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Chapter 3. Style and Diction.
Style.

l. General.F.219.

The scops of this chapter is limited do a description of some of
the features of siyle peculiar to the dramatic prose,and to providin
examples of the contrasted styles,and of certain parts of the dictiam
Most external lInfluences appeared faintly in the dramatic prose.

The connexion between dramatic and nondramatic prose was loose.

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

uUse in drama. Tie influence which determined the form of the dramat-~
ic prose was its use In the theatre. This caused simplicity ana
clearness ol structure. Hence the sxcellence of the dramatic prosse,
wh ich snarsd fr?shnsss and vividness of diction with oither parts

of the Elizabeihan literature. Hach style of prose thati appsared

was attached to some ons use of the prose:ihe development of dramat-

ic prose was largesly a division into ssparate styles. There wers
different classes of dramatists,who had dilferent purposes. Each
of these elaborated one special style,thougn using ths others also.
All these siyles were davalopmenté of the native original prose, |
thouzh in the ena they differed widely from one another. sfter aboul
the time of Shakespeare's death new kinds ceased ic be evelved.

Tha dramatists are divided here,for the purpose of considering

prose stiyles,into(l)The Pre-Shakespeareans, in whom the prose nhad
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a stronug reelistic tendency:(2) Shakespeare:(3) The later real ists-
Middleton,Deklier, 6tc. : (4) The scholarly dramatists -Jonson and Chap-

mans,especlially: (5)-eaumont and Fletcner,and tre school which iturnsd

to imitate manners.

2. The rre-Shakospoarsans anud ths later realistic school.P.236.

The necessary limits of aramatic spsech:it can never be an exact
copy of orainary speech. Examples ana wiscussion of the early
styvles according to use:tne spesch of madness,humble characters,
fam il iar conversation,a plain average style,the sarly larcical styly
the early influence of Lyly on this:the devslopment of the farc-
ical siyle. The comic siyles used {o es<press inadividual characier;
the disappsarance of the early verbal devices:cne speech of 'hum-
our' cnaractars,plaln and mannered:ine proiessional argot (Lne
dialectis and ioreizn jarzons aye dealt with later). The tendency
towards pl ainness,whicn was sver being frusirated. An example of
such a frustration is found is Marstop's diction. Tne style of thg
Caronicle History prose. Ail these styles were continued,with
modifications,side by side with the new,till the end of the drama.

3. Shakespeare and the High Comedy style.P.Z268.

———

This is Shakespeare's main contributiion to dramatic prose. Uis-
cussioq of this style. The influence of Lyly on it,tarouzh the
speech of the upper classes. The style of the lettexrs in ihe dramna

(1)plain, (2)auphuistic, (3)'court’' style. Tae development of ine
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nigh comady styla}aftar Shakespeare:its increased use in the later

drama. The real istic imitaticn of the speeoﬁ of the court,and the
parody of affected speech.

4.0ther styles and summarV.p.x<ol.

Oratorical prose:serious piovss:pecetical and slevated prose.Ths
temarkable range and adaptability of the prose:ihe power #nich
most dramatists possessed. io vary the siyle is surprising. Examples
of different styles in the same author,with soms discussion of

individual stiyles.

The Diction,especially of the farcical prose.

5. GCeneral.r.303.

Dafinition of diction as used in this enquiry. The three tendenc-'
is3 in the diction,tc plainnesg,tc elegzance,and to eccentricity.The
condition of tne English lanzuage at the ftime:its plasticity and
ruceptivity. A diflerence bstwesn the Elizabethan and the modern
English word. The manner in which the tendency lowards plainness
was continualiy peing frustraied by new additioms of words. An il-
lustration of plain style. Some ciscussion of the tendency to olegam
6. Ths diction of tne farcical prose.r.317.

The use of curious diction in drama discussed. Tne principal de-’
vices in the comic dic*:ion. Some of these paralieiled in othner

dramas. Examples of similar diciion from Aristophanes, Long comic




o ol

words in the Elizabethan drama. The structure of tnese Latin z==
rather tnan Creek,resembl ing Plautus' formations. Tne iniluence
of Rabelais. An example of macaronic spsech. The introduction of
foreign words in their nativelform. s use of dialect and proksen

English. A list of jargon parts:illustrations of these:stammering:
the use of colloquialisms;gipsy glang and peggars' cant:'Rear-
ing' speech:profsssional jarzon:These daevices are connected with
the expression of individual character. There are others of a
diffierent kind - pesides the long comic words. Such are the use oi
rhyme,alliteration,antithesds,verbal mistakes of various kinds,
pung and double meanggs,the manufacture of a cognate ob jsct,re-
poat ition of the same word or phrase. The use of words berrowed

from atfected speech:the neaping of synonyms and equivalenti phrases.

The diction of the parody of afiscted spesch.
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Chapler 3.

STYLE &A¥D BDBiecTIo
|, In dealing with the styls of tne prose of the rlizabeihan Drama
Qa find ourselves conironied with fegtux@s which are comnon ©o
the wiols speech oi the t;m&’to;utnax witn Ieatures wnich are
peculiar to the dramaiilc prose ,or snormously exazgerated in it.
ihe caaracteristics wiich aré Coiumoun 10 the wanole Eiizabetnan 1it-
erature will not pe ireated nere ,except tncideniallysit is tne
silecis tpat are confined to the dramatic prose,or which appear tngé

in theiy most striking form.which will be axamined. For example,

the powar to vary the funciion of a word at will which Elizabethan

ik
Englisa possesgsed o such a remarkarnls aegres is found in the pEase

oot

as well as in tay sana therefore receives no spscial mention: |
winile ,onl The other hand,fnc secular fLendesncy 1o Swek curious dici-
ion,wnich appsars in the whole literature in varying lorce,cakes
nocable forms and has definite uses in the dramatic prose,and is |
accordingly dealt wiith in some detail.

The dramatic prose,as a waclo,was under vis Same .nfluences as

Were moulding she language of the t.ime,botn spoken and yr;ttsn.

Thus in its style and diciion the same «<:nd of Classical and [tal~
jan infiuence is found. Bul thuse inlflusnces appear in most ol their

forms much more faintly in tne dramatic prose than in otner 1it-
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eraturevsbocause ihe dramatic ovrose is first and chiefly an imitat-
atlon of actual spesvchsand its form ig principally governed by the
inmediate uses 1o which 1 1s put. The sxternal influencas,novwever,
when their oifects haposn to be ussd ifor special purposas.somne-
tines exer. a paramount inrce upon the form. The parody oi Lvly and
the imitation of tne nigh-iiown specvoch of the court ars good ex-
ampless;classical and learned diction appearing in abundance in the
proge of these kinds.

[t is perhaps singulas that,with fercos aetiwms [{rom abjioad,not-
acly Italian and}}azerISpanish.acting with such fimpetus on the
drama,:ihe inflluence of iness languages upon the siyle and diction

I ae ao
of tn8 prose should me===—==rss conl:.ned th=m it is. [taiian plots,
and’after about TSIOISpanisn plots,were used in large numbers;
and , ior exampio in Chapaman, French stories or motives were used
tn the same way. The plays whose characters have [talian and Span-
ish names are extremely num2zous,even Wwien The plol is a pure in-
vention of the author. Buit the characiors,sXxscepi Lhose whose
national ity 18 smphasized [or soue COmMIC PUIXPOS8,ale in their nature¢
reayly alwayvs Englisnynot a trace of local colour renalilng ,as a

rule: tne I[talian dukes and duchesses,the Spanisif kings,and the

Machiavsll ian adveniurers becoume as English as Shakespeare's Rom-

anil

an citizens Athenian workmendé And tnsir speech ig 1n accordance.
!
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dpen hey arae initroduced with their national ity sfamped upon ifhen
1t 18 nearly always as caricatures of forsignets, speaking jargon

and exaggerating the peculiarities and nabits of their nations

to provide farcical matter in the interludes amony more Serious

" * L . : .
action. Hencs the elifect of Itfalian ,french and Spanish on the

ul

dialogue(ather than del iberate jarzon)is swmall. Marston may intro-
duce a few itallan woxrds and phrases,or Peauroni and rletchsr a
Spanish word nerye and there;bui most of these do not assimilate
to the genoral style so far as to bocome part of the regular dict-
ion,excopt in nunbers comparatively small. Broadly speaking,any
aftect which [tal ian and Spanish and other exiernal sources had
on the stvie and d;ction of English at this tlume came rather throug
the nondramat ic lxte:atuza)and the dramatic biank versa, and tha

actual language ol ordinary Lifs,tnan through the prose that is

i
found in the plays.

*Tha intention of tae auvhorys of the plays is clear ifrom various
eAamples that occur. aug in nenry*Btne Daupnin and tns other
Frencn nobles speak ordinary Engilsn,as a rulegbut Katharine,ine
yzupnin's sister,uses French jarson. [n Jamses4,ths king and nis
court speak in ordinary Elirabethan Engl ishibut Bohan,who is no
more Scotch than they,usss Scoiiisn formg-winile he rswains coaic.
ISee Murray, The Infiusnce of Italian on the bnglish Literature of

the 16:.h Century fer a sampls 1ist of {tal ian words introduced at
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For the saue reasons tanat external influences which wera acting

on the literary language appsar oily in sofftened forms or under

special circumstances in the dramat.c prose,olher developnments

J

in the contewporary literaturs azs often scantily refliscted in
this latter. There is ,indsed,a very looss connection between drama-
tic and non-dramatic prnéa. For axampls, in dlotiog,tha latersiztesnth
contury habit of comb:ning pairs of synonyms to eéprass one idea
is not qupd pecepticly .n the dramatic prose.

fhe fact that the dramatic prose was something very dil erent

{rom the nondramatic is vasily sesn ov comparing the two kinds
-Ln most authors wno wrote In cota. Lyly is oulte exception al %and
6raana L8 somewiat exceptional ,as nae sicod at the Leginning.and
there is tne same alternation betweon Eupadistic and non-suphuisi-
1C siyles in nls dramatic and nonarama!ic prose, though the dramatic
diliers cons:ideraply Irow the cthaz, [hs urose prologues and splse-—
iogues wiich wers so0 compon ars olfen remarkaoly differant in styls
fzrom the prose ol the accompany.ng dranas,and any ol tnsse woula
S9IVe as u;ahp;a;. Dex.or,with hisz large practice in nondrawmatic
prose and his fonaness for prose In drama,being also of the middie
pariod,serves exceiientiy w0 illustrate the dilfsrence bstwsen

the two. Jithout our coinzg so far afield as nis pamphlets iiis

serious ambitious stvis may be seen in Ths Addrsss to the Readsr

eSS T imo.
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prefixed to Tae Whore of Rabylon:- The general scope of tnis
dramat ical poem is to set fortn ,in trovical and shadowed colours.
the greatnoss,masnanimiiy,constancy.clumency,and other the incom--
parable XZXIues navolcal virtues of our late Cusen:anu ,on the
conirary part,the Inveterais mal ice,treasons,machinations,under- "
minings,and coniinual bloody stratazems,of that purple whore of
Rome, itc ias taking away of our pPrinces' lives,and utter sxtirpat-
1on* of itneir kingdoms. Waerein, if accoraing to the aigniiy of the
sub ject | have noi given it lusirs;and,to use the painters'rhet-
oricsdo so fail ihat ii is not tec the iife.let this eXcuse me -
that¢ the pyramid upon whose iop tne giorious rolgn of our deceas-
ud soverulgh was mounted sitands vet so higa and so sharply pointed
towards ths clouds ihat tne art of no pen is able to reach 1T .
The stream of her virtues is so immeasuraole thai the Iarther they
are wadsd into,the farther it is (o the botfou.

Hig more fami:idar pamphlet style is seen :n (The Culls' lLormnook,
p-254):- To conclude,hoard up the {inest playscraps you can got,
upon which your lean wii @ay mosi savourly fapd, for wanc of other
stufi,when the Arcadian ana LEupnuired genthewonsh havs their
tongues sharpenea to set upon you:itaatl qual ity,mext to your shittis-
cock, lg the oniy furniture to a courtier that's but a new bseginnsr,
and 18 but in hig A.3.C. ol compliment.

L

" ; i a3+ e BT ) 112 0 mptied
the next F£@”J5 that are ifiitied alier ihe £;djﬂ¢ﬂ&ws are smptie



224

are,o0r cught to be,Tavorns:into a tavern sthen,lei Jus march,woere &
the brains ol one hogzshead must bDe peaten out to make another.
dith the wolght and lengih of sentence,as well a3 the abstractness
and oiher qualities ol the diction BRY in soih those passages any
part of Lekker's dialogue stands in contrasi. This from lhe Hon-
gst Wwhors ,rPt. l,p.71,will serve:g-
WiFk O watch.,good George,watch wnich way the Duks comes.
CLORGE KXayssATXCOMBSAXRIIUNLA (TRisxkwaxR:< Hore comes one of the
buttssrflies-ask him.
WiFE Pray,sir,comes the DUEE tanis way?
PICRATIO He's upen coming,nistress.
AIFfE [ thank you,sir. (£Exit Ploratio.) Gecorge,are Luere many mad
folks wnaﬁ&‘tuy master 1isea?
GEORCE © yesj;ofl all countries some,bui especially mad G;aeks. They
swarme Troth,mistrees,ihe world is altersd wita you. You had
not wont to stand thus with a paper nunbly complaining. But
you'rs well snougn ssrved:provender pricred you,as it does
many of our civy wives busides.
Thao styjle agamawstvas ol the ordxnary%nndramatlo prose was far
romoved fros the speeon of life.,and aquiis unlicted Dy several
qual it.ies for use as dramaiic pProsso. lis unsuitaaillty is seen in
an axdaudingly undramat ic and unskilful play,-the 'Comical Moral'

. T y o . ~ ATYE < . at a k¢
Two Wise Men and All The Rest Fools. It contains gome atiempt 0
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imitate real couversation(e.g. 8 Edr),but is generally in alu
average literary style:tne unfitness of literary Elizabethan
Englisn aven for scrious speschss is shown oy thae intolaracls
monovony and diffuscness of the result. The {irgt speech,which
sufficliently asmcnstrates the truth ¢f these rsmarks ,runs:-
PROBERIO How much ws thai have becn travellers differ from other k
kinds of people! So soon as wu arrive ,we are attended to the
Rourse °r rendezvous ol mercnanis. Thers we walk as if tas whols
worbd nath need to be inforumcd,yea,and dizscied by us in umatters
of greatest momenti:suchh as8 is traffic anga commerce with foreicn
unations,and the state and dilsposition of these kingdoms thgouga
wihiich we have passed. for it may be we cau give intellizence of
preparations and invasions. #e can demonstrate iheir sirength and
nmunition. We can numper the.r captains and penerals. we can dis-'
cover their designs and confederates. And ,{inally,we can lay plots
to cross and maxe void all their purposes and stratagsms,which
these homebred and countryspun psopls can Bever attain unto. Tnere-
fors by good right we are had in estecom and special raquest,and
courteousiy received of coumcilloxs of siate WAGrover ¥e coms. W
Neithsr do we tie ourselves to any one doeminion mors ihan anccher,
but indifferently Hexss io all sﬁaaeé we deliver Iresly the con-
dition ol every nation. And the ppace we fall into 1s our nass-

boloved so long as there we tarry,and not a minute longer. We
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obligs ourselves to no princs. for gold nor for zain,nor ba peng- *
ioners w0 any monarch:but with desire to see mors we pass tnzough
all governmenis,unchoecked and uncantrolled,bacause we talke part
with none,olfend nona,nor are falss to any. and this life we

love above all lives,not content with any life but that which \
seeks another life.

Lialogue in this siyles was necessarily so slow inat s9ven acts
#are nesded to completae the plot,if{ the slignt entanzlienent in
the piece can no called a plot.

The influences which were moulding nondranat ic prose appear so
foebly in inhe dramatic because there was anoiher more powerful
forcedthat was gouldinz tuis. In some respscis tos aramatic prose
as a wnola 1Is supsrior to the nondramaticiShakespeare's prose has
ovan peen compared with his verse (o the disadvantage of the
latter? Without going so [ar ,and W1%?Ut venturing to make a

coemparison petwsen the two kinds of pross =2ven,ocnse can see tnat

*Ch. Collins,Shakespeare as a prose wriisr,p.206. "He may observe
that, in one or ¢wo poinis,his prose contrasts very favourably with
nis verse. His verse,in n.s latest style at least,is frequentily
obscurs,perplexi,and abrupt:iiis prose 18 uniiormly smootin and
lucid. His verse abounds in solscisms and anacoloutha:his prose is,
with few exceptions,singularly correct,and is marked by much

greater purity.both in idiom and phrase. His verss 1s fulli of
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the influsnces acting on the dramatic Prose ware onound to ne in
tha end,thouzn perhaps not alwars tmnediately,entirvely wholssons.
I'ne great ovxcelionce of Elizabethan prose ,speaking with a wids
woneral ity nay be said o oe its vividness and energy of diction
and phzase:iis ohtaf dofect,requent intricacy and uniieldiness
of construction. Tae excsilence the dramatic prose shared equaliy
with thewndramatic,ano inaeed with all parts of tha Literature.
The dsfects of,ihirlcata and cumbersoms sitrzuciure wgeme banished
from the dramatic prose py the absolute necessity that drama is
always under of peing undersiocd immediaisly by a larze audisnce.
Tha oest,and indeed 2ail but the worsi.dramatic prose is vivacious
and clear. Ornament may be apsent from ihe original and humoler
kinds;and may bo exchanzod for tyxappings in wmany places:but the
pDeStythe hizn comedy ana elevated prose ,especially, dB2equal in
elogance ,a28 well as enezrgy and clearness,to any prose,not mereliy
of the time,but of all English literature. No douct the realistic

impul se which kept the drapnatic prose in close touch witn actual

mannerisms,and of manuerismg walch are not always pleasant:bus his
prose 1is always easy and natural. In a word,nis most characieristic
prose is,repgardad merely in relaition to compos it ion,dec idedly sup-

erior to hig mogt characteristic Werse.
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Spwecn is E=m Lo some extent resconsinle for its axcellent clearnes

as wWwel.l a® the necessity of being comprehended at once and eniire-
iy. The same inpulses acted on the varse,and wiro part cause of the
clder verse peing supsrseded by such verse as Fletcher's fand the
directness and saimplicity walch appeared in the whols literature
in tae latter nalf of tne ssventsenth century proiubly owed some-
thing to the high comedy and plain stiyles of the prose in the drama
in the first nélf,as woll as to the verse of Fletcher's school.

ine growth of the prose style is stricily relatea io the devslop-
ment of the verse(Seepp.#-/f)). lieither venicle ,but the combination
i the two’was the medium of most of the drama, and the form of
neither can be fuliy explained without rsferaence to ths otasr. It
was the existence of prose [or necessary pusiness,familiar con-
versation’and farce’tnat ena-led Shakespsare and hils fellows o
m;intain the postic asights of the verse,w;:c;?%;rgaly disappeared
in acted plays where prose was abandoned. Wilhout Lhe prose tasy
would have had Lo resort early to some such verse as Fletcher's,
or would have haen compelled to alter radically the character of
the drama. The prose is at all periods a worthy peer of the verse:
it olten has humbler duties to perfcrm,and its excellencas are

diflerent e:cellences,bui they are none the less real,especially

as they were the conditions oi the exccellencss of the verse. The



q
L4

dignity, Bweetnes+m elevation of the verse could oRly be main-

:tained by the ease and naturalness of the prose; and the eon-
ttrastb etween the two iz necessary to s how the excellence of
each ( See page /7 ),

It is not possible to descrive the style andg dietion of
dremafic prose in such & way as to ind udﬁé-cferenco to every
author and play, becauss the style of the speech is always an
-ind. call on of the character of the speaker, and the characters
represert ed in the Dramsa vary in innumerable ways, Moraover,

" the style of speech 1s always relative to the use to which the
speech i3 put; 8o 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 prose ars simple and faw, but soon a number of general
styles, each suited to the separate uses of prose, appear.

