapons. See Beaumont and Fletcher.

■ Wit Without Money. See Beaumont and Fletcher. 

fj Widow, The. See Middleton.

Woman in the Moon, The. See Lyly.

W  Woman Hater, The. See Beaumont and Fletcher.

Woman is a Weathercock, A. Dodsley, Vol. 11.

Woman k illed  with Kindness, A. See Heywood.

Women beware Y/omen. See Middleton.

Women pleased. See Beaumont and Fletcher.
W
*>'• Wonder of a Kingdom, The. See Dekker. 

y  Wounds of C ivil War, The. Malone Scy. Reprint. 1910
ft /  /  /.-» C 4 ■>'} /  a 4 ■ - f i "  I ? *

York Plays, The. Ed. L. T. Smith, 1885.

Your Five Gallants. See Middleton.
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I N D E X .

(This index contains references to the previous work,to the 

c r i t i c a l  passages from the dram at 1st s , etc and to '¿he pr inc ipa l

passages which deal with the g rea ter  authors. )

U  J  /Up

Beaumont and FI etcher , 188- 191, 213,215-216, 234-235, 276, 296-297,

324.

Brome,102,196,301-303.

Chapman, 1034) 184- 185,233, 246, 291 .
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