But it is possible to show an increasing power of adapting styls

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

be traced.x

® In Chapter 2 will be found a number of scattered referencaa/
to the prose-style, which were inserted where they were re eded
to throw some 1light upon the manner in which the prose was used



Anotlre reason that no single development of prose is to be
found 1is that the dramatists had at dif ferent times different
purposas in their drama, and may be divided according to t hese
purposes into different classes or sehools. With the rise of
®ach 8 chool a new kind of prose is found : no school aoéfif:ﬁé
itself to one kind, but mmong the various kinds which all the
middle and later authors uss there iz ona kind which is most
intimately co nne cted with each school,

Among the multitudinous elements which entered into the making
of the Iully-devolopad Elizabothian Drama, the parts which were
derived from the {utarludaa of Qemic Qiay by which the clown
forced his way into the MOrality Plays were the most original
and natuve, It is in thesoéﬁﬁgi::égins that the prose is most
frequently and naturally used. Originally comic, this element
developed, at first, on lines of naturalistic simplieity , and
when Comedy rose to a pesition of dignity this rezlistic  imit-
;ation of contemporary character and %%nars remained its key-
note, Any method except one which treated all the kinds of
prose as elaborations of a crude rezlistic copy of actual speech
would go astray.

Nevertheless, while all the kinds of prose were developments
of this farcical and naturalistic imitation of humble conver-
;sation they t ravelle d a lorg way from it. Regarded in
contrast with onﬂénother the kinis axhibit a wide dlvergence,
because the Elizabethian Drama was a literary effort. It must

be compared rather with the modern novel than with the modern

Drama ,
in contlast with the verse




The Drama throughout its carser tended +o form types, Lypas

in constmction, types of character, and types of e xpression.
The vital force in it continually burst through its ever-frash
*:mmmels’and ran in new directions till it had exhausted itself.
It is only when this force had spent its energy that we find

a coalescance and erystallization of types. From this time on
theie degeneration can be traced. The climax can be seen in
all parts of the dramatic art at the same time. After this
point the blank verse as a whole began to degenerate, and rew
types of character and even new kinds of situation coase.%-’fbo be
produced, Similza.rly, new kinds of prose continued{to be evelved
tilli the apex was reached; and from then, about the time of
Beaumont and Fletcher’s meridian, the types remained stationary
and then tended to run graduslly together again into a few
uniform genera, just as in the early period there had been only
one or two uniform atypes of prose, The subtleties of prose-ull
disappeared also with egual steps,

The general course taken by the Elizabethian drama proviies a

key to the various styles of prose which appear in the plays of



mixed medium, The realistic prasentation of contemporary life
which is the chief note of the comedy can be dé%ernod in nearly
all the varying forms of the drama at all periods, It is seen
in its clearest form in the representation of humblie life in
the pre-Shakespearean drama., The prose began with it, and the
various \ﬁypes which are developed before Skakespeare are closely
related to it; the mannered farcical prose, for example, con-
;aisﬁ.ng of a matrix of realistic prose into whiech the various
decorations, grotesque or ornamental, were stuck artificially.
It remzined throughout the whole period, especially in the
domestic plays , side by side with the later styles which grew
up$ and, in contrast with other kinlg,it reached its height in
Dekker, Heywood, Rowley, and Middleton.  Shakespeare's gre:zt
achievement in thie direction was the intreduction of the high
comedy prose which owed its form to the conversation of the
upper classes, idealised by his own poetic fo?ca. The conver-

- 1] J Tt g opantliar vl
egsation of the upper classes in 1ts turn 7os grasntly influenced

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

is thus joined to the g chool of whieh Shakespeare is the chief



representative, though its first and transient effect was
chiefly farcical and grotesque. The idealistic element which
reached its height in Shakespeare's poetic and remantic comedy
took 1ts place side by side with the popular drama of the
realistic school; and developed along its own lines throughout
the r est of the period, producing at the end some very unnatural
effects (See p. /77 ). Both these strands were used for
the represemt ation of character, in the various social grades,
rather than mere mnners, Besides these two schools, about 1600
to 1610 there was a third, the body of schelarly dramatists

rugh ntwrede ﬁm, Hane,
who wrote for the stage, namely Jonson, Chapman anqﬂmurlton.
Each of these three schools, while making excursions into other
fields, kept mainly to its own province. All the succeeding
dramatists showed the influsnce of one or other of these schools,
but after them there grew up a new school which absorbed to a
great d egree the energy of the drama, dominated it till the
close, and ls £t a great mark even upon those plays which it
did not completely succeed in forming This school produced in

comedy a representation of manners rather than character, as is



well seen in the city comedﬁ?which were 80 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 and crude
indecencies of Middleton and his fellows, and from the ingenuity
of Jonson, Happy conceits, light, clear and pleasant dialogue,
less complexity of plot, and the substitution of tragi-comedy
for tragey are among its main characteristics. Wasn the
drama began to Qeganarato and the kind7&o coalesca’the influence
of thi7@chool mingled with the ot rs, but survived more sirongly
than they did, while 1a\sing its best characteristies. Hence,
’
in the later drama, even if we can allet a particular play
to one or sther of the classes ment ioned befors Beaumont and
Fletcher, it will often show thgg;influencc generally, and
especially in loss of realism in the presentation of ordinary

life,

All these tendencies affected the literary forms of the plays.

Each of the schools produced its own tgpical dialogue both in

prose
prose and verse. Theddialogue of the ldealistic school, begin-



beginning with Gaseoigne and Lyly) was refined and heightened
to 1is supreme expression in Shakespeare , and eontinued as the
high comedy prose. The plays in which the elewn played so

important a part devseloped a fareical prose, and were largely

!

responsible for the J-rgon-dialogue with which the drames teem.
amdy wd ko

Dekker, Heywood,ﬂuhow these two latter styles at a later stage

of dovelopment;and at the same time a natural plain prose,

stripped of the yarious rhetol loal devices, is found in in-

:creasing abundance in their plays, In the scholarly dramatiste

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

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

later drama, In Fletcher the new irrsgu%;blank verse burst

its 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 Fletcher's prose, where it is found, is mannerad in style,
while eschewing the artificial devices of the earlier farcical

and hizh comedy pross. The plain toneless prose and this last
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Court prose, as we may call it, hold the chief place from now

till the close of ths drama, although the older kinds frequently

crop up again,

The first prose was, as we hav?é een, native znd rezlistic in
style (See pp. 54 = éﬂ, frasoim , for a discussion
and examples of this style befar e Shakespears). The farcical
prose soon split ofr from this, and developed along iti own

Humible Yo Ao
lines, the speech of thinlizabath\gn oW being distorted in
Y,

P
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a hundred ways for the amuszment of the audience ( See Pp&wdﬁ),_ﬁgh
But the realistic method continued, and tends to appear Iin all

the prose, being connected, as has been said, with its very use.

The prose proclamations and letters are due to an ebvious

rszlistie impulse which needs no discussion, Similarly the

prose of madness, the conversation of humble characters, and

humble gonversation of all sorts is closely connected with

hitf
realism, The 5556 gquestion is, how far were the dramatists



successful in these realistic attempts? - and this can only be
settled by exumples. Dramzatic upeech‘can never be an actual
copy of tha speech of ordim ry life, becuase the d ramatist

is limited in time’and has to let the audience know in few
words as much about a character as an intimate and extendsd
acquaintance wouvld give, The diffuseness and repetitions of
erdinary speech have therefore to be exchanged for a comprassed
and pregnant style, and all ths realist can do is to make this
seem to be a faithful copy.

The realistic attempts to render the speech of madmen are well
exemplified (See p. /7/ for a list of examples)by Bomelio's
raving in The Rare Triumphs Of Love And Fortune (See p. (7 )

Photmiy
and the phenix 4, 1, p. 383. The following is an extract
from the lattoré-

TANGLE (Who is law-mad) There's no bail %0 be taken. I shall

rot§ in fifteen jails. Make dice of my bones, and let my coun-

:sellor% gon play away his father's money with'em, May my bones

revenge my quarrel! A capias cominus? Here, here, hers, here!
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Quickly, dip your quills in my blood, off with my skin, and

write fourteen lines of a side. There's an hona2st conscionable
bul e
fellow, He takes £oT ten shillings of a bellows-mender,
ohall

Here's another deals all with charity. You aeudd give him
nothing, only hls wife an embroersd petticoat, a gold fringe
for her tail, or a border for her head. Ah, Sirrah, you shzll
catch me no more in the springe of yoquhavories.

The exactness of this copy needs ne comment. It is egualled

by the reallsm of the 1imitations of the speech of ordinary

humble life (For 2 list of examples see D. | Yetpe, ).

An average specimen is found in Sir Thomas lore,in the speeches
of Dell Williamson, e.g. , Ll, 1-14;-

DOLL  Whether wilt thou hale me’

de BARDE Whither I pleaso; Thou art my prize, and I pleacﬁ
purchase of thee .

DOLL Purchase of me? Away, ye rascal! I am an honest
plain carpenter's wife, and though I héve no beauty te like a

husband, yet whatsoever is mino/ socorns to stoop %o a stranger.
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Hands off, then, when I bid thee.
de BARDE Go with me quietly., or I'll compel) thee,

DOLL  Compel) me, ye dog's face! Thou thinkest thou hast
the goldsmith's wife in hand, whom thou enticedest from her
husband with all her plate, and, when thou turnedst her home
to him again, madest him, like an ass, pay for his wife's board.

de BARDE So will I make thy husband too, if please =,

DOLL Her; he comes himself, Tellest him so if thou darest,

If this passage is exzmined it will be seen that neither
14dietion nor iqkonstruction is there anything fereign from
ordinary speech, in spita of the compression which bthe dramatist

, has e cessgarily used, é Familiar comversation in higher life,

SA Lumilar ; ]
" with egquad naturalness and similar dramatic compression Is

egually represent ed (Ses p. /47§ ) The following passage from

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

VALERIA My ladies both, good day to you.

VOLUMNIA Sweet madam,

VIRGILIA I am glad to see your Ladyship.
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VAL, How do you both? You are manifast housekeepsrs.
What are you sewing hare? A fine spot, in good faith. How
does your little son?

VIR, I thank your Ladyship; Well, good madam,

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

than look upon his s éh oolmaster,

VAL. 0' my word, the father's son; I'll swear 'tis
a very pretty boy. 0' my troeth, I looked upon him on Wednesday

half an hour together; has such & confirmed ecountenznce . .

This kind of prose was adapted with ease to a variety of
dif ferent drounstances, Fer instance, oubt of the great
number of equally realistic passages a specimen of the way in
which the conversation of gentlemen was jimitated i1s found in
Michaelmas Term, 2,1, The same features of style are
present here, The whole scene is of this tvpe.

(Gentlemen discovered at dice)
J 4
REARAGE Gentlemen,Bsts sworn I'll change the room, Dice?

Devild!

LETHE You see I'm palient, gentlemen
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SALEWOOD Ay, the fierd's in itl1  Yourw/paetient:; you put up
/

all,

RE R Come, sgt me, Gentlemen!

SEORTYARD An Essex Gentlemen, Sir
EASY An unfortunate one, Sir.

SHORT I'm bold to salute you, Sir: You know not Msster

Alsop there?
EASY Oh, entirely well,
SHORT indeeé, oir.

Even Gascoigne could he rezlistie when he chose, The following
passage exkhibits the closeness with which he could copy speechl
of a dinary tone,and may be contrasted with the passage on pages
éo and, bl o@,¢%%3:~
CLEANDER In good faith, and I thank God I have mine eye sight
good and perfit, little worse than when I wzs but twenty years
old.

PASIPEILO How can it he otle rwise? You are but young.

CLEAR, I am fifty years old.
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PASI, (Aside) He tells less than he is.
CLEAN, What sayest thou of ten less?
PASI, I say I would have thought you ten less, you look

like one of eix and thirty or seven and thirty at the most,

CIE AN, I am no less than I tell,
PASI You are like enough to live fifty more: show me
your hand, (Supposes 1.2.)

-

In these styles there i little or no attempt at manneriem,

the rhatoriﬁal devices which are so common in the fareieal

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

in the varicus plays often present a great similarity in style/
to one another, The changes that occcur are so slight that it

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

to trace much development in style beyond a following of changes

in the speech of actucal life, The writers, of course, vary
consideraﬁiy in the degree with whickh they ean approach real
.eonversation without at the same time becoming triviel and

diffuse, but the power to c opy aetual speech with dramatie

d “l{t:'{ r'---,;:/_,--\. AT, {—

skill rises as the general level of drametie entertainment rises,
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till it r eaches its elimax in the reaslistie school, and in
Shakespeare's realistie pessages,

This plein native realistic prose develcped early and is found

in all schools, It is, with the fareciecal prose, the main form
till Shakespesre, who incorporated it emong his kinds much as
he found it, Its excellence in Dekker and Middleton, who made

it peculiarly their'own, and in Rowley and Heywooq¢ who cont inued

\ P’“”"’Wff""“‘ e BAIans lagy i cen o

the pre-Shakespearean tradition, is—ehkewn 4s Satiromastix,
The Honest Wﬁore (both parts, e.g. Pt. 2, p. 117), Westward Ho!
The Roaring Girl, e.g. p. 175, Match Me in London, e.g. p. 159,
and The Witeh of Edmonton, e,g. 2,2, and indeed in nearly all
his plays. Middleton's realistie prose, which is equally

common, i& as well exemplified by Your Five Gallants, e.g.48,
p.408, The Family of Love, A Mad VWorld my Master's, Morﬁbigse‘bla’
besides Women, Blurt Master Constable, e.g. 1}, and 2,2 p.257,

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

Heywood and Rowley though by no means 80 eminent in this

respect, provide innumerable good instance of the same kird,
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e.¢g. Rowley, A New Wonder, pp. 1768 177, and a %’ateh at Midnight,
e, 111 1, p. 61. The latter passage runa;-

MOLL I hate him (Her intended husband) 4And his riches.
Good, Sir, (to Ancient young, whom she seeretly wishes to marry)
aAre you to be married in eamme st?

ALEXANDER (Her brother, who is trying to get ker to marry
Young) In earnest! Why, do you t hink men marry, as jesters
somet imes fight, in je st? Shall I show her mis tress Elizabeth's
letter that I .sna'l';chad from thee?

YOUNG Not, and thou levest me,

MOLL Good brother, let me see it; Sweet brother, dainty
brother, honey brother.

ALEX, No, indeed, you skall not see it, sweet sister,
dainty sister, honey sister.

MOLL Oh, good Sir, since so leng time I have loved you,
let me not die for your sake,

ALEX (Agicde) The tide turns.

YOUNG Long time loved me?
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MOLL Long ere you went to sea, I have love¢§ou very long

with all my heart,

ALEX, Think of Bess! Think of Bess! 'Tis the better
match,
MOLL You wicked brother! Indeed, I love you better than

all the Besses in the world. .

In the vwhole class of domestic comedies, and in a k ss degree
in the domestie tragedies, with the comedies of eity-intrigue,
this kind of prose is very abundant, and indeed is in some of
them the main mediuvm, though it is seareely to be found in the
firgt and ehief domestie play, Arden of Feversham,

Heywood provides much prose of the same kind, e.g. Edward 4,
Pt. 1,4,3; The Golden Age, 4,1; The Silver Age, 2,1; The
Wise Woman of Hogsden, much; Fortune by Land and Sea, much;
The Royal King and the Loyal Subjeet, pp. 45 - 50. In Heywood

and Brome's witehes of Lancashire, and ir Brome's plays gem rally,

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

Whets

geriage; other instances occur in 'Tis Pity she's a koar, 1,2,

P. 137; Love's Sacrifice, frequently; The Maid's Revenge, 3,2,
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P. 143 on; Love's Cruelty, 3,1; Saint Patriek for Ireland, 5,1,
When you see me you know me, often, e.g. D2v4Larum for London,
D2r, E2r, &ec. The Heir,frequent; The Hollander, freguent ;

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

Early in the seventeenth century there grew up a plain average
dramatie prose, with no very distinetive characteristies, which is
closely related to the realistiec prose, and often does duty for
it in the hinds of authors of other schools who are not s pecially
skilled in realistic e ffeets, as Middleton and Dekker were,
Chapman and Jonson often appreached it, Ma:aton, however, did
not write it, though he made some obviocus attempts at realism;
and it is the commonest kind inm Shirley's plays, where, however,
it g eems to be descended equally from the high ¢ omedy prose, and
will be dealt with in that @ nneetion. In Chapman it is found

V0Ll »'0lwe
especially in Monsieur Bdiimwe and May day, e.g. Mons, Pledieve

1,1, p; 2007—

(Exit D'Olikve) L
Fare &r ”
RHODFRIQUE  Fedwwell, the true map of a % By Heaven, he

_ whharl:
shall to tke Court. 'Tig the perfeet model of an impudent u&‘&
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the ecompound of a poet and a lawyer, He sin1ll to the Court.
MUGEFRON Nay, for Cod's sake, let's have no fools at Court.
RHOD, He shall to't, that's certain. The Duke had a
purpeose to dispatch someone or other to the French King, te
entreat him to send for the body of his niece, whieh the nalancho‘eg
Earl of St. Ann, her husband, hath kept so long unburied, as
meaning one grave should entomb hinselyﬁnd her together.
MUGEFRON A very worthy subjeet for an embassage, as D'Oliﬁvo
is for an ambassador agent, and 'tis as suitable to his brain
as his parcel gilt beaver is to his fool's kead,
RHOD. Well, it shall go hard but he shall be employed.

b=
Oh, 'tis a most aeccomplished ass, the mongrel of a and a
villain; the very essence of his soul is villl.iny:; the substance
of kis brain, feolory; one that believes nd hing from the stars
upward. A pagan in belief, an epileure beyopd belief, prodig-
;1oua in lust, prodigal in wasteful expense, in necessary most

penuriouve, His wit is to admire and imitate, his grace is to

eensure and detraet.



Marston, who has & characteristie comic prose full of eurious
dietion, and uses much high comedy Prose, makes attempts te
at\ona for his lack of realistie conversation by other lpe€%1
reslistie effeets. Thus in Antonio and Mellida ,Pierogtiiiomke’
has a blank verse part, beecomes angry and stutters with rage, 3,3
p. 40:-

PIFRO Run, keep the Palace, post to the ports, Run to

the gates, gtep the gondoclets, let none pass the marsh, de all

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

The rest stand s till, or run, or go, or shout, or search, or

gend, or call, or hang, or do do do su-su-gu-something. I know
nary

not‘ wha-wha-wha-what, I do,/whe-whe-whe-where I am,

The same device is repeated in What You Will, e.g. pp. 280 &
281.

The rezlistic impulse was so strong that even Massinger, who in
the dialogue avoided prose deliberately, has some short passages

. in the Renegado, 1,3, pp., 139 &140 , in which are imitated the

speech and cries of the London apprentices, The rezlistie
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impulse is seen, of ourse, in a secors of ways besides the use of
the prose and the realistic style. Even the high comedy speech’
with its near relafivea of a slightly later time, deliberate
imitation and parody of the speech of the Court, is realistie

in original int ention, But, being in style descended largely
from Lyly, these kinds will ve dealt with together in ® nnection
with him,

The other original or earliest style is the farcical prose

(See pp@J;wﬁl This rapidly assuvmed a characteristie form whiech
can easily be recognised, full of ecomic rhetoriecal devices,
passing Jokes, and distorted remin%%enciea of all sorts of prgF
;ca‘aing literary peeuliarities. Any of the better known clown-
parts provids examples in profusion, In pre-Shakespearezn
drama the following passage from Slipper's part in Greene's

James 4 illustrates the kind in its mature form, 2,1, 11, 960

’

- 972:-
SLIPPER Like it mistress? Vhay, this is quincy\ quaria%
vepper de watchet, single goby of all that ever I tasted:

I'11 prove in this ale and toast the compass of the whole world.
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First, this is th% arth, - 1%t lies in %he ﬁsiddle, a fair brown
toast, a goodly ecountry for hungry teeth to dwell u:pon; ifext,
thie 1s the sea, a fair pool for a dry tongue to fish in; féw
come I, and seeing the world is nought, I divide it thus; and
because the sea cannot stand without the earth, as Aristotle
saith, I put them both into their first Chaos, which is my belly;
and so0, mistress, you may see your ale is become a miracle. (See
PP, 7udibifo 74»&0 ther exampléfi)

It is upon th'is prose that the early influence of Lyly was
partly exerted, his rhetorieal devieces being turned to comie uses,
or parodied with comic intention bvetween about 1585 and 1595
(See PY.57-14 N Somet imss Lyle's style as a whole was parodied
or imitated with a comic purpose, but more commonly scattered
suphuisms were tacked to the native farcical prose. The follow=
ing is a list of refersnces to the chief passages of this class

Tepé n}(/nuu«w A #[4//1-6'7&4

{7 a
o hly )
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of euphuistic influence:- (54'-5 ppp 26g- 271 fir 2 5"’}‘%
Locrine B4r, Clv; Arden of Feversham, Parody of Euphuistic

style in a Letter 2,2; Orlando Furioso, LL. 326 & 375; A looxk-

ing,/
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Glass for London and England, 11, 1422 to 1444, e.g. 'Love once
'set afire is as hardly quenched as the bird crocodiie driven out
'of her nemt'; A Knack to Know a Knave, pp. 557 & 558; Summer's
Last Will & Testament, 11, 1039 to 1043 ( at line 645 a character
says 'Troth, I am of opinion he is one of these hieroglyphical
writers, thay by the figures of beasts, plants, and of stmes,
express the mind as we do in A, B, & C."') and 11, 1767 to 1802
James 4, 11, 1950 to 1950; The Wounds of Civil War, 11. 2428 to
2450, 'Sharpen your wits with the whet-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 z2nd pareody of Buphuism had hecome almost
extinet, In Jack Drum's Entertainment, 1601, there is 2
character who is continually using very foolish similes,. of
nim it is remarked, 4,173, 'Alas, my son Simile is out of count-
enance’', Scattered imitations of the kind to which the above

belong are, however, sometlimes found g8til]l o.g. Jack Druan's

Entertainment 1,408 to 412; Look about you, p. 414; Lingua



P. 369; All's 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, 11, 438 to 461 (the camomils); Love's Labour's Lost,
1,L, 204; Measure for Measure, 3,2, 45; Antonio and Mellida, 5;
The Pilgrimage to Parnassus, 11, 692 to 699; The Return from
Parnsssus, Pt, 1, 11, 576 to 580, 13500 to 1506 and Pt, 2 5,2;

The Roaring Girl, p. 176; The Lover's Melancholy, 3,1, p. 52;
Northward Ho! pp. & & 11l; The Malcontent, 5,2; Patient Grissil,
5,1; A Matech at Midnight, pp. 37 & 65; The English Traveller,
egpecially p., 170; The White Devil, e.g. 1,2, p. 22, 'Your silk
worm usetn to fast every third day . . . .'; Appius and Virginia,
3,2, 17334 The Wit of = Woman, 1604, which is all prose, 1is all
an imitation of Lylyfaxcept one or two passages. It included
farecical imitation and also a high comedy prose which shows his
influence strongly.

Besides these dirsct and obviouse ffects in the farcleal prose,
there are also others less defined, such as proverbs, antithetical

structure, allitéeration , and similarities of phrase which are
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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 felt equally, But a certain amount is certain-
ly t4 be ascribed to Lyly's influence and example,  ®

Summer 's 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. 11, 1767 to 1802;-
SUMMER What reason canst thou give he should be left?
CHRISTHMAS No other reason, but that glutton&in a 848, 5
A man's belly was nol made for a powdering-beef tub; To feed
the poor twelve days, and let them starve all the year after .
I should kill an ox, and have some such fellow as Milo %o come
and eat it up at a mouthfu1; or like the Sybarites, do nothing
all one year but bld guests against the next year, The scraping
of trenchers you think would put a man to no charges? It is

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

clouts, bt [

® See Rushton; and Bond V. 1, pp 165 to 175 for examples of
taese effects in Shakespeare. They are-found in a similar way
in other dramatists. 0f course, the remarks on Lyly throughout
the whole of this account are confined to his influence on tha

dramstic prose, See also PP o
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My house stands upon vaults; it will fall if it be overloaden
with 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 fair of beggars bid me to dinner every day;
what with meking legs, when they thank me at their 5oing AWaY
and setting their wallets handsomely at their backs, they would
shake as many lice on the ground, as were able to underaine my
house, and undo me utterly, It is their prayers would build it
again, if it were overthrown by the vermin, would it? I pray,
who began feasting, and gourmandize first, but Sardanapalus,
Nero, Heliog&abalus, Commodus? Tyrants, whoremasters, unthrifts!

Some call them empsrors, but I respect no crowns but crowns in

S ! aw bagsnhile WWWW%WW
the purse. ( e p 1o ’f;ﬁaa&&i% sl o s AT i)

With the gradual elevation of the drama the tgpical clown)

while remaining in plays which followed the older tradition,

passed in others into a litarary Jester like Touchstone, or into
ad

individualised characters auchﬂBottom and Falstaff, The earlier

typlcal peculiarities ars used by Shakespsars for such characters

in a way very different from the method of his predecessors,
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being selectod 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 perfectad, Shakespeare used in the same way
other wverbal pecullarities, such as bombastic rant in Pistols
speech, and tiresome verbosity in Polonius', to create new
types of comic character and spesch, - though even in these

he probably used modele, as Pistol has svident affinities with
Piston and Basilisco in Soliman and Persada (Basilisco is
referred to in King John 1,1, 244). These types were them-
;selvés imitated by later writers,

The continuance of the verbal peculiarities such a&s inversion
of words in a sentence and mistakes in dietion is found in
Shakespeare; For example, Bottom and Launcelot are notabls for
this kind of devica, - e.g. Midsummer Night's Dream, 3,1, 34
'"There is not & more fearful widlfowl than your lion living; H
3,1, 40 'He himsel? must speak through, saying thus or 1o the

game defeet . . . . '; 3,1, 'The eye of men hath not heard, the



ear of man hath not seen, man' s hand is not able to taste, his
tongue to conceive, nor his heart to report, '. (See p. )
The literary jester, 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 jesters;
plays on viords, and verbal mistakes, and horse-play were kL rgely
replaced by light and skilful 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
wontd Avs

speechy e.g. 5,4, on the Lia,is an excellent instance.

In the speech of the individvalised 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 daracter. Fzlstaff is the pre-eminent example
of this kind of character, and marks the change from the older

verbal fun to the more essentially dram=tic kind whih b elongs to

Shakespeare and his successors. Any speech of Falstaff'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, will reveal the essential difference in detail.

The following speech which, it is to be noted, is on the same
subject as the clown's remarks from James 4 is & good example

(2 Henry 4, 4, 3, 11, 103 to 110 'A good sherris, sack hath a
two=fold operation in it, It ascends me into the brain;

dries me there all the foolish and dull and crudy vapours whé&h

environ it; makes it apprehensive, quick, forget{ive, full of

1LY
.

nimble, and delectdble shapes, which, delivered o'er to
the voice, the tongue! which is the birth, becomes excelk nt
wit, The second operati on is .

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 kill the heir.apparent? Should I turn upon the true prnnce?

Why, thou knowest I am &as valiant as Hercules; but beware instinel:



the lion will not touch the true p;ince. Instinet is a great
matter, I was now a coward upon instinct!

The early baffoonery has now given entirely to more legitimate
dramatic methods. The earlier devices of style, perversions of
words eand so forth, may certainly be traced throughout the drama,
but are in future a definite following of older me thods. The
newer developments were in the direction indicated by Falstaff,
The prose of Jonsonyhumour-characters may be classed as the next

, y
step in the development; though some of these developed a new
grotesque prose of their own (See p. A0 s There are some
passages which show that the d rematists were fully alive to the
gradual purging away of the monstrosities and curiosities of some
of the earlier styles. In Middleton's Preface to The Roaring
girl, which, however, itself provides a new crop of curiosities
of this kind in some of its passages’occurs a reference to the

change, He says 'The fashion of pley writing I can properly

compare to nothing so naturally as the alteration in apparel;

for in the time of the great crop-doublet, your huge bombasted
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plays, quilted with mighty words to lean purpose, were only theﬁ'
in fashion; and as the doublet fell, neater inventionsb egan to
set up. Now, in the time of spruceness, our plays follow the
niceness of our garments; singl7blots, quaint conceits, lecher-
ous jests ........ !

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 Falstaff's speech guoted above, e.£.1,1, D. 15;-
BOBADILL Venu? Fie; Most gross deggganation, as I ever
heard; On, the stoccafa, while you live, Sir, note that.=- Come,
puk on your cloak, and we'll go to some private place where you
are acquainted,- some tavern or s0,- and have a bit. I'1l send
for one of these fencers, and he shall breathe you, by my direct-
ion; and then I will teach you your trick. You shall kill him
with it at the first, if you please. Vhy, I will B arn you by
the true judgment of the eye, nand, and foot, to control any
enemy's point in the world. Should ¥our adversary confront you

Yorent ‘ Y
with a pistol, se=a nothing, by fhis hand! Yyou should, by the same



rule, control his bullet in a 1in§, 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
in the unpoetical blank verse of fhe élchemiat, where it is

spoken especially by Bubtle and Sir Epicure Mammon; the existence
of such characters is almost the only cause of prose in Massinger
(See p. 7/ ). The following passage from the City Madam shows
the ‘way this étyle was readily manufactured (2,2, pp. 38 & 59);-
STARGAZER This is infallible; 8aturn out of all dignities in
his detriment and fall, comhust; and Venus in the south angle
elevated above him, lady of both their nativities, in her essential
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
he dejected; the dispos%; of ma rriage in the radix of the native

in feminine figures, argue, foretell, and declare rule, pre=-

eminence, and absolute sovereignty in women.



As =0 instancesof the éontinuation of the older type of clown
prose passages in A Maidenhead Well Lost ;er?e 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 1ast;

I was never in any hope to pur&zase any other suit than that I
wore yesterday; but now I can say, Ecce signum, the case is
altered. Now every beggar comes upon me with 'Good Gentleman,
good gentlem&ﬁ'; when yesterday &ggfé;men would have shunned
the way for fear I should have begged of them. Then cmes
another upon me with ‘Good\ your Lordship, good your lordship'.
Then do I double my files, and cast him a single twopence.
And the old devices are still seen in such passages as this,
from The English Traveller, 1633 (2,1,pp. 24 & 25)
WINCOTT Now whence mr—ne you?

CLOWN Who ? I, Sir? From a lodging of largesse, a house
of hospitality and a palace 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



161
‘of s ilver t ankards we drink out of water-tankards; claret runs
as freely as ths cocks: and Canary like conduits on Coronation
Day; where there's nothing but feeding and frolicing, carving
and kissing, drinking and dancing, music and.%fﬁding, fiddling
and feasting,

In gere ral, however, there was an increasing desire to rid the
prose of all kinds of earlier devices, and torely upon humour of
situation and character,. | This can be seen from the fact\ that
the high comédy prose became plainer towards the end of the
drama, A number of plays which contain examples of the later
comic prose, all 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, If you know not me you know
nobody,and The Woman Hater, The same plainness is Found in
Fletcher's comic prose, e.z. in A King and no King, Love's Cure,

1
and The Maid's Revenge. It is also seen in the 4theiatist‘s
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 following example from The Royal King and the Loyal Subject
-(1618) will show the differences which had appeared, though some
of the characters in this play speak an older prose algo;-

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

CLOWN So should 21l that keep ordinaries/bid their guests

farewell’though their entertainment be never so ill. Well,

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

(To his Master) Master, who will not say that you are a brave
wth

fellow, and a most noble captain, that widds 2 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 curicus diction, which they strove

and 336
to satisfy in every way (See ppiw, 324). Dekker satisfied him-
self with making use of gipsy slang and colloquialisms, but

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

his casg&aa so well known to his contemporaries as to occasion

the famous episode in The Poetaster, where he hes mzde to vomit
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many of his malformati ons, The effect of this habit of his
upon his prose style, especially his comic style, may be seen

in the following passages from The Ma.lcontent;-

1. (1,5, p.215) Bilioso, I shall now leave you with my always
best wishes; only let's hold betwixt us a firm correspondence,
a mutuval-friendly-reciprocal kind of steady-unanimous-heartily-
leagued -

2o (1,5,;3..216] Mendoza. Observe a man, a stateful silence in
his presence, solitariness in his absence, a confused hum and
busy murmur of obsequious ayitors training him; the c¢loth held
up and way proclaimed before him; petitionary vassals licking
the paverent with their slavish knees, while some odd palace
lamprels that ingender with snakes, and are full of eyes on both
s es, with a kind of insinuated humbleness/ fix all their

delights upon his brow.

Righ-comedy prose is the-next contribution-to-the abyies
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In the chronicle history plays occurs in w nsiderzable quantities
a prose which in tone closely resembles the blank verse with
which is combined (See p, /77 | There does noyéppear to be
any dramatic reason for 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 = Hemtral
matter, from which the heights of v erse might rise to accompany
the tone and feelings expressed. It is plain in style, but in
rhy thm often assimilates to the verse; and Shakespeare generally

replaced it by verse in hs hiatorical plays. The following

sueh-a-stook, —Then, noble father, kneel-we-bobthtogeihar,

anaminJEhéaw§ri#ata"p}aee—bsﬂwe“tﬁa~firﬂ%ﬂ%oﬂhonour~him~w&th
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bierthright—to—the—Crown.
@ gvvﬁ
Another example is Gonorill's spsech to the messenger in fhe
frue éhronicle History of King Leir D3v, which is intended to
contrast with the blank verse and yet to remsin dignified in
manneri=
GONORILL Well said, Then this is thy trial; instead of
carrying the King's letters to my father, carry thou these
letters to my sister, whieh contain matter quite contrary to
the otheré tﬁere ghall she be given to understand, that my
fath er 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 will serve,

To drive my sister out of love wita him,
will
And cause mg/accomplishéd to be.

This do, thou winst my favour for ever
And makest a high way of preferment to thee

And 211 thy friends,



zﬁ*nr

The @hronicl¢/History style* represent the highest development
of prose before Shzkaspeare._ There is no sign of his elevated
prose,nor of the high comedy é%yle of which Much Ado About Nothing

and As You Like It provide the best instances. The utmost
that the precee&ing 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 aisbtory plays, There was needed the
inspiration of his genius to elevate and hlend these to produce
the prose which is most associated with his mame, In beauty of
styles as in subtlety of employment of prose he far transcends
his forerunners,

This high comedy prose 1is 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 romentic amedies
of Shakespeare, it joined the other sorts of prose as o recog-
nised form, and continued till the end of the drama (See p./#g

for a list of references). The speech of the Court and higher
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classe%Atook for a time a form which was an imitation of Lyly's
Buphues, and then added to it affectation aﬁd imitation of the
concelts of the Arcadia. The high comedy prose is elevated,
witty, eplgrammatic, light, easy and flexible. It can be adapt-
ed to express elejated thought , or irony, or rapid polite dialogue
as the speaker pleases.x Few of the writers after Shakespeare
failed to provide exampl s of it, and in some of the later plays
it drove away all the other styles, being found even in the
mouths of humble characters., The influence of Lyly, as he
formed the original model, was great, but soonthis speech
avoided his peculiarities and acquired a character of its own.
Perhaps the Arcadia helped to bring about this difference, as

" the refercnces in Dekker (See the passage quoted from The Girl's
Horn Book, p. 3) and Jonson's Every Man Out of his Humour, 3,1,

seem to show, But while the gualities mentioned above may

have been partly derived from the Arcadia, the special char-
acteristic and conceits of this book appear little in the

dramatic prose, The best speakers undoubtedly provlided a

% See Churton Collins, pp. 193 to 196, and Bond's Lyly, p. 149
for discussion of this style.
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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 pedg;try brought
affectation in their train. All these were imitated in the
drameas,
The close imitation of euphuism which seems to have overtaken
polite speech about the years 1585 to 1590 is not reflected
in the dramas till a little later; where, when it appears,
gerious imitation, the comic use of euphuism and parody of it
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
(4t pAS0ow foratfescncs bfassagts of comsc suihhom and futdy fiyly; 15t )
prose {See-p -).A It is seen in the early plays in the
following passages:- Summer's Last Will and Testament, Pro-
logue and Epilogue, and lines 500 to 3]f2' 650 ?:0 670, 1827 to
1833; Orlando Furioso, 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 37, The

/.

imitation of Lyly by Green and Lodge has been described as



slavish by Professor Bond, While this is so in much of their
nondramatic 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. Scatterad imitations of isolated devices in a prose
not derived from him were, as has been seen, on the other hand,
spread far and wide. Greeneé's prose contains, perhaps, the
largest amount of euphuistic imitation and parody; Peele does
not show this effect much, even in The 0ld Wives' Tale with its
multitude of curiousdevices, - unless Locrine is his, The
s il o cohuniy pareiy flyl,

plays which are mostdeuphuistiﬁaare Summer's Last Will and Testa=-
ment (1592), which, it is to be noted, was meant to be a Court
play, and was performed as such; and The Wit of a Woman (1604).

a? alits Ay Mc&,
The latter is in all respects, - characters, plot and style -
strongly Lylyan, but Nash's play contains his own distinctive

style as well as imitations of Lyly.x

X Sﬂﬁﬁf,There are also imitations of Lyly in the verse, of course;
see The Spanish Tragedy, 2,1, 19 to 28; Soliman and Perseda,
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 examples,
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In Shakespeare such p;ose ié not to be found, being replaced
by his high comedy style, though oceasional phrases possibly
show direct Lylyan influence e.g. Much Ado About Nothing, 5,1;-
DON PEDRO Yea, that ye did; But yet, for all that, an if
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 subsegquent to the appearance of the high comedy

prose the following are a few;- Lingua, G3v; The Poetastesg
a great deal of reference to natural history occurs, though the
style 1s not otherwise reminiscent of Lyly; Parasitaster, 2,23
(the camomile simile used seriously); The White Devil, 4,390
and 5,1, 123; Love Tricks, 1,1, p. 215; and Two Wise Men and
All the Rest Fools, Glr (the camomile simile). Once again it
nas to be remembered that much in Lyly was part of the comon
literary furniture of the age, e.g. the belief that the chameleon
lived upon air, 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 Lvly's upon prose, closely connected with the

effect which he had upon polite speech, is found in the style of



the letters which are contained in the p%ays. In the early
drams, 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 c omedy style and the imitations oﬁ/sgaech of ths Court;
unless their style 1s suited to some special-purpose.

The plain style of letter is illustrated in Eé.ward 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, all discontented and discomfited, is

Nenoll
gone, whither if you ask, with Sir John of BDehed$, brother to the
Marquess, into Flanders; with them are gone Lord Edmundi and
he 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 Hr them;

this is all the news of import,

*
Your honours in all service,

Levune.



The euphuistic letter is well seen in Friar Bacon and Friar
Bungay (Lines 1582 to 1600);- The é%oms of the almond tree
grow in a night, and vanish in a morn, the flies Hemerae (fair
Peggy) take life 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 le ngth. I write this as thy grief,
and my folly, who at Fressingfield loved that which time hath
taught me to be but mean dainties; ayes are dissemblers, and
fancy is but qu;asy; therefore know Margaret, I have chosen a
Spanish lady to he my wife, chief waiting woman to the Princess
Eleanor; a lady fair; and no less fair 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,

Not thine nor his own,

BEdward Lacy.
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Other euphuistic letters are found in The Wounds of Civil War,
lines 781 to ?99; Arden of Feversham, C4v (é parody); ZLocrine,
B4v (a parody); The Roaring Girl p, 177; and Sir Giles Goosecap,
- F4v,

The later style of letter, which ®© ntained a style assimilated
to th7%peec? of the Court, blends the plain style with a structure

like that of the euphuistic letter, the peculiar devices of the
latter being absent. It occurs in a very large number of places

e.g. The Mercﬁant of Venice, 4,1, 150 to 156;- Your Grace shall
understand that at the receipt of your leftter I am very sick;
but in the instant that your messenger came, in loving visit-
;ation was with me a young doctor of Rome? his neme Balthasar.

I acquainted him with the cause in controversy between the Jew

and Antonio the Mﬁrchant; we turned o'er many W oks together;

he is furnished with my Oyinion; which, bettered by his own

learning, - the greatness whereof I cannot enough commend,

comes with him, at my importunity, to fill up your Grace's request
in my stead, I peseech you let his luck of years be no im-

pediment to let him lack a reverent estimation; for I never knew
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S0 young é body with so o0ld a head. I leave him to your
gracious sccepltance, whose trial shall better publish his
commendation, :

The high comedy style in its original Shékespeare;ggngz?:;-
perhaps seen best, eleyatéd, however, in this casebeyomd its
model by extreme beauby and wlt, in the speecch of Resalind. To
show the commencement of this style and to enable its character-
istics to be traced in later examples, asw ell as in the parody
of Court speebh, the f llowing example will serve, As You Like
It, 3,2, 205 to 215;-

ROSATLIND Good my o mplexion! Dost thou think though I am
caparisoned like a man, I have a doublet znd hose in my dispos=-
ition? One inch of delay more is a South Sea of discovery;

I prithee, tell me who is it éuickly, and speak apace. I would
thou could'st stammer, that thou might'st poﬁr this concealed
man out of thy mouth, as wine comes out of a narrow-mouthed
bottie, either too muca at once, or none at all. I prithee,
take the cork out of thy mouth that I may drink thy tidings.

Marston's prose is largely divided between this in all 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 diection, For 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. Fair sir, I am not taken with your flatterh:s;

I can see through you.

Fow

If you have so active an eye lady, you may see a
throng of passions flaming at my heart, set on fire by your beautyk
I protest to you. Come, shame not your wisdom to believe report
or opinion of the world, 'Tis a malicious gga~ne live in; if
your ears have been abused with any ill noise of me, you shall
tell yourself, if you love me, the world is a shameless and miser-

-

able detractor. You do not despise me, lady?
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PEN, No, I pity so handsome & gentleman, and of so fair

a fortune, should want his eyes.

The general tendency of thisétyle is towards plainness and less
wit; at the end of the drama it became so common that in some
inferior plays it drove out all other sorts, e.g. Lady Alimony,
where humble 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 sueetl, compassionate nature of the Duke 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 life.(See 5,3,

for another example)
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Closely allied with the high comedy prose, énd paséing into it,
is the less original and more-mannered attempt to coﬁy high flown
speech rezlistically (Sse p, /“0 ),  Any passage will éerve to
show thﬁﬁstyle, the following from Sir Gilés Goosecap being re-
presentative (Clr);—

MOMFORD Now, I prithea! let m;ﬁﬁﬁ; of my skin for jof

Why will thou not revive the sociable mirth of théy s%eet dig-
pogition? Wilt Shou shine ln !he world anew, and make those
that have slighted thy love, with the austerity of thy knowladge,
dote on thee again, with thy commending shaft of their humours?
CLARENCE Alas, my lord, they are all far out of nmy a.im‘:'

and only to fit myself a liﬁtle'bet#er to your friendship have I
given these reins to my affections . . .

The parody of this high flown style is commoner than pronounced
imitation of it, 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 examples of this style which are to be found in the later

drama it is difficult to make a selection, so curious and
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excellent\ are sowme of the passagsdg (Sees . /& for

P List of
references), | In Patient Grissil, Farnese, who is represented
as a noble 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,
vho, 1in a very scurvy pride, scorn all scholars andr ead no books
but a looking glass, and speak no language but 'sweet lady' and

'sweet signor', and chew between their teeth terrible words,
as they would conjure, as 'compliment', and 'projects', and
'fastidious', and 'capricious', and 'the sintheresis of the
soul', and such like raise-velvet terms.

This is a just description of the whole style, of which Enu;o'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 me; my collocution tendeth to Sir Owen's
dignifving . . . . . . not so tempestuous, sweet Knight. Though

to my disconsolation, I will oblivionize my love to the Welsh

widow, and do here proclaim my dellnguishment; bdbut, sweet signor,



be not too Diogenical to me.

In Shirley's Love Tricks, or The School of Compliment, t is
kind of diction is taught to the ignorant e.8. D. 41;-

GORGON Here is a pupil, Sir, desires to suck the honey ;f
your eloquence, here's & gentleman in folio.

GASPARO Your accession is gratetful, my most gentle love of
insipience; what compliment doth arride the ralate 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 Girl, 1,1;-

NEATFOOT (An usher who wishes t?éppear polite, to a visitor)

You shall fructify in that you came for; your
pleasure shall be satisfied in your full contentioné I will
(fairest tree of generation) watch when our young master is
erected (that is to say, up) and deliver him to this your most
white hand . .. . . If it please you to venture your modesty in
the e 1ll, amongst & curl-pated cempany of servingmen, and take

such as they can set before you, you shall be most seriously and



ingeniously welcomne,

The distinctive quality of all thissstyle:is the Phraseology,

which is sparkling gems in the best high comedy style, but in

the otherg§ is xaplaaadtby dull tinsel. It is not surprising

that the faise-velvet'! terms spread to other styles, and may crop
. o vtnily of

up anywhere in the later drama (see pi4s¢ for a discussion of these

phrases).

Beslde 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: ©but they do not fail to
show the same skilful adaptaticn of form to function which is seen
in the commoner kinds.

The oratorical prose (See p,/"/ ), of which Brutus' speech in
Julius Caesar, 3,2, 12 to 52, is the b ést-known example, calls

_ one
for little remark, The following extract from Volpemw's speech
in The Fox, though it is mannered, as he is disguised as a mounte-
F i f-
Al

bank doctor, illustrates the style;theugh it has none of the dis-

tinction of Shakespeare:=-



Mec st noble gentlemen, and my worthy patrons! It may seem
strange that I, your Scoto Mantuano, who was e ver wont to fix
my bank in face of the public Piazza, near t he shelter of the
Portico of the Procuratia, should now, after eight months' absence
from this illustrious city of Venice, humbly retire myself into
an obscure knook otf the Piazza, Let me tell you; I am not,
as your Lombard proverb saith, cold on my feet; or content to
part with my commodities at & cheaper rate than I accustomed;
look not for it,. Nor that the calumnious reports of that
impudent detrzctor, and skmme to our profession (Alessandro
Buttone, I mean) who gave out, in public,that I was condemned
as sforzato to the gallﬁg%éor poisoning the Cardinal Bembo's
cook, hath at all attached, much less dejected me, No, no,
worthy gentlemen; to tell you true, I cannot endure to see the
rabble of these ground ciarlitani, that spread their cloaks on
the pavement, as if they meant to do feats of activity, and Uk n
come in lamely, with their mouldy tales out of Boccaccio, like
stale Tabarine, the fabulist; some of them discoursing their

4470

travels, and of their tedious captivity in the Turk's galli®es,



when, indeed, were the truth known, they were the @nhristians'
gallims,where very temperately they ate bread, and drunk water,

-

as a wholesome penance, enjoined them by their confessors, for

base pilferies , .

. . .

The passages of serious and elevated prose which zre found in
the drama are entirely different from the other s tyles (For lists
of/r eferences see pp./5,and /i), The elevated prose often re-

/
sembles the verse in dictiongbut developsa 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 of 1 hought.
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 expressed, rising and falling

in unison witk its rise and fall. The unimpassicned style is

well seen in the following extract from the Phoenix, 1,1, 317 =

PHOENIX .« es s« » o A Prince need not t ravel farther tlan his
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own Kingdom, if he apply himself faithfully worthy the glory of
himself and expectation of others; and it would appear far nobler
industry in him to reform those fashions that are already in his
country, than to b 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 eitherzand

the refore 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, a.ll“ld,in disguise, mark all abuses ready for reforme-
ation and punishment.

The rhythm which accompanies the rise in passioh is seen if the
following passage from The Fair Maid of the Wes'tl, p. lé is con=
trasted with the lest quotation;-

GOODLACK The r eason of your meditation?

SPENCEK To imagine that in the same instant that one forfeits
all his estate, another emt ers upon & rich possession; as one
goes to the church to be mrried, another is hurried to the
gallows toyba hanged, the lest having no feeling of the fir st

men's joy, nor the first of the last man's misery . . . . .
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This when I truly consider, I cannot but wonder why any fortune

i

should mzke a man ecstasied . . . .. These are my mexims: and
were they as faithfully practised by others as truly ,apprehended

by me, we should have less oppression and more charity,

In these extracts, Shakespeare his beenc 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 it would not be fitting to d ose a series of representative
quotations without repeating one from the kind which is ‘the hig h-
est, and in which he surpassed his fellows as far as he did in
everythirng else,

I will tell you why; so shall my anticipation prevent your dis-
covery, and yow secre\cy to the King and Queen moult no feather,
I have of late - but whe/;f;z‘l know not = lost all my mir th, for—
gone all custom of exercises; and indeed it goes so heavily with
my disposition,that this goodly frame, the earth, seems to me a
sterile promqontﬁry; this most excellent canopy, the air, look

you, this brave oerhanging firmement, this majestical roof fret-

t
ted with golden fire, why, it appears no other thing than a fowl
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and pestélent congregation of wvapours, Whazt & piece of work is
man! How noble in reasont 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 will be proper to pause,
and reflect on the prose of the drama as a whole, Before, it
was seen that tﬁe 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 deiicagy;
and was, in fact, in harmony of form and matter, of style and
spirit, one of the chief sources of the charm &nd variety of the
Elizabethan drama, Now, the styles of the prose are found to be
as varioue as its uses, each nicely adjusted to the purpose for
which it was employed. The extraordinary aé;ptability of the
English tongue in the Elizabethan age could not be better demon=-
gtrated than by an examination in detail of the styles of the

ﬂ__/l/ .
prose, each of which is ind¥ffinitely var® d in itself to suit



individual character and special d;rcumstance. And, unegualled
as it is in variety, and ranging through every kind of diction
and s tructure, yet with few exceptions clearly contrasted with
the a ccompanying verse, the prose is only one part, and by
common consent the minor part, of the vehicle which the drama-
tists possessed,

The range og@tyles which the dramatists elaborated is not more
remarkable than the command over those styles which they displey.
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

J
drametist exhibits the power over prose that Shakespeare had,
in adapting it and moulding its style to individuval character;
nor had anyone else the elegance with which he endows all the
kinds when he choses, But the power to use the different
styl s in vogue at the moment in a workmanlike manner may be
said to have been part of the equipment of nearly &all the write=

ers, Sometimes, in the earlier dramatists, a character my

slip from on?@tyle of speech to another which is at irreconcileable



variance with it} and in a later dramatist the desire to repres-
ent manners may overcome the propriety of représenting character ;
Marston may run into gross absurdities of diction in a clumsy
attempt to be comic, or Tourneur info as awkward indeéencies

with the same intention; but, in generzl, consistency is not
violated, and th?étyle is varied at will,

Even in the early playwrights the power of varying the s tyle
weg developed considerablyf Of all the dramatists before
Shakespeare Greene has the g reatest command of over prose styles,
and it is notable that he was & considerable writer of nondramatic
prose.

The following is a list of a few early plays which contain
several styies, dialect parts, where they occur, being included
among the styles;m Greene, Friar Bacon and Friar Bungay, 1,

d :
Clown Prose - the parts of Miles and Ralph, 2, Plzin Rignified
Prose - spoken by Ermsby, Burden and frequently by Bacon., 3,
Euphuistic Prose, in a letter. James 4, 1, plain familiar prose-
Atevkin; 2, clown prose = Slipper, and most of Andrew's speech;

3, dialect prose - Bohan and Jaques; 4, euphuistic prose, =885 to



ff?
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. Ly 247
to 186 &c., Se. 12, part; 2, clown prose, e.:. Sc. 2, 100 to 307;
0ld Wives' Tale, 1, familiar dialogue, (a) plain, e.g. 11. 369
to 386 (b) with devices, 11. 195 to 243; 2, ranting exaggerative
prose - Huanebango; 3, speech of humble characters, e.g. 1l.
448 to 533; 4, clown proege = Corebus, But all through this
play thefe is present the t endency to absurd exaggerations of
all styles, as wellas to special peculiarities i Locrine, 1,

)
plaip prose - the Captain's part, e.g., Dlv 2, clowm prose =
Strumbo; 3, dialect prose - Southern, Oliver and William.

Shakespeare's command of prose style en.bled him to use the

following varieties, each of which is clearly different from the

others (See pp. /f4— /74 ).
1. Realistic prose, e.g.Coriolanus, 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,

4. Plainer comic prose, e.g. parts of Falstaff's speech.

5. Jargon prose, especially Captains Macmorris and Jamie,
Fluellen and ﬂathfiine in Henry 5.

6. High comedy prose, e.g. Beatrice and Benedick,

. Parody of affected high f;awn speech, especially Osrick

in Hamlet and Malvolio (parts only) in Twelfth Night.

8. Chronicle History prose, e,g. King Lear 1,1,

9. Serious prose style, e.g. Cymbeline, 5,4.

10. Oratorical prose, especially Julius Caesar, 3,2, 12 to
52,

11, Flevated poetical prose, especially Hamlet, 2,2, 302 to
324 =

Jonson's prose is lively 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. /7 ~/"4), It is fairly natural

in manner, though it contains occasional pedantic diction and

X Professor Cﬂ;fgon Collins_enumeraied 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 as8 is to be found in most of the other dramatists., His

kinds are
4 1 Plain serious prose, e.g. The Case is Altered pp. 537 on.
L Comic @nd humour prose of the pdin kind, e.g. Every

Man in His Humour,
S Jargon prose, e,g. Bartholomew Fair - Scottish dialect.
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, I Comic conversational

-

L »
prosignwhich is seen excelk ntly in Bastward Ho! and 2. The

high comedy s tyle, as in lMonsieur D'Olive, e.g. pp. 127 and 129.
In Afphonsus, Emperor of Germeny, 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



for ordinary use, the high comedy rrose and the comic prose
which is often plaln but every here and there contains his famous
fustian diction, These two styles are used through the Dutch
Court#®san, But he occasionally uses scraps of other s tyles.
Thus is What You Will there is parody of Court speech, e.g.
35 P 236; in Antonio and Mellida, 5, p. 63, parody of euphuism;
in Antonio's Revenge 2,3, a plece 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
Vhat you Will, The Dutch Court®san contains some Dutch jargon,
Heywood and Rowley continue the pre-Shakespearean tradition,
with som?hadditioﬁ of later styles, They were imitators rather
than originators; their aim was to satisfy the spectators in
the easiest manner by providing them with fashionable entertain-
ment, In Heywood are found}cé% 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 ehé%e a good Wife from a Bad, 1,2;

The English Fraveller; and Fottune by Land and Sea, P. 435 9,

plain realistic prose, e.g. A Woman K&lleq&itkﬁindness, p.141;



4, serious plain prose, e.g. A Royal King and a Loyal Subject,
pp. 20 and 25; 5, jargon prose, e.g. If you Know not Me you
Know Nobvody, p. 131; 6, parody of high flown speech, e.g. The
Fair Maid of the Exchange, p. 51.

William Rowley resembles Heywood strongly, but the former's
prose is often plainer and more modern than Heywood's. Rowley

has besides the common plain style

b}

which he did not succeed in
meking very int eresting, 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 New 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 New Wonder -
Roger, Sometimes he ineclines 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 py i),

Dekker and Middleton, the writers in whom the older native kind

of prose reached its height, resemble Heywood and Rowley in the
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vigour and naturalness of their prose, as well as in its numerous
kinds, rather than Jonson, Chapmsn and Marston. But they
display much more polish and skill, and originality in develop-
ing the prose 1n the direction of realism, Dekker's nondramatic
prose may not always be faultless, but in the drama he is one of
the chief exponents of the realistic style. In thi?étyle he
not only succeeded in imitating the cadences of ordinary con-
versation, but added to the vocabulary a large number of collog=-
uialisms: and he sven went further, in making some of his char-
¥
acters use gipsy slang of beggar's camt, e.g. The Roaring Girl,
Wiz fart o _
pp. 217 to 220 (See p.%4 for a discussion ofADskxer's diction).
The resalistic style is found - to take examples - in many parts
w
of The Honest Whore, pt. 2, and The Witch of Bdmonton. He approadh -
elmes Shakespeare in the variety of hi§étyles, though in none of
these 1s there anything like Shakespeare's distinction. The
clown prose is seen in much of Northward Hoj; high comedy prose

in 014 Fortunatus, pp. 129 to 131; euphuistic imitation in

Northward Ho, pp. 5 and 11lj parody of high flown style in The



Roaring Girl, 1,1; serious pfose in the same play, p. 154;
jargon prose (Dutch) in The Shoemekers' Holiday; and Chronicle
History prose in Sir Thomas Wyatt, p, 99.

Middleton resembled Dekker in his copiﬁg use of prose’but he
added more distinctionk and wrote more easily, He ranks with
Shirley after Shakespeare as one of the best 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
gome of his best pla ys, as in The Phoenix. His natural prose
was realistic; an@ this he made witty, light, and eminently
conversational, This style is well seen in Your Five Gallants.
But he could, apparently, turn with ease to any style -which he
chose to adopt, and few kinds are unrepresented in his plays.
Flevated 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 realistic 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 zffected kind is con=-
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trasted with this in Lazarillo'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 will a
diction like Marston's, e.g. p. 279 of Your Five Gallants, and
colloqulalismsg like Dekker's are not uncommoné 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, He is also fond of charactsrs 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, Dp. 514; and he also intro=-
duces in The Phoenix a character (Tangle) who speaks egunally
strange law jargon.

In the early plays of Beaumont and Fletcher traces of the older
kinds of prose‘are still found, e¢.g. comic prose in The Knight
of the Burning Pestle, e.g. 3, 1, B225; serlous prose, The

Maid's Tragedy, 2, l; humour prose, Bessus, in A King and no King.

But much the larger part of their prose is admirable high comedy



prose, which is used as a rule without much reference to the
character ofxthe speaker as in Wit at Several Weapons, Actl, and
The Scornful Lady. It is plain and polished, and differs wery
little 1n/a tyvle from the irregular blank verse. fsThis verse
began early to drive out the prose, and soon banished it
altogether, so=tizst the larger part of the plays are purely in
verse; though the usual styles and ordinary uses ajpear again
in plays wheare there is a suspicion of other collaborators
(except Massing;r). The Knight of Malta is an example,

In the undoubted ﬁgﬁiz: of Massinger prose is not used except
for professional jargon =

Ford harks back to the older uses and styles of prose, just as
he @mployed the older kind of blank verse, Farcical prose, with
a sparing employment of its devices, is found in abundance in
The Lover's Melancholy; realistic prose in 'Tis pity, 1,2, o.
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 ppu“m;fh. The Fatal Dowry contains two scenes
(2,2, & 4,1) id which the older kinds of prose are used in the
ordinary way. Buf heldly wmihats aw lnkid wil ?’waf-r’ﬁ‘-ﬁ;.x?zi Yo o e
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Sacrifice, 2,1,(Mauruccig; elevated prose in Love's Sacrifice,
2,2, p. 413, In The Fancies 1,2, p. 144, there is parody of
high flown speeché and the same play contains diction like
Marston's, especially in Act 4 and Sé in The Lady's Trizl, there
is a stammering character, Amoretta, 2,3, p, 29, and gipsy slang
is found e.g. on p., 296 of 5,1,

Tourneur's prose is, like Ford's, imitative of older kinds.

In his poem The Transformed Metamnrpho{is he used a number of
curious coinages.like Marston's (e.g. phlegetontic, arterizing,
ambitionized, Leucrocutanized, lycophosy, famoised, 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; D'Amville in the
szme 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.
but the

The same kindse are found in The Revenger's Tragedy,

. . e R atvla 2 there ls less
blank verse in this play is irregular in style and tae Ls



contrast between it and the prose (See p,f87 )

In his two greatest plays, Webster is remarkable for the way in
which he uses prose rather than for its style (See p, /86. ).
Except in Appius and Virginia he disdains the older style of prose,
and has an individual kind, not very different in 8 tyle perhaps
from the high comedy prose, but used to express the special
characters of his villains, Flamineo and Bosols, Sometimes he
mekes 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 dure for a duckold, and The Thracian Wonder, which are ascribvegd
partly to him and partly to Rowley, resenxble Rowleyépﬂays 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 pla in, easy and natural, but
has also lost the exquisite comic effect. It is always, never-
theless, at a high level, and is clearly distinguished from

the verse even when the latter is Fletcherian, Besides the high



comedy prose, the following styles are found occasionally in
Shirley's pleys: Ijargon prose, e.g. Love Tricks, ﬁhere there is
much Welsh; parody of high flown speech, e.g. Love Tricks p. 41 -
\ :
in this he uses the dsvice of curious diction to eXCEeSss 4
humour prose, The Changes - Sir Gervase Simple; realistic prose,
e.g. The Maid's Revenge, 3,2, p. 143 on; poetical prose, Love's
Cruelty, 2,2, p. 213; realistic imitation of the s peech of the
Court, The Bird in a Cage, 4,1; plain comic prose, e.g. The Young
Admiral, 2,2, 121 & 3,1; ir the prose of The Arcadia, however,
the older clown style appears, Shirley's plays ® ntain a great
deal of prose, and sometimes it is evidently encroaching on the
provimc e of the verse. The Wedding shows this tendency.(ﬂaJquzf
The stvle of the prose used by the minor dramatists does not
call for much remark (See p. /77 )s They use a great deal of
prose, and it overruns all bounds in many plays. It is often of

excelle nt guality, as in Day's Humour Out of Breath, The style

is frequently high comedy prose entirely, as in Shakerley Mzurmions

The Antiquary. Sometimes the latest plays follow faithfully

the earlier in style as well as in use of prose, 0f this



Heming's The Jews! Tragedy, 1638, is an example.

Brome's pré$%tyle is excellent, easy, natural and direct, but
not distinguished (See wafwj] ). The verse approximates closely
to the prose in style, ﬁowever, as in Jonson, so that the charm
of a:ntra?t is lost, A good deal of his prose also is of Jonsonb
kindk, e.g. in The Sparagus Garden, and Sarpego's speeches in
The City Wit, Brome, however, wus a good workman, and several
of the older styles appear in his plays. Jargon prose occurs in
The Northern Lass (Scotch) , but it is not very good. There is
much rezlistic prose in many of his plays, 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 ot 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 Concubine, 2,3,
p. 28, however, there is an example of serious prose. Though

most of his prose ig plain, Brome exhibits at times the common

tendency to curious diction in his comic prose, e.g. The City Wit,



2y 1, D. 29§; and Saveall's part in A Mad Couple WellJMhtched;
énd 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 mounds, and to ﬁsurp the place of verse, The tendency is
particularly prominené in The Jovial Qpew, The Sparagus Garden,
The Queen and Concubine, The Northern Lass, and Covent Gardén
Weeded.

Speaking generally, Brome does not show a strong sense of style,
the various kinds being toned down and approximated to his real-
istic average style, of which the following example from the
City Wit 1,2, is representative;-

CRASY Nay, but, Gentlemen; a little of your patience.
You 21l 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.

TICKRT Blood of Bacchus, 'tis my day, what then? Dost



talke me for a citizen that thou ££inkest I'11 keep my day?

No, thou'lt find that I am a Courtier; 1let my day keep me an
ttwill, But dost hear? Come to the Court. I will not say
what I will do for thee, But ome to the Court, I owe thee
two hundred pounds; I'll not deny 't, if thou ask for it seven

years hence, Farewell, I say no more, but come to the Court,

and see if I will know these.

THE DICTION,ESPECIALLY OF THE FARCICAL PROSE.

In the survey of dramatic styles which developed in the Elizabeth-

an drama% it has been argued that the prose arose from a native

stvle which speedily divided into a number of styles, dach of

which assumed = form *he orime cause of which lay in the special
use it was put to. It was held that the various styles owed
little to the direct influence of nondramatic literature, except
pernaps to the pamphlets, but, when imitative at all, copiled
only the actual speech of the time. The high comedy and plain

reazlistic styles were instanced as specially clear examples of

this kind, the older farcical prose being contrasted with them
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as containing devices and distOrtions of actual language
deliberately inserted to secure a comic effect, these devices
being often borrowed from prevailing absurdities in
literature 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 suéceptible

to literary influences, particularly the influence of Lyly

and Sidney, and in this mediate way literary influences appeared
in the drama?ic prose, But it was argued, further, that

these effects appeared with a difference; that the necessitiles
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 éif;:§t§£

in general, without reference to paculan&ties in detail. 3aﬂ€

/
Af the minutiae of style in dramatic prose are examined,

certain general tendencies can be discerned, which are

equally chara¢teristic of the nondramatic and dramatic prose,



or are enormously developed in the drama,

The minutiae of style of all kinds are here roughly
included under the head of diction, In general, the
individual word is dealt with in itself, but not infrequently
the individual word is passed beyond, and refererces are mada
which imply the relation between words,fer example to 2
alliteration, Nevertheless, style in general is nof intended,
but attention is almost always fastened on the individual word
rather than on aggregates of words, At one or two places
the structire may be referred to, as, for example, where the
habit of heaping synonyms, or equivalent expression, is dealt
with; vut 1little violence to the subject-matter will be done
if it is all 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

first aim; and, though various structures may appear, unless

they are Lylyan they appear in their simple st forms only.
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Lack of space renders it impossible to deal with the diction

of aii1 the separate styles in detail. Tnerefdre a2 few general
remarks are made on the diction as a whole; and then the farcical
prose, where the most remarkable diction is found, is_treatad in
detail. Also some attent ion will be paid to the ﬁarouy of

allected speech, wnich has considerable affinities with the
ordinary farcical prose. The reason for this choice is that the
ideal of the farcical prose in diction is the grotesque; of the
high comedv prose slegant vivacity: and of most of the other style
omitting tna.poetical prose, plainness. Plain diction nseds liitle
but i1llustration: elegance and vivacity of diction are found ‘
elsewhere: it is the diction of the farcical prose which is
pecul?ar, and which contrasts most strongly with the diction of the
verge. For the ganms reason, lack of space, the diction is treated

without much reference to ouitside influences or general tendsnc ies

in El izabetllan literature,

Of all the matters of stvlie which claimed the dramatists'
attention, diction, both in prose and verse, was by no means

the lesast. Besides the imumense collection of curious



words and devices which appear in the dramatic prose,wxzomaanfﬁne
sorsedves Mo Vthiele as in all 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 1l v says "If any of you be in 1ove.provide ye a capcase of
new-coined words", Marston's diction is the subject of the
well-known passage in the fifth Act of Jonson's Poet dster,

where &an ema?ic i8 administered to Crispinus (Marston) which

causes him to produce a terrible store of curious words., x

% On the diction of ranting blank verse Ben Jo¥nson,
Biscoveries, Ingeniorum discrimina, says "The Tamer §aines and
< .
Tamers®hams og&he latter age, which had nothing in them........
but furious vociferation (and) language which did fly all
humanity". Angd Shirley in Verses on Massenger's Renegade

speaks of ™mighty words that tear a passage through the alr®,



Virgil then tells 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 earlier period is referred to by Middleton,
No Wit No Help like a Woman's, act 2, 1, p.4l,."How many

honest wqrda have suffered curruption 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 zre old men at the present thatl
are so polsoned with the affectation of law words (having

had so many suits cajvassed) that their common talk is nothing
but Barbary Latin," In connection with the introdugtion

of long Latinized terms, which are frequent in the comic

prose at one period, Ford in Love's Sacrifice 22, P.1l4,



makes the characters beseech such a speaker to use his mother

tongue,

It was in the late sixteenth century that English
first came to be, after thé first influence of -the Renascence,
a self-conscious language, and that the beautyjand
expressiveness of its diction first came to be appreciatesé and
studied,. An ideal of native purity began to érow up
alongside of the classicizing habit while had been in vogus
since the earlier vaars of the century, English was then

in a plastic condition, ready to receive new influences Ifxrom

any favouring source, The result was that enormous additions
of several kinds were made to the vocabulary. | Pedantic
derivatilons from Latin and Greel, Latin especially, inkhorn

terms, revivals of almost obsolete Medlaeval words,
colloquialisms, and outlandish borrowings, especially from
Italian, streamed into the spoken and wmwritten 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. All these
phenomena appearmd, often with redouvbled force, in the
'drﬁmatic prose, In the farcical prose every method that
suggested itself was exploited to form original and curious
diction.
The invention of new terms became a pasaibn. New
words were formed, not only, as nowadays, to express new
ideas or to denote new things, but for the mere sake of suiting
. /
some particular stylistic effect, such as allittferation,
Others were formeé because they were euphuistic in the trueat‘
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
its 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 desireds



The Elisavethan 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 borne a different relation. Apparently the
sound received more passive attention than now; average men
were more aware n;@ha rzal sound of the words of the languages

/

and verse and prose alike, in conseyuence, were regarded more

in the way of euphonic effect than now, Various causes have
contributed to bring about this result, One, no doubt, is
the growth of abstract thought; THub =s certaixLy,ﬁha main

cause is the nature of the spelling, which, if not perfectly
phonetic then, was not yet quite fixedg 9 and was not entirely
divorced from the spoken language: 430 that the sound of their
words was not concealed from the Elizabathan7és ours is by the

sophistication of the spelling. X

x The relatively greater importance of the sound
in BElizabethan words can be seen and proved in various ways,
For example, Spenser,who would represent thes tencency 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 Whihkis
i

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
telling weapons of the comedian. But\throughout the
whole period there is evident an opposed tendency, a struggle
towards plainness and sase of comprehension and a desire to

translations of the Italian poets in The Faerie Queen,
and wilalid

Passages which referreq.tiasounds themselves are very common
in Spenser, and illustrate the matter well. Here are a
few passages which show parallels in sound as well as in
meaning: =

Dui chiari rivi mormorando intorno......Orl,Fur,l.st.35.

A gentle stream whose murmuring wave did play...F.q.2,5,35.

del monte

Scatur;a mormorando un picciol rio., Ger,Lib,.12,67,

A trickling stream from high rock tumbling down

And ever-drizzling rain upon the loft.,.F.Q.11,41,

Aure fresche et zalne

Che l'alte cime con mormorii lieti

Far tremolar de i faggl e de gli abeti.,..Orl.Fur,.6.27.
Lissesssssessthe breathing wind

e v ® 8B E o oa

Which through the trembling leaves full gently plays.F.Q.1.7.3.
Quando all'entrar d'un bosco, un lungo grido’

\
Un alto duol l'orecchie gli feria, 0.F.11,83.
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sift 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 becames gradually plainer in diction; Marston
again invests the drama with his coinages; these disappear,
With him Dekker introduces colloguialisms, which are gradually

driven out again, But a new army of words appears in the jargs»

e -

They heard a rueful voice th;t'dearnly cried
With piercing shrieks and many a doleful lay...
That through the wood reechoed again, F.Q.16,21.
e le profonde
Selve s'odon sonar d'alto lamento 0 F:16,21,
Rimbombare, Risuonare, tremolare and mormorare run through
Ariosto, Tasso and Petrarch as rebound, resound, tremble, and
murmur through The Faerie Queen,
E volendo vedere una Sirena
Cne col suo dolce canto acheta il mare, O0.F,.6,40,
Then was heard a most celestial sound
Of dainty musie......cc..
that was Arion crowned...
And all the raging seas forgot to roar, F.Q.4,1123 & 24,
(on the firing of cannon)

I1 ciel ribomba 2zl paventueso suono. O0.F.9,75,



) of such characters as Tangle ;né'stargézgr?_and behind them
are ever more in the affected language oflﬁhé:CQurt3 which is
the subject of’so much paredy.

Fach 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 o'@he blank verse, the poetic diction of which itself
contains innovgtion as in

The multitudinous seas incarnadine,..
where both multdtudinous and incarnadine are used for the
first time,

0f_the—three tendencies to the grotesque,—to—the -
plain, and to elegence; the first—is iilustrated in detail,

As when that divelish iron engine...

Conceiveth fire, the heavens it doth fill

With thuﬁgqring noise, ¥R 1;%:18,
The similaritf;g}.épénﬂer's translation of the song in
Ger.Lib, Canto 15, at ¥.Q.2,12,71, is too wellknown to need
repetition, These are only a few out of an immense number

of such parallels.



éThe grace of variety was caught from the cua?sities of
diction after the useless and unpleasing excrescences of all
sorts had been 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,
Rosalin)l's Epilogue to As You Like It, though perhaps
touched with the particular elegances of the time, is a/é-ine
example of clear ease.w {wﬁmwwﬁk
It is not the fashion to see the lady the epilogue;
but is is no more unhandsome than to see the lord the
prologue, If it be true that good wine needs no bush,
'tis true that a good play needs no epilecgue; 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 nor§ cannot insinuate with you

in the behalf of &z good play! I am not furnished like a



beggar, therefore to beg will not become me; my way is to
conjure you, and I'll begin with the women....
Aoyt

The timiwd direction of the diction is towards the
elegance that characterises the high comedy vprose and the
passages spoken in moments of elevation. In the high

(Fhas 4een aen it _
comedy proseﬂthe sources of inspiration seem to be largely
Lylyan and Arcadian in origin, and so the dicticn of this
kind owes much to Italian example. The grotesque parts of
the diction o?éhe upper classes, which exerted so much
influences, 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, whichgweﬁmost
of their unequalled splendour of diction, approaching in
variety and beauty the diction of poetry, and yet never
passing into poetic dicticen, The range of wordse in these
parts of the prose, and indeed 1n the prose as a whole is

probably as extensive as of any English prose, and is

unsurpassed in grace and music.
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No word;lista could e xhibit the facility and elegance of
these kinds of prose; for it is in the use of the words rather
than in the words themselves that its felicity.iies. Shakespeare

is famous for his high comedy diction, but it was the common
property of the later drame, The passages which were cited as
examples of the kind are sufficient proof of its excellencé;
and the only addition that ié needed is the knowledge that while
Shakespeare was the model, none of his greater pupils failed to
achieve an in&ividual manner in it, dnd to write this prose
with the skill of a master, The blank verse failed, but the
high comedy prose maintained its level to the lzst years of the
Elizabethan drama,

The third tendency is towards curious diction, This is on the
whole characteristic of all the farcical prose, where there are
meny 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 unigque. In narrative and other

nondramatic prose the use of a figure of speech is, as & rule,



a means of illustrating the author's meaning or adorning his
style. But in the comic prose the devices aré employed to raise
a laugh, and to label a type or character. Thus, while in
nondramatic prose devices must not be too sal}ient, or repetition
of them too freyuent, 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, Dramé will some times isolate any device which for
any reason has attracted attention, and will employ it for its

_ %
own 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; alliteration

combined with some other device, such as rhym?énd antithesis;
foreign words and phrases;both correct and incorrect; the manu-
facture of a cognate object; displacement of words; Jjargon
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

have passed into Elizabethan prose, unless the similarity which is

- g#—rf Mém;o(tp; e fal’ &W’, aud % lﬁ!j # N";,éfw/sf_.}zj;.i,iz,
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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
FBabelaig‘may be taken a8 examples,

There is something Aristophanic at times both in the
tone and the diction of the farcical prose of Elizabhethan
drama, In the long comic names, coined words and long
compounds, boisterous buffoonery, and use of dialect it
resembles parts of Aristophanes,

As repgards long comic words and coined words

' /
Aristophanes has, take examples, I,Pa(/u/uol 'l'ﬂf“’ya((")/a P4 4

( Mtharneis f,),/awé’xf?{r&;s Lsys5, Mo vITpa yu mruw] L8353
WK;f}{y)/;‘T(N,S( Yuppeir £ #7), xgoij’urf:a)?;pmav
f?q, ﬂw/u,a 20Xfu/u.¢£0'f\/ s

There are estimated to be a hundred coined words in the
Acharnians alone, and long comic names are com mon,

These are paralleled by the long coined names and
worde (though of a different structure) that Peele was fond
of, e.g. Bustegusteceridis, Polimackeroeplacidus,

Huanebango, and superfantial, all in The 0ld Vives' Tale.
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lMarston's coinages show the same habit, though they

are generally formed, like Peele's}on 7éifferent model, which
will be discussed below, and appear in the blank verse as well
as in the prose, Thename of one of his characters in

What you Will is Boaphor;gp Carmelydon Honorificacumenos Bidet,
‘Mutualafriendly-reciprocal kind of steady=-unanimous-heartily=
le&guad,haa already been referred to. Catastrophénical
occurs in The Dutch Courtesan, 2,1,p.131, Prolixious,
aromatical, Tgmbasine, salmindy coram, methodical, and

facetious all occur in one speech in Dekker's Match Me In

London, p.1l55; magnitude, condoclements, capricious,
misprise, and collocution in one speech of Patient Grissil.
Dampit in Middleton's A Trick to Catch the 0ld 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 honorificabilitudinitatibis

Pigrogromitus occurs in Twelfth Night 2,3.28; Holofernes

used much diction of this sort, e.g. black-oppressing,

perigrinate, congruent, epitheton, indubitate, and

g



annathonize, Oraculous, pharasito-hypocritical, and
paraperopandentical occur in The Family of Love: Slipshod,
Shamlegged, Brown-thread-penny-gkeinned rascal is foulld on page

, N .
279 of Your Five Gallants: mqndification in The Fancies, 5,2

p. 36. The stringing of words together is seen in Rowley's

A Match at Midnigh t; a mundungo monopolist, a paltry, penurious
pecking pinchgut .in Lady Alimpny, P. 291, Trifuvlk, sonance,
oppugn, tenebrous, moechal, tranquillous, monomachy, neutrize
and obdure occur in The Rape of Lucruce; 1long Latinized words
in Love's Sacrifice, 2,2, p. 415; cupidinean, vulnerate,
pulchritudes and vagabundgio in Love Tricksé magatapipicoes and
long names in The Devil's charter; pfaragraphistical, ete. in
The Fair Maid of the Inn, 3,1, p. 172; preambulate and mallad-
ize in Bvery Woman in her Humour Elr; collaud and colloguve in-
Green's Tu Qu0que; Tomkis' Albumazar contains perspicil,
autocousticon, scictherical, almicantarath, prestigiatory and

U

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, ‘Plautue' influence in this direction was
as powerful as in the direction of suiting the metre or vehicle
to the subject-matter, For example, in Miles Gloriosus he used
long comic names - Bumbomachides, Clutomestoridysarchides and
Pyrgopolinices (11, 14 and 15). In the Trinummus are found
turpilucricupidum, mendaciloquius, confidentiloquius, blandilequ-
entulus, lateg;icolarum, and conciliabulum, among many: others.
Lines 1021 &end 1022 of the same play run
Chiruchus fuit, Cerconicus, Crinus, Cricolabus, Collabus,
Collicrepidae, cruricrepidae, ferriteri, gastigiae 5o o® @ e
The influence of Rabelais, whose temper was identical with that
of the pleasure-loving common people and with the coarse jovial
realism of meny of the farcical parts of the plays, has been doubt-
ed, A close knowledge of his work may not have been possessed
by the dramatists, but references to Gargantua are not uncommon

in drama. =

% The pedant Holofernes Thas been said to have a prototype in
Tubal Holofermnes, Gargantua s tutor. "The equinoctial of




The jumble of dialects and languages and the macaronic speech
are found in Rabelais, In Book 2, Ch. 6, there is a Limousin,
‘Qui contréfaisoit le langage frangois: in a Franco-Latin jargon.
In Book 2, Ch, 9,Panurge discourses to Pantagruel in thirteen
different languages, and in @25 there is an astrologer who uses
jargon like that of #targezer in The City Madam. Examples of
word coinage, which occur here and there, and of parody of
monkish Latin, %re;- - i Mbiliegroin\ doctorisl Cherubii
De Originef Patepelutarum/ et/ Torticollorum/ ritibus, 1lib.
septem. DEs/incornifistibuléé occurs at %15,and circum=-
bvilivaginer at qzo.

With these examples there is no need to beat the coverts, or
to make exhaustive enquiry into the particular sources d0f the
argots used ﬁe{yto find exact parallels, Tomkis in Lingua
illustrates the matter and sums it up sucecinctly in a macaronic
speech.

Queubus nin ngiffh.ﬂight,-é,ﬁ,_zz, has been ascrived to Rabelais'
influence, In Every Man in his Humour: As You Like It, 3,2,
238 to 240; &Every Woman in her Humour, 1,15 The Trial of
ChXivalry, GRr; Green's Tu Quoque, p. 260; and The Fair Maid of

the Inn, 4,1, p. 98, ther%ére references to Gargantua and Panta-
gruel, /

Al



On p. 392 Lingua remarks

My lord, th?ough the imbecillitas of my ﬁ%ble sex might draw
me back from this tribunal, with the habenis, to wit, timoris,
and the catenis1 pudoris, notwithstanding, being so fairly led

' 4 / /
on by the gracious £W(fLki({ of vour justissime 8K alo vy s,
Especially so aspremente spurd' econ gli sproni di necessita
mia pugente I will without the help ot orators commit the totam
,. / /

salutem of my action to the volubilitati 7wy YvVAckfwy Joywv,
which avec vostre bonne pleisir I will finish with more than
Laconica brevitate,

COMNUNIS SENSUS Says y What's this? Here's a gallimaufrey of

speech indeed. To which Memory replies:-

I remember about the year 1602 many usgd this skew kind of
language, which, in my opinion, is not much unlike the man Lagos,
Pﬁatony , King of Bgypt, 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 Plzutus'



Poenulus, Act 5, Hanno speaks partly in Punic, e.g. 11. 930 to
949, Probably, however, these authors merely re‘%nforced a
general tendency whickh would have been strong enough in itself
to produce all the phenomena which characterize the comic dic tion.
Latin, Italian and Spanish exerted a direct inflvence upon
the diction, words from all 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 will; 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,
Dgdky LY. The commonest device of this kind was, however,
the use of Latin words and phrases wigh a comic purpose.
This was the only new comic device that Lyly used to vary the
prose of his plzys, 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 with words from classical Latin,
The device of using tags of foreign languages is allied witn

the practice of introducing jargon parts,; but 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 mrk of character, The following few references to foreign
phrases will serve;- James 4, many, e.g., Melle dvlcior fluit
oratio, 4,5, 284; Locrine, succado de labres, Clv; there are
many in Summer'é Last Will and Testament, which are always trans-
lated, e.g. 1838, liberalitas liberalitate perit . . . . .:

Love me 1little, 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 e nner without refersnce to their meaning, as, Selimus 193

to 194 Bullithrumble "Mass, I think he be some Justice of the
Peace, ad quorum, and omnium populorum, " The same phrase occurs
at A Looking Glass for London and England, 1. 223. The dog
Latin is curious and fairly frequent, e.g. Jack Straw "Sursum

corda, alias dictus hangum meum; and The 01ld Wives' Tale 1, 288
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Huanebzngo If the lady be so fair as she is said to be she is

mine, she is mine: meus, mea, meum, in contemptum/ omnium

grammaticorun,

COREBUS 0 falsum Latinum

13

The fair maid is minum,
As regards Priscian more than a little scratched, Piston in

(
Solgman and Perseda is particularly fond of misquoting, e

ogc
1,5, 140, O extempore, O flores; 2,2, 298, Quis tacet consitiri

(Conséntire) videtur; 4,2, 34, Basolus man#% (beso las manos)

Friar Bacon and Friar sungay,!0dl,rabias Commentator;Several in-
stances occur in The Farnassus plays,@eg.,Pt.l,1,1,8&4,1,1143-7;

in Tne Return,rt.2,p.18%,a character enquires,concerning such a
spesaker,"Why,will the feilow's Englisn breax the King's peace?"
Shakespeare,sven,did not disdain such a device,though he connect-
¢d it with the pedantic character of Holofermes,e.g. L.L.L.,5,
1,20-30. In | Henry4,5,5,30 ristol says"'Tis semper idem, for

obsque hoec nihl sste'tis all in every part.':but it is uncommon

in his works,except in Love's Labour's Lost,which was his sxper-’
imental sumszary of previous practice. Of course, ioreign quasi-
technical terms,such as dusllo,and passade(L.L.L.) and bona rooas,

(Henry4,Pt.2)ars common. [he habit was continued till the latest
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years of tne‘drama, The following are a faw notable sxamples=;
A Chaste Maid In Cheapside(many Latin phrases with mistranslations;
The Cld Law,4,1,74(a Drawer says 'ad imum'):%Wit at several wWeapons
(Priscian is a character in this playﬁé,auu uses sham Greek and
Syriac occasionally,as well as Latin tags);ine Lady's Trial, (Span-
ssh and Dutch)The Devil's Charater,B4r(ltalian);The City wit3f4,
@Lc., (Latin phrases with many absurd yet often witiy translations)
vlosely connected with the fashion of intwoduc iLg such scraps
and tags of foreign speecin is the practice of using aialect and
broken Lngl ishe This was common tnrougnout the drama,and deserves
attention not gorely because of its besing a part of the genseral
striving after curious diction,but bscause of its continuity and
universal ity. Ine jargon parts ara ,nhaturaliy,all farcical,and in &
ihe early drama are put almost exclusively into the mouths of humble
persons and clowng;but in the !ater drama some of these parts are
spoken by people of higher ran«.The princlipal reason why the early
practice was sometimes departed from is that tae early jargon
parts were almost entirely coniined to dialecis found in This
country,wirile the later include Irish and the broken Englisa of
foreigners. All the bnglisn dialectis are representsd and svery
longue of wWestern Europe. Thne degree of imitation ranges from a

few stranguly~pronounced words introduced info ord;nary speech to
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a realisliic copy of English oroken in the Way appropriate to the
national ity of the speaker or to the fubl zupresentation of a
dialect.

I'ne connection of the daaiect; and foreign Jjarcon with the gipsy
$i1anz and the prolessional argois is obvious. These four classes
ail arise from one wave of the impulse. towards curious diction.
I'nat tney were so connected by their author€ is su:gesiedu by Sharp-
ham in The rleire,o,1,548-356:~"

Ruffell. #what gallants use to come tc your house®

fLEIRE. All sorts,ail nations,and all trades. There is first
Master Gallant 'your Briton, Masier Methegl in vour welshman,4doun-
sisur Mustroom the rrenchman,Signoer Fumada t(he Spaniard, Master
Oscabath the Irisoman,and Mastey Shamrough his lackeyzq,and Haster
Slopdragon ine Dutchman. Thanfior your trddesman,there comes {irst
Masier Salubesrimum tae Paysician,lMaster Smooth the Silkman,Master
Thimble the Tallor,distur Biade the Cutleryand Master Rowelil the

Spurrier.

e . e -

*of course,long comic names,pedantic. jargon,broken languags,and

mac aronic spescn are all used in other coniemporary dramas,oege.,
Heolco emrloys dialect in Il Ruzzanie(Garneit,Hist. of Italian Lit.
p.<32):and ,though later,4rypaius’' Horribilicribrifax,whicn con-
tains,besiuas the German, [talian,French and Spanish,ofiten in thse

same spsech,as well os long comic names.
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The jargon parts in the plays which are entirely in metre
are confined to the doggerel; and in the regular drame they
Qelong to the prose, with scarcely any exceptions, The exact .
correspondence of the prose to the earlier doggerel in the
mixed plays, in this respect,is seen from the following list
of jargon parts in doggerel of plays between 1550 and l585a;-
Res-publica, the People speaks in Country dialect; Wealth &
Health, Dutch and Spenish; Ralph Roister Doister, Country;
Gammer Gurton 's Needle, Country; The Marriage of Wit and
Wisdom, Country; Damon and Pithias, Country; isogonus,

tammering and Southern; The Contention between Liberality and
Prodigality, Country; Horestes, Southern; ike Will %o Like,
Stammering; Canmbyses, 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 list I have seen Die
Dialekt- und Ausléndertypen des Alteren Englischen Dramas,von
Bduard Eckhardt, Bang, vols., 27 and 32, which treats this sub-
ject from a philological point of view,
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In the dogggral some of the characters are made, in the play-
wright's zeal, to gpeak & jargon that is quite incomprehensibla;
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, Dér,‘

¢

illustrates itc=-

CACONOS: 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 Natyvitie,
Ay see a bab in a Manger and two Beastes standyng by.
The Seruice whilk to New Yeares day is assayned,

Bay the Paicﬁyre of the Circumcision ay faynd.
The prose throughout the whole period reproduced the same
methods exactly and copiously’éé the following list shows;-
The Ffamous Victories of Henry 5, French; Locrine, Southern;
The Wounds of Civil War, French; The Three Lords and Ladies of

g »
London, Indefinite form; James 4, Scotcn and Frenchj The Jew



33/
of Malta, French; Summer's Last Will and Testament, Welsh;
A Mepry Knack to know a Knave, pretended Welsh; EnglishMen
for my money, French, Italian, Spanish and Dutech; Sir John
Oldcastle, Irish, Welsh and Lancashire; The Blind Beggar of
Bednaygreen, Swiss; Captain Thomas Stukeley, Irish; The
Downfall of Richard, Farl of Huntingdon, French; Grimm the
@ollier 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 Fremh; King Lear, Southern(4,6, 240 to 250);
Bartholomew Fair, Scotch, Foreign and Southern; The Tale of a
Tub, Northern; The Sad Shepherd, Scotecn(in the blank verse);
The Case is Altered, French; The Ball, French; the Dutch
Courtesan, Dutech; 01d Fortunatus, an Irishman and a pretended
Frenchman both speak the same kind of broken English; The
Virgin Martyr, French; The Shoemakers' Holiday, pretanded
Dutch; Satiromastix, Welsh; The Honest Whore, part 2, Irish;

Westward Ho, Dutch; Northward Ho, Dutch and Welsh; The
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Roaring Girl, pretended Dutch and Gipsy cant; The Wonder of
a Kingdom, pretended French; Patient Grissil, Gibberish, pre-
tending to be Welsh; The London Predigal, Southern and pretend-
ed Dutch; A Chast¢Maid in Cheapside, gibberish pretending to
be Welsh; No Wit, No Help like & Woman's, Dutch, and gibberish
imitating it; A Fair Quarrel, Dutch; Anything for a @Quiet
Life, French (three characters - one real 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; If you know not
me you know nobody, French and pretended French; The Royal King
and the Loyal Subject, Welsh; Wit at Several Weapons, sham
a.oﬁs‘:mw!’"
Greek and Syriac, Greek and Southern; The Geekls—Comb, pre-
tended Irish and French; Cupid's Revenge, Country; Monsieur
Thomes, French; Thierry and Theodoret, Welsh; Women pleased,
Sk
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,



L
o

Sowthern (in the blank verse); The City Madam, gibberish ore-
tending to be Indian; The Weakest goeth to the Wall, Dutch;

The Lady's Trial, a lisp; Love Tricks, Welgh; The Wedding,

pretended Foreign; The HumoWrous Courtier, gibberish for

Fremch and Spanish; The Arcadia, Counrty; The Valiant Welsh-

man, Welsh; The Lancashire Witches, Northern; Hoffman, pre-
tended French; The Jews' Tragedy, Soulthern (spoken by a Hebrew

carter!); The Ordinary, a jargon manufactured from Chaucer,

in the blank ve?se; The Rebellion, pretended French; The

New Academy, French; The Northern Lass, Northern, aml gibber=-
ish pretending to be Cornish; The Novella, German; The
Sparagus Garden, Southern; The English Moor, gibberish pretend=-
ing to be Arabic; The Damoiselle , French (in the blank verse);
The Hollander, a Dutchman who uses much French jargon;

The Muees' Looking Glass, Southern: Hey for Honesty, Southern

and Welsh; The Return from Parnassus, pretended Frerch; besides
all these there are a good many plays where Latin or invented

jargon is used in conjurations.
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The immense emount of the broken English shows the popularity
of the device; and the fact that Shakespeare, Beaumont and
Fletche;, and Massinger were the only great dramatists who were
able as a rule to refuse the audience this fashionable satis-
faction shows the strength of the convention which caused it

to be inserted, even forcing the writega 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, ag the list shows, an author would use gibberish
when at a 1loss for a realistic imitation of English broken/in
the requir 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 underwant,

The foreign jargon and the dialects h-ve already been illus-
trated (See ppigq 104 205207,%), as also has the stammering(See pi4).
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,



N (*(mzbc(,m ;ﬂu{y&g tCewns ol et ‘h&/k'l/w ]faw /irw WW}

W_//ME- .I?j_ hacers ﬁg-f,ee, 6’5»"6 — mf ’Md/{{b y,(, Fo
ok Ko Yeas fr,ﬁu. vty frue et ?/uﬂyfbd w U dew ﬂlﬂ‘_,é .&I(Amwp?
ipd A2 enbiuce 7//&2 Mr’&i&-f,u,uf Latot

7



Henry 5 being typical of the better and Anything for = fuiet

Life of the poorer gualities. § The use of aialect perhaps re-

introduced a number of colloguial words into English; &t any

rate,in the later drama quite a number of old words,oftsn

standard Teutonic worgs wnich had been displaced, reappeared

from the popular speech. This practice begins about Dekker's

time, is common in Middlzton, and comt inues till the end of

the dram . A few example s of such words\ are nimming,

Your Five Gallénts, P. 224 &c; Lins,Ybur Five Gallants p. 226
v & v

and The Turk, line 1064; Hole,(from OfF§, H&lan) A Mad World

my Masters, p. 400; Gom (OXEX, Guma) The Widow, 1,1, 359;

Nake (O.ELgNaiiaﬁ) The Revanger's Tragedy, 5,1, 132,

One of the most curious developments of the use of jargon 1s
found in the gipsy slang or beggars' cant and the language of
the Roarers in Dekker and othsrs of the realistic school, which
afterwards found an occasional pla?e throughout the rest of the
drama, The first, most extensive, and most realistic ﬁassages

of this are found in The Roaring Girl, pp. 217 to 220. An
sl

example of this, in spite of its uncouthness,is worth quoting,
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as showing to what lengths the realistic authors were willing to
go, and what strange contrasts were to be found in the prose;
the same play contains many different kinds, from high comedy

prose downwards, The following is a good paasage;-
MOLL(P.217),explaining a previous speech: Marry,this,my lord,
says he:Ben mort (good wench) shall you and | neave a booth,mill
2 ken,and nilp a bung?® - ‘shall vou and | rob a house,or cut a purse?
OMNES Very good.
Song.
MCLL A pgagze of ben Rombouse
in 2 bousing ken of Romvile.
TIPCAT Is Benar than a Caster
Peck,pennan,lay or popler,
Which we mill in deuse a vile.
MOLL On, I wud 1ib all the lightmans;
Ch,! wud 11ib all the DarkmansX
By the sollamon under the Russemans,
Fy the sdlamon in the Hartmans,
ind scoure the Ouire cramping,
So my bousy nab might skew some bouse welle...
LORD NOLAND(P.Z219)Holl,what was in that canting song?

Moll, Troth,my lord,oniy a praise of zood draink,the only milk which
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these wild bsasts love to suck:and thus it was:-
A rich cup of wine,oh,1it is juice divine:
Mgre whnolesome for the nead than meat ,drin« or bread:
To fill my drunken pate with that ['a sit up late;
By the heels would | lie,under a lousy hedge ito dig...
Similar passages,though not so extensive as those found in The
Roaring CGirl,occur in The Coxcomb and The Jovial Crsw,and a num-'
or of scattered cant worﬁs arve lound here and there throughout khe
later arana. I |
Midaleton and Rowley's A Fair Ouarrel contains @ kind of diction
wnoich 1is midway betwesn the gipsy slang and the exazzerated phrase-
ology ¢of ithe parodies of thne preciosity and affectation of the
nigh flown speech. It is an imitation of the spesch of the swaz-
gering roisterers of Alsatlia and the town pullies of the time,who
w2re sometimes called'Roarers’'. In Act 4 of this play there is
an episode of a Roaring School,where twe neophyies are taught io
Roar,wirich they do afterwards most eifsctively. The 1likeness to
some of Pistol's spesches is very noiiceable,and probably Shake-
Lith
speare derived some suggesiions from some sia:huf'sourceﬁas that

of the 'Roarers'in this play:roazingz is practiced in the follow-'

ing mannertd4,1,):-
COLONEL'S FRIEND Dislocate ithv RBladud. (Draw ihy sword.)

USHER Hladud shall con jure,if his demons once appsare.
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and

CHOUGH The wall .

TRIMTRAM The wall of ms! To thy kennel,spanisel!

CHOUGH Wilt thou not yield precedency....
bungecoer, thou 1iesi.

TRIM.L1ie! enucle#te the kernel of thy scabbard!

In 4,4,after having perfected thmselves in this art,®hougn and
Trimtram go a-roaring;at one point they hear a 'mermaid’sing a song .,
whamh they receive in solter suylu,tnus:;

/\
CHOUGCH Melodious minotaur.
TRIM. Harmonious hippocrene.
CHOUGH Sweet-breasted bronstirops.
TRIM Most tuneapnle tweak,
CHOUGH Delicious duplar.
TRIM Putrefactious panafron.
ChOuUcH Calumnious cal icut.
Trim And most singuliar siandicus.
All the suostantives were synonyms of meratrix,@ut the 'mermaid'
i1s much impressed by the algh politeness of their address.

The zrotesnue in diction was also soughi oy means of the profess-'

ional argot(Sse ppmmwm:&n. kach trade and professiog suppl ied its

f

own special kind of words to the comic vocapulary. Tne diction of

an astrologer has already oeen illustrated:the following passagzs



53q

trom the play jusi guotea shews the use of surgeons'words in this
kind oi comic prose:$

(4,2,p.514) Now,T must teil you his principal dolour lies i'the
rogion of the liver,and inere's both inflammzation and tumefaction
feared:marry, I made him a quadrangular plumation,which he used
sanguis draconis,by my faith,with powders incarnative,which |
iempered with oil of hypericon,and other liquors mundificative....
ﬁoturnlng to the early prose,ws [ind in 1t many ocibsr gretesque
devices which are not specially connected with any type of char-
acter. The flirst of these is rhyme in the prose. This rangss irom
mere single occurrence of rhyme .,as,'0ld Wives' Tals,h,"Doth tais
sadness boscome thy madness®" to poinis whers the clown breaks into
a passage of rhymed verse of some lenzth,e.g.,Fair Em,Bor,
TROITER, (After a prose speech -prose is his usual vehicle)

P€aith, I aim at the fairest:
Ah,Em,sweet Em ,fresh as a flower,
That bhath power to wound my heart,
And ease the gmart oi me,poor tunisi,

In prison bound.
Em., So 2ll youy ronyme lies on the ground,stc.
Examples of the shorter kind are found in Edqardl,l,lso:-
Sir David. And yii,my lord, | am bebind you an ace.

Sussex, Ana yet,Sir David,ye amble after apace.



A Looking Class,several times,®.2.,1839,"1'11 either win him with
2 smﬁbth tale,or else with a toast and a cup of ale."l A curious
passage of rhyme occurs twice,with variations, in The 01d Wives' |
|

Tale. The first instance is {727, CHOST OF JACK" Content yourself,
you shall not be so ill a master but I1'l]l pe as bad a servant. I ‘
know you,though you khow not me. Ars yoh not the man,sir,deny it |
if you can,sir,thét ..,?Ltner characteristic passages of rhyme

in the prose are The Wounds of Civil #War,many between 2402 and
2463:and Locrine,E4r.

Cuite possibly this devics owes its origin to ths iniluence of the
doggerel . whetﬁer this is so or not it is continued in the farcical

prose tonroughout the drama. later passages which contain rhyme are:l
I'ne Blind Beggar of Sednal Green,2043-2048; The Two Angry wWomen J

|
of #bington,p.283; The Four Premtices of London,p.473; The Eng- |
lish Traveller,p.<218( a number of similar endings -composed, daposei
reposed,disposed, composed,etc.);The Weakest Goeth To The Wall, ,
<y S;Love's Sacrifice,<,2,415; The Devil's Charter,t4r; #hen You
See Me You Know Me,CGXr; The Lovesick ¥ing,435 on. Basides these {
passages there is a good deal of short comic rhymed metre for
prose in the midale of gpeeches of the latter,as in Antonio's
Revenge, 4, 4, The Hoz Hath Lost His Pearl,p.490,and many other vlaces.

Tae next device,all iteration, may have owea something to Lyly's
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to Lyly's axample; but more probably it is due to the gereral
tendency oi the time, It is common in all parts of the
dramatic prose; but it is p&rticulurlj freguent in the comiec
prose, It ranges from such excess as, The 0ld Wives' Tale,
864, "mot the biggest blast that Boreas ever blew cannot blow
out this little light“, to a single repetition of a sound.
No representative list can be given of so universal a device.
Extreme examples are found in The Family of Love, e.g. v,6,
"precise, puritahical and peculiar"™, and 4,1, "ou shall never
after frequent taverns nor tap-houses, no masgues nor no mMumuer
;es, no pastimes nor playhouses . . . . " The following
is & passage constructed on Lyly's model, The Malcontent, 5,2,
MALEVOLE . . . .Fauith, I perceive, when all is done, there 1is
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 cock&trice; no cuckold
but has his hogns; and no fool but has his feather - even so no
woman but has her weakness - and feather too;- I can hunt the

letter no fdrther,
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- Alliteration is naturally found in combinaztion with other
‘devices, especially antithesis. Antithesis itself is a
favourite form; it is mtural to dramatic prose in mny
circumstances and there is no need to ascribe it exclusively to
the influence of Lyly, In some plays there is a continual
tendency to antithetical sgtructure in the pro se; 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 if you still fail tc make a brazen head, yet
Mother Waters' strong ale will fit his turn to make him a
copper nose; Spanish Tragedy, 3,6, 56, PEDRINGANOé What, do
vou hang by the hour? If you do, I may chance to break your
old custome HANGMAN; Faith,you havex'eaaon; for I am like
to break vour young neck. The combination of antithesis or
balance and alliteration is also freguent, Thus, James 4,
line 56 of prologue, "I then changed the Court for the country
and war?for a wife“; Soliman and Perseda, 1,4, 212 "He just lile
a knight? He'll justle like a jade!"™ All sorts of sound-

similarity, consonance, assonance, transverse=alliteration
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and syllabic likeness are to be found, &.g. Bdward 1, 168 to
170 "Sweet Nell, thou should'st not be thyself, did not, with
thy - mounting mind, thy gift surmount the rest . . . ."
Another device,even more frequent in the stock farcical prose,
is the habit of making characters use false 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 substitulted for a correct form, as
Argal for ergo. @ccasionally, however, lirs Malaprop: is
anticipated, as in "to try confusions" for "to try conclusions™
and "the defect of the matter" (Merchant of Venice, 2,2, 39)
Theg® 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 freguently in
the doggerel of the earlier plays, e.g. The Prodigal Son,

(@, 1530) 67 %o .59 ;

~

FILIUS I can vnderstonde no laten, I was neuer at Oxynby,

Ll

No, nor yet at Cambridge, nor other insteuynte.
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The verbal mistakes are common in the farcical prose till the

end of the drama, A few examples from sarly plays :

£

H

4]
1

"Ingram"for"ignorant ", Friar Bacon and Friar Bungay 540;
"reparel" for "apparel", The Wounds of Civil War, 2403;
"indiscreet and misadvizement"™ for "discreet and advise",
2445; "fierse" for verse", 2416; "implements" and "impudence"
Locrine, Dlv; Maliguant" for "eloguent",B4v; ‘Mrepeased" for
Fopeased™, Grimm the Collier of Croydon, page 445; "scragsion
and retoritie® for"discretion and authority", John a Kent and
John & Cumber, page 15. Sometimes a word which has been used
correctly is taken up incorrectly afterwards, e.g. Locrine,
1885 to l890;-

CAPTAIN~ I charge vou in the name of King Albanact . . .
STRUMBO  King Nactabell? and Mucedorus, p. .239.
MUCEDORUS I am an hermit. CLOWN  An emmet?

Shirley even uses portmanteau-wordsflike “jmperfediment " for
"imperfection and impediment", Changes, 2,2, p. 301,

The 16th century, especially the latter half, was a great
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punning age, The puns in the drama number thousands: and
are often original and amusing, but the authors never hesitated
 wesdiow
to copy when imdbedion was ot fault, Many puns were repeated
scores of times, as the pun on "angels", Puns are common in

the doggerel, Gascoigne, Lyly, and most of the later comic prose

as well as in more serious places,. They are found even in

the tragic verse’ao

0 world, thou wast the forest ¢ fnis hart;

And ghis indeed, O world, the éirt of thee.
(Jul. Cas. 3,1, 207 and 208). They range from the most
obvious similarities of sound and word play to the subﬁ%ﬂt
word meanings. There is no need to accumulate instances of so
universzl a device,
The comic Latin pun is also found, e.g. Friar Bacon and Friar
Bungay, 1680 "You talk qf nos autem glorificare; but here's
a no-c I warrant you may be called nos autem populare for the
people of the Parish". The extension of the pun to more
alaborate double meanings is also common, but not at first.

It is found e.g., in Dr. Faustus, line 1330, CARTER, Dos\t near
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him, Dick? He has forgot his leg. HORSE COURSER, Ay, ay,

he does not stand much upon that., In Nobody and Somebody
eqiuivoke is the mainspring of the play and runs throughout.

In all but the earliest years of the drama the use of eyuivocal
words was as common as the play upon similar sound. A Woman
Xilled With Kindness, page 127 contains a good example, hut

the habit became universal,.

The manufacture of z cognate verb from the objecﬁ/ occurs
hundreds of tmes? and is found, throughout the drama, in the
verse a8 well as the prose, At first & comic device only like

"Parish me no Parishes", The O0ld Wives' Tale, 477, and

a

"Typhon me no Typhons", Soliman and Perseda, 1, 3, 160,; it

was later used in a more serious impatient way, as in "But me
no buts\3 nor Wncle me no uncles™"; 'W&rgin me no virgins,

"end me no ends". A New Way to Pay OLd Debts, 3,2, p. 554,

and "Signet me no signets", Humour out of Breath, 4,5, p. 319,

Besides all thesé there sre rarer and more individual manner-

isms of which the following are itwo.
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l.The comic inversion of words, e.g. Selimus, 1916 =1917 and
Mucedorus B2v " . . . keeving your hands from lying and slander-

ing and your tongues from picking and stealing . . . ";

The Downfall of Richard, Earl of Huntingdon, p. 193

MUCH O Master Shrieve of Nottingham

When ears unto my tidings came ., .

Merchant of Venice, 2,2, 115, "You mey tell every finger I

have with my ribs".
{.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 "Prince
am I none, yet am I princely born“; in Sir Giles Goosecap,

one of the characters continually repeats “emphatical“, and
"tickling the vanity on'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, gquotations frOm,and parodies of
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passages from wsll-known plays and other works, suwch as

"Bounce, quoth the Guns" from Stanyhurst's Virgil, "O 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 tha
Court speech to fine phrasaology’produced in the parodies and
affectations of this style a curious diction)whare a metaphorical
phrase of elegant sounding did duty for a pla in meaning.

Exemples - 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
as "the bq&& of beauty, the water of wileness, the oil of
wisdom™, Buphues, 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 Holofernes in Love's Latour'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,
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but it was not till after the appearance of the latter that
they were used in abundance. The following are a few
examples (They are often specially suited to t he trade or
character of the speaker);- "The needle of priority", The
0l 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 off the sxcrement of
slovenry"®, The Fancies, 5,2, page 234; "the honeysuckle of
humanity ', the ﬁarigold of magnaninmity, . , . . lees of licentm
iousness, verjuice of villainy, " Claudius Tiberius Nero, 1,4;
"shops of security and counters of content", The Knight of the
Burning Pestyl§ 5,1, page 225; in Perkin Warbeck there are
three characters who use phrases of this sort, e.g. a tailor,
"Wew 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 life is drawn through the needle of necessity,

whose Qra . . pricks the linings of my body, so that I beg on
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my knees to have Atropos (the tailor to the Destinies) to take
sheare®s 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; Buphues is full of it. It is found in passages of
all sorts, but is commonast in the farcical 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 Manningtree ox with the pudding in his
belly, that reverenf vice, that grey iniyuity, that father
ruffian, that vanity in years? wherein is he good, but to
taste sack and drink it? wherein neat and cleanly, but the
catveihapon and eat it? wherein cunning but in crgft? wherein

crafty, but in vilainy? wherein villainous, it in all things?
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wherein worthy, but in nothing?".
This is a favourite device with Ford, Middleton and Rowley,

4 wsllu i
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but‘ﬁﬂﬂ&uthor failed to use it, It is found, to take a few
examples, in The Fancies, p. 144; Northward Ho, p. 18;

A Match at Midnight, p. 29; The Eanglish Traveller, much,
especially 164 and 248; Appius and Virginia, 3,4, The
Loverks Melancholy, 1,2, pp. 25 and 24; Love's Sacrifice, 2,1,
p. 403; Claudius Tiberius Nero, 1,4,; The Wit of a Woman,
F4r; The Queen, 70 = 78; The Dumb Knight, L,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
souné of words,had the same result that difficult rhyme may
have. It led the authors away from logical connection to a
connection based on form, This is clearly seen in Fuphues,
which is ﬁéhetorical book in which the reader is continually

presented with what has the appearance of reasoning from

examples, Thése examples, however, are chosen for the sake of
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quaintness, eifents of; balance, antithesis, and alliteration,
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

depemd ed frequently rather on sound than on sense,
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ON TEE PRINTING OF PROSE AS BLANK VERSE AND BLANK VERSE AS

PROSE,

(Where two dates are given after the name of a Play, the first
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 Text,ar; 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 all the prose is used with evident dramatic intentions;
but the whole play, except a few rhyming passages, is printed
as prose, Albovine, 1626, The Cruel Brother, 1627, The Just
Italian, 1629, The Platonic Lovers, 1636, The Fair Favouritek,
1638 are all 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 all
printed as prose: the same is the ccse with Anything for a
Quiet Life, 16217, 1662. Of course differences of this kind
can be found by looking into the Texts of the plays of almo st
any author,

To go more into detail, let us take the difficult case of
Beaumont and Fletcher's plays. Fletcher's irregular verse
renders it extremely hard to decide the mature of a passage

¥ See p Xl of W

It

-



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 znd No King, 5,1, the
speech of the humble and comic charactersis printed as prose,

in contrast with the bl ank verse of the other characters. in

Y
the Quartos of 1619, 1625, 1631, and 1639} but in the

Quartos of 1655 the whole scene is i?Qerse; ard in the Folio
of 16792 it is all prose; thus in both these cases the dramastic
fitness of the medium is obscured,

Later editions of Beaumont and Fletcher's plays show a gradual
change, Thé Folio of 1647 prints some of the irregular blank
verge as prose in places where prose was traditionally found.

In the Folio of 15679 more prose appeared on the whole, There-
fore, without any canon by which to guide them, modern editors
must be at a lossy for the texts offer little clue, in view

of the freeness of Fletcher's verse,

An exfreme 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 fairly easy to decide

in this case on gere ral grounds that the author's intention
was represented by the first edition. But’in the case of plcys
printed atter Fletcuer's death which contain an apparently

agbitrary misture of proese and verse, we may conclude that

this is due rather to bad editing than carelessness in the

authori_ It seems indisputable that,wherever any trace of
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metre is to be found, Fletcher intended verse x

The printing is a matter of sore importance. In the earlier
blenk verse the form is so pronounced that it forces itself
upon the attert ion at once whether printed as prose or verse,
as in The Birth of Merlin. But the irreguler 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 if occasional snatches of metre catch the ear. Poetical
phrases, and conceptions, of course, occur in it, From this
seems to have arisen the notion that some of the later drama=-
tists wrote a poetical prose hzbitually (See Churton Collins,
Studies in Shakespeare, pp. 204 and 205).

Two or three éxamples from modern editions of the biass=d
agairst prose will suffice, Middleton's Anything for a Quiet
Life, 1621,1662,15 printed almost entirely a8 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 compdined that
he had tried to put it into verse and had failedy, from which
he concluded that the text was corrupt, The true conclusion
is that the pley contains a great deal of prose: and this is
confirmed by the fact that the supposed corruption spared @hﬁ
the excellent blank verse at the beginning and end of the play,
but attacked all the parts which refused to fit into the blank
verse scheme&l il &k‘wij‘,‘.&/{é%’ ekl fik

Another example is the same editor's edition of Shirley's
}.-"f‘r.f.:a,eﬂ P
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Humoﬁroue Courtier, In this play there is = good deal of
gibberish which pretends to be French and Spanish, which pre-
tence was & common device, as we have seen. Dyce tried to
turn it into correct Spanish and French, and failirg, again
concluded thet the text was very corrupt.
Webster's Duchess of Malfi, 1617,1623,1is a play in which the
blank verse, though full of poetry, is very irregular in style,
and in the way it is combined with prose, which in this play
18 nearly all spoken by the villain\ Bosola, Concernim his
speeches HaXlitt says (Note to Act 1, p. 158) "I print the
following speeches of Bosola, as well a8 other portions of the
tragedy, in the blank verse marked by the Quartos, 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 first composed". The ground of the probability
is not stated. Now, Bosola is, like Flamineo in The Vhite
Devil, of low birth, villaimug the catds-—paw of greater villains
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, If we examine Flamineo's
part a similar character appears) but here many of the speeches
are acknowledged prose, These considerations strowm ly suggest
the conclusion that Webster intentionally merked Bosola's two

moods by the use of the two media as he did Flamineo's.

® The facts concerning Beaumont and Fletcher's plays have
been obtained from Waller & Glovers Reprint & the Folio of
1679, where the variations in the several Quartos and Folios
are noted for & nuuber of plays, and two texts of The Elder
Brother are provided,
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APPENDIX II,

ON AN INFLUENCE OF THE FORM OF ENGLISH DRAMA UPON GERWA N DRAMA ,

B -

The influence of the English Drama between 1585 and 1600
on German Drams 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

hrore

rhyme and blank verse (See Cohn, Shakespeare in Germany, es-
pecially Intro.pp. 56 to 62). But the attempt, if 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 Komodianten a1l the plays except
one, Tugend- und Liebes-8treit, which uses a little 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 couplét.
Hamlet Prinz von Denmark (in Englische Comedien und Tragedien,
1620) begins and ends in blank verse, but is nearly all prose,
and there is no sign of any conventional usage of prose and
verse, Duke Heinriech of Brunswick wrote in prose. Gryphius
wrote two Tragedies in verse, and several prose comedles,

The only sign of adaptation of medium in his plays is found

in Peter Squentz. This comedy is in a migture of prose and
rhymed verse, and the inserted play of Pyrdmus and Thisbe is

in blank verse é{lrhyme: but there is no sign, again, of the

S - fou j 4
{
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English tradition. The later German drama used prose for
comady as a rule, and either prose or verse for tragedy, dbut
not a mixture of the two. BEven in translations and adaptations
this is so. Thus Sechiller's Macbeth is all 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 Liter=-
ature, page 313, it is stated that "Even the external form
that Shakespeare made use of = viz., the alternation of prose
and blank verse, was transplanted to German soil", But this
geems to be a mistaka’due to an imperfect appreciation of the
nature of fhe alternation, as none of the plays contained in
Cohn or in the'volukes of Die Deutsche Hational- Litteratuc

show this feature.
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(In this list are included a few Nondramatic Works from which

quotations have been made, or to which some reference occurs)

Acharneis, See Aristophanes.

Aglaura, See Suckling.

?,Albgmazar. ?omkis. Dodsley, Vo. 11,

4

./ Anything for a Quiet Life, See Middleton.

Albovine, Seg Davenant,

Alchemist, The. See Jonson,

All for lMoney. Thomas Lupton, T.F.T. 1910.
All's Well That Ends Well, See Shakespeare,
Alphonsus, King of Arragon. See Greene.
Alphonsus, Emperor of Germany. See Chapman,

Amends for Ladies, Field. Dodsley, Vo. 11,

t
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// ' Aluta. Macropedius.. Cologne, 1552.

Aminta, T#sso. Claseici Italiani’Vol. 75,

Amyntas, See Randoloh,

Antonio's Revenge, See Marston.

) Antonio and Mellida, See Marston.

Antony and Cleopatra. See Shakespeare,

Antiquary. The. Sha\Matuiown., Dodsley, Vol, 13,

Antipodes, The. See Brome,

Andria, Terentii Comediae. R®d. Umpfenbach. Berlin,1870.ﬁ

Appius and Virginia, Dodsley, Vol. 4. |
v/ Appius and Virginia, ® See Webster,

Ariosto (for I Suppositi ) Commedie & Satire di Lodov1cl,
annotate di Giovanni Tortoli. Flrenze 1856,

" Orlando Furioso. Ed. Antonio Pannizi. Lond. 1830.
Arraignment of Paris, The. See Pesale
Aristophanes, The Comediss of, Ed. Rogers, Lond. 1910.
v Arden of Feversham, T.P.T. 1911,
Aristippus, See Randolph.
HAs You Like It. Ses Shakespeare.

"0 Atheist's Tragedy, The. See Tourneur,

Bartholomew Fair, See Jonson,
Battle of Alcazar, The, See Peeole,
iy Beggars' Bush, The, Sa2 Beaumont znd 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.
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City Gallant, The, See Green's Tu Quoque,
City Nightcap, The, Dodsley, Vol., 13,
City Wit, The. See Brome,
Cleopatra, See Daniel,
Chester Plays, The. Ed, H, Deimling, E.E,T.S, Ex. ser.No72,1893
Claudius Tiberius Nero, T.¥P.T, 1913,

‘;.COrnelia. See Kyd.

Cornelia, /+) See Webster.
Coriolanus. See Shakespeare,

Common Conditions, Brandl, Quellen des Weltlichen Dramas
in England vor Shakespeare, Strassburg, 1898,

I
Cobler's PropheSy, The. TF.T., 1911.
Contention between Liberality and Prodigality, The. T.F,T,1912.

Contention between The Two Ffamous Houses of York and Lancaster,
the first part of the. P.E.P, 1913,

~ Covent Garden Weeded, See Brome,

Court Beggar, The, See Brome,

Cowley, The Works of Abraham. Ed, Grosart, 1881,

5 Coronation, The, See Beaumont and Fletcher.

C pecomtr
; The, See Beaumont and Fletcher,

7 Conflict of Conscience, The, i.F.Ts 2911,

Cruel Brother, The. See Davenant,

'’ OCure for a Cuckold, A. See Webster.

Cupid's Revenge. See Beaumont and Flatcher,
Cutter of Coleman Street, The. See Cowley.

Custom of the Country, The, See Beaumont and Fletcher.

1~ Cymbeline, See Shakespears.
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y Blind Beggar of Bedna?@reen, The. Bang., Vol 1.
| Bondmé%, The. See Massinger.
Bonduca. See Beaumont and Fletcher.
Broken Heart, The, See Ford,
Brome, The Dramatic Works of Richard. 3 Vols. Lond.

». Brothers, The. See Shirley.

Buchanan, George. Opera omnisz,curante T. Ruddimano.
BEdin, 1715,

Buggbears, The. Bond, Barly Plays from the Italian 1911,

Bussy D'Ambois, See Chapman,

Byron, The Tragedy of . See Chapman,

| Caesar and Pompey, The Tragedy of. ... 1915,
Cambyses, King of Persia. Dodsley, Vol, 4.

2 Campaspe. See Lyvly.
Captain, The, See Beaumont and Fletcher,

.ﬁ Case is Altered, The, See Jonson,

%ﬁ Castle of Perseverance, The. E.E,T.S, Bx. No. 91.

; Catiline, See Jonson,

.. Cardimal, The. See Shirley.

t? Challenge for Beauty, The, See Heywood.

/» Chances, The, See Beaumont and Fletcher.

/I Changeling, The, See Middleton,

l4- Changes, or Love in a Maze. See Shirley,

fChances, The. See Beaumont and Fletcher.)

'7 Chapman, The Works of., Ed. R. H, Shepherd, Vol. 1. Lond.

[/ Chastt Maid in Cheapside, A. See Middleton,

”

I{, City Madam, The. See Massinger.

2 Vols,

1874.



Damon and Pithias, Dodsley Vol, 4.

Daniel, Samuel, The Complete Works in verse and prose,Ed.
Grosart., 1885,

Davenant, Sir William, the Works of, Lond, 1673,

David and Bethsabe, See Peele,

Dekker, The Nondramatlc Works of Thom:s. Ed, Grosart 1884,
", The Dramatic Works of, Lond. 1873,

Devil's Law Case, The, See Webster,

Devil is an Ass, The, See Jonson,

Devil's Charter, The,. T.FP. T, 1913,

Dido, Queen of Carthage. See Nash.

Digby Mysteries, The.. ©¥d., F.J. Furnivall, E.E.T.S. No. 70,
188%2.

Dodsley's 01d Plays, Eda. W.C. Hazlitt, L1874 to 1875, 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.
Duke of Millan, The. Ses lassinger,
Dumb Knight , The, Dodsley, Vol. 10,

Bastward Ho. See Chapmean,
Edward 1. See Peelo.

Bdward 2. See Marlowe,

Edward 3. Bd, ¥.P., Collier 1874.

. Bdward 4, See Heywood.

Elder Brother, The. See Beaumont and Fletcher.

Buperor of the Bast, The. See Massinger.
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Endimion, See Lyly.
English Traveller, The, See Heyw od,
Euphues, Bd, Arber 1304%.

BEvery Man in His Humour, See Jonson,

' Bvery Man out of His Humour. See Jonson.

Fair Favé;ite, The, See Davenant,

Fair Em, ®aRaTs 1911,

Fair Maid of the West, See Heywood.

Fair Maid of the Exchange. See Heywood,

Fair Quarrel, A. See Middleton,

Fair Maid of the Inn, The, See Beaumont and Fletcher.
Faithful Shephérdess, The. See Beaumont and Fletcher,
Fairy Queen, The. Spenser, Globe Ed.

Family of Love, The. See Middleton,

Fancies, The. See Ford.,

Fatal Dowry, The. See Massinger.

Faustus, Dr. See Marlowe,

Fleire, The. Bang. Vol, 36.

Fox, The, See Jonson,

Ford, The Works of John, 2 Vols, Ed. W,Gifford. Lond. 1827,

Fournier, Les Théatres francails avant la Renaissance, 1450
to 1550, Paris. N.D, *

. Four Prentices of London, The. See Heywood.

Fortune by Land and Sea. See Heywood.

Friar Bacon and Friar Bungay. See Greene,

Froning. Das Drama des Mittelalters. Die Latinischen

Osterfeiern und ihre Entwickelung in Deutchland, 3\ Vols.
Stuttgart, 1891,
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Gallathea, See Lyly,

#/ Gammer Gurton's Needle., T.F,T,

Game at Chess, The, See Middleton,

e
_» Gamster, The. See Shirley,
A

Gascoigne, George, Poems., Bd. W.C. Hazlitt,1875,

fgrusalemme Liberata, La. Tasso. Ridewvuto dal Prof. Pio
Spagniotti 2d. Bd, Milano, 1898, ~ -

Glass of Govermment, The, See Gascoigne,

! Glapthorne, The Plays and Poems of Henry, 2 Vols, Lond. 1873.

» Gorboduc, Barly English Drama Publications., 19086,

God's Promises, Dodsley, Vol 1.

Golden Age, The, See Heywood,
Fut

. Godly Queen Hester. Farmer{ﬁ anomymous Plays.

Green's Tu Quogque. Dodsley Voil, 11,

Greene, Life and Complete Works of\Robert. Ed, Grosart.188l
tofif3, 15 Vols.

Great Duke of Florence, The, See Massinger,
Grimn the @ollier of Croydon. Dodsley Vol, 8,
Grissil, the Comedy of Patient and Meek,. Malone Soc, Reprint,

1909.

- Gawedian, The See Massinger,

» Gull's Horn Book, The, See Dekker,

Hamlet, See Shakespeare,

Heywood, Thomas, The Plays of Heywood are containaed in one or
other of (1) Pearson's Reprint, 6 Vols,1874 (2) Shakes-
peare Society Edition,1842 (3) The liermaid "W Series J{Ed.
AW, Verity (4) Nobody and Somebody, T.F.T. 1911 (3) _
A Challenge for Beauty, Dilke 0ld Englis» Plays Lond.l38l<

Henrv 5, the Famous Victories of King. Preetorius facsimile
1887,

Henry 4. Pts. 1 and 2. See Shakespeare.
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Hdenry©6,Pis.l&2. See Shakespeare.

Henry5. See Shakespeare.

Heir,The. Dodsley,Vol.ll.

Hey for Honesty. See Randolph.
Hercules,The Birth of. Malone Soc. 1911.
ippeis. See Aristophanes.

liog Hath Lost his Pearl,The. Dodsley,Vol

Honegst Man's Fortune,The. See Beaumont and Fletchsr.

Horestes ,Brandl 's Quellen.
Hoffman, The Tragedy of. T.F.T. 1913.
Honest Whp¥Pe.The. Seeletker.

Hollander,The. See Glapthorne.

Horribil icr ibrifax. Deutschs-National u}‘%ratur, Vol .29.

Humorous Courtier,Thse. See Shirley.
Humour out of Breath. Nero and Other £l

Hymen's Triumph. See Daniel.

If This Re lNot QOod the Devil is in it. See Dekker.

If You Know Not Me You Know Nobody. See
iron Age,The. See Heywood.

Insatiate Countess,The. See Marsion.
iphigeneia. HMalone Soc. I4/5.

Jack Straw. Dodsley,Vol.D.

ella

.

ays.Ed.

Hoywood.

A. W. Verity.
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James 4. See Greene,

Jack Drum's Entertainment. The School of Shakespeare Vo. 2
Jealous Lovers, The, See Randolph,

Jews' Tragedy, The, Bang. Vol. 40,

John & Kent and John a Cumber. Shakespeare's Scy, 1851.
Jocasta, See Gascoigne.

Jonson, The Works of Ben. Ed. Cunningham, Reprint, Lond, 1904.
John, See Shakespeare,

John, The Troublesome Reign ot King. Praetoriqus' Fac, 1888,
Jovial Crew, The, See Brome,

. Juliue Caesar. See Shukespeare,

Just Italien, The, See Davenant,

King and no King, A.  See Beaumont and Fletcher, .

[ 7 F Lk

Knight of Malte, The. See Beaumont and Fletcher, oot
Knack to Know & Knave, The, TP Ts 3911,
Knight of the Burning Pestel, The, See Beaumont and Fletcher,

Kyd, The Works of Thomas. Ed, Boas, Ox. 1901.

Lady Alimony. Dodsley’Vol. 14,

Lady's Trial, The. See TFord,

Larum for London, The, 1.2 T. 191K,

Lear, King. See Shakespeare,

Leir, The True Chronicle History of King. Malone Scy. 1907,
Locrine, PoRT, 191X,

London Chaunticleers, The, Dodsley, Vol, 12,

Looking Glass for London and England, The. See Greene.

Look About You. Dodsley, Vol. 7.
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Loves Pilgrimage,. See Shirley,
Love-8ick King, The, Bang. Vol. 18,
Love's Cruelty. See Shirley.
Love's Labour's Lost . See Shakespeare,
Love's Metamorphosis, See Lyly,
Love's Mi)steries. See Heywood.
. Love Tricks. See Shirley.
., Love's Bacrifice, See TFord,
Love-Sick Court, The. See Brome,
;a Love's Cure, See Beaumont and Fletecher.
.| Lover's Melancholy, The., See Ford.

Lost Lady , The, Dodsley Vol, 12,

Macbeth, ©See Shakespeare,

Macbeth. (Schiller's Translation) Deutsche National- Litteratur
Vol 123 Part 2.

Y Mad Lover, The. See Beaumont and Fletcher,
Mad Couple Well Matched, A. See Brome,
i~ Mad World, my Masters, A, See Middleton.

Magnificence, See Skelton,

B et

Maidenhead well lost, A, See Heywood.
¢ 4 Maid in the Mill, The, See Beaumont and Fletcher.
v £ Maid's Tragedy, The, See Beaumont znd Fletcher,
(b 1% Maid 's Revenge, The. See Shirley.
Magnetic Lady, The. See Jonson,
n % Maid's Metamorphosis, See Lyly.
.;y Malcontent, The, See Middleton,

g Mary Magdalene. See Digby Mgsteries.

{,
I
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" Match Me in London. See Dekker,
Match at Midnight, A, Dodsley Vol, 135
Marriage of Wit and Wis dom. Famer.hgﬂnonymous plays, 1809,
Massinger, The Works of Philip. Fd, Gifford, Edin, 1813,

Marston, The Dramatic Works of. Ed. J.0, Halliwell, 3 Vols,
1856,

Marlowe, Christopher, The Works of. Ed. C.F, Tucker/ Brooke,
Oxford. 1910,

Mayor of Queenborough, The, See Middleton.
Merry Wives of Win dsor, The, See Shakespeare,
Merchant of Venice, The, See Shakespeare,

7+ Measure for Measure, See Shakespeare,
Miles Gloriosus. See Plautus,
Michaelmas Term. See Niddleton.
Midas. See Lyly.

 Misogonus. Bd. J.S. Farmer, Anonymous plays, 2d., series,
1205 - 8,

Misfortunes of Arthur, The. Dodsley Vol. 4.

_fv\ Midsuwmmer Night's Dream, A, See Shakespeare,
Middleton, The Works of Thomas. Ed. Dyce, A. 5 Vols, 1840.
Miseries of Enforced Marriage.The T.F.T, 1913,

-fx Monsieur Thomes. See Beaumont and Fletcher,

Mbnsieur D'Olive. See Chagman.

7
We eteel ¢

Z'i More Dissemblers besides Women. See Middleton.
4 Nueh Ado About Nothing. See Shakespeare.
Nash, The Complete Works of Thomas., Ed. Grosart. 6 Vols.
1885=1885,
Nature. Brandl's Quellen.

Nero. Mermaidk Series. "Nero and Other Plays". Ed. Verity.
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New Academy, The. See Brome,

New Inn, The, See Jonson,

New Way to Pay 01ld Debts. See Massinger,

New Wonder, A, Dodsley, Vol, 12,

Noble Gentlemen, The, See Besumont and Fletcher.
Northward Ho. See Dekker,

Nobody and Somebody. T.F.T. 1911, and See Heywood,
Northern Lass, The, See Brome,

No Wit, No Help like a Woman's See Middleton.

Octavia, The Virtuous. I.F.T. 1912.
0ld Law, The. See Middleton.

0ld Wives' Tazle, The, See Peele,
01ld Fortunatus. See Dekker,

Opportunity, The,. See Shirley.

. Orlando Furioso,’! See (Greene,

Orlando Furioso, . See Ariosto,.
Orbecche. Classici Italiani, Vol. 132.

Othello. See Shakespeare.

Parson's Wedding, The. Dodsley, Vol. 14.
Paragitaster, See Marston,

Parnassus, The Pilgrimage to, and Return from, Parts 1 and 2.
Ed. Macray. Oxford. 1886.

Pastor Vido, Il. Classici Italiani, Vol. 129,
Patient Grissil. Shakespeare's Scy.

Peter Squentz. Deutsche National-Litteratur Vol, 29.
Peele, George. Works. Ed. A.H. Bullen, 2 Vols., 1888,

Pedantius, Bd. G.C. Moore Smith, Bang. 1905.



Perkin Warbeck, See Ford,

Philotas. See Daniel,

Phoenix, The. See Middleton,

Philaster, See Beaumont and Fletcher,

Platonic Lovers, The, SeeIDavenant.

Plautus, Comediae Ed, Umpfenbach, Berlin, 1870.
Promos &nd Cassandra. T.F.T, 1910,

Poetaster, The, See Jonson,

Poenulus, See Plautus,

Prodigal Son, The, Malone Secy. 1897.

Queen of Corinth, The. See Beaumont and Fletcher.
Queen's Arcadia, The, See Daniel,

»Queen, The, Bang., Vol, 13, 1906,

Queen and Concubine, The, See Brome,

' Queen's Exchange, The, See Brome,

Rabelais, Gargantua and Pantagruel, Oeuvres de Rabelais,
Paris, 1858,

Ralph Roister Doister. Dodsley, Vol. 3.

Rape of Lucrece. See Heywood.

Rare Triuvumphs of Love and Fortune, The, Dodsley, Vol, 6.
Rebellion, The, Dodsley, Vol. 14,

Renegado, The, See Massinger,

Revengerg Tragedy, The. See Tourneur,

~ Ricardue Tertius. Bd. Shakespeare®y Scy. 1844,

- Richard Earl of Huntingdon, The Death of, Dodsley, Vol. 8.

- Richard Earl of Huntingdon, The Downfall of. Dodsley, Vol. &.
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Randolph, Thomas. The Poetical and Dramatic Works of,
Ed., W.C. Hazlitt, Lond. 1875,

Richar% ggke of York, The True Tragedy of. PraetoriYus Fac.
8 .

Richard the Second.” . See Shakespeare.

Richard 3. See Shakespeare,

Richard 3, The True Tragedy of. Shakespeare's Scy. 1844,
Rosmunda, La. Classici Italiani, Vol, 129.

Roaring Girl, The. See Dekker.

Rowley, William, See under separate Plays,

Royal King and the Loyal Subject, The, See Heywood,

Sapho and Phao, ' See Lyly.
SatiromMastix, See Dekker,
- St,. Patrick for Ireland, See Shirley.

Schauspiele der Englischen Komodianten, Deutsche National-
Litteratur,Vol. 23.

Scornful Lady The, See Beaumont and Fletcher,

Seneca's Ten Tragedies. 1581, Trans, various authors, Spenser's
Secy. Reprint, 1887,

Sejanus, See Jonson.

Selimus, See Greene,

Shirley, J. The Works of. Bd., Gifford and Dyce. Lond. 1833,
Shoemzkers' Holiday, The. See Dekker,

Shepherd's Holiday, The, Dodslay Vol, 1%.

Shakespeare, The Works of, Temple Ed. 39 Vols. Lond.

Silent Woman, The, See Jonson,

Sir Giles Goosecap., T.F.T., 1912,

Sir Thomas Wyatt, See Dekker,

Sir Thomzs More. Ed, Dyce, Shakespeare™ Scy. 1844.
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Sir John Oldcastle. Malone® Scy. 1908,
Silver Age, The, See Heywood,
Siaters, The;_ . See Shirley,
Soliﬁén ana f;}seda. See Kyd.
Sparagus Garden, The, See Brome,
Spanish Tragedy, The,. See Kyd.
Spanish Gipsy, The, See Middleton,
Staple of News, The, See Jonson,
Summer's Last Will and Teatament. See Nash,
Suéfling, Sir John, Works, 2 Vols, Lond, 1670,

Supposes, See Gascoigne,

| Tale of a Tub, The. See Jonson,

Tamburlaine the Qreat. See Marlowe,

Taming of a Shrew, The, Praetorifus Fsc, 18886,
Tempest, The. See Shakespeare,

Thracian Wonder, The, See Webster,

Three Lords and Ladies of London, The, Dodsley Vol, 6.
Three Ladies of London, The, Dodsley, Vol., 6.

Thom:= s Lord Cromwell, T.F.T, 1911.

Titus Andronicus, See Shakespeare,

'Tig Pity She's o Whore. See Ford.

Tourneur, Plays and Poems, Ed, J.Ch., Collins, 2 Vols, 1873.
Traitor, The, See Shirley.

Trick to Catch the Old One, The. See Middleton.
Triumph of Love, The, See Beaumont and Fletcher,
Trinuvmmus, See Plautus,

Transformed\ Metamorphosis, The. See Tourneur.
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Irial of Chrivalry, The, T.E.T, 1812,
Troilus and Cressida, See Shakespeare,
Turk, The. Bang. Vol., 37,

Tugend- und Liebes-Streit. See Schauspiele der Englische
komddianden.

Twelfth Night. See Shakespeare.

Two Wise Men and All the Rest Fools, T ¥.T. 1913,
Two Noble 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,

Valiant Welshm%n, The. LR, 1918,
Very Woman, ®eg A, See Massinger,

Viollet-le-Duc. Ancien Thédtre francais. 10 Vols, Paris,
1854-7. \

Volpone, See Jonson,

Virgin Martyr, The, ©See Dekker,

Wallenstein, Albertus., See Glapthorne.

Warning for Fair Women, A, The School of Shakespeare, Vol, 2

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.B.IT. 1918,

What you will, See Marston.



Whore of Babgion, The. See Dekker,

, Wit of a Woman, The, 7.F.T,. 1912,

Witches of Lancashire, The, See Heywood,
Winter's Tale, A, See Shakespeare,
Witeh of Edmonton, The, See Dekker,

Wisdom of Dr. Doddypoll, The, T.F.T, 1912,

, Witty Fair One, The, See Shirley,

Wise Woman of Hogsdog. See Heywood,

Wit in a Constable, See Glapthorne,

Widow's Tears, The. See Chapman.

Witeh, The. See Middleton,

Wit at Several Weapons, See Beaumont and Fletcher.
Wit Without Money. See Beaumont and Fletcher.
Widow, The. See Middleton.,

Woman in the Moon, The. See Lyly.

Woman Hater, The, See Beaumont and Fletcher.
Woman is a Weathercock, A, Dodsley, Vol. 11.
Woman killed with Kindness, A, See Heywood.,
Women beware Women, See Middleton,

Women ﬁleased. See Beaumont and Fletcher,

Wonder of a Kingdom, The. See Dekker,

Wounds of Civil War, The, Malone Scy. Reprint, 1910,

b it

York Plays, The. B4. L., T. Smith, 1885.

Your Five Gallants, See Middleton,
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I ¥DEYX.
(This index contains rsferences to the previous work,to the
critical passages frotn the dramatists,otc.,and to .he principal
passages which deal with the zvsater authors.)
w
Eeaumont and Fletcher,188-121,213,215-216, 234-235, 276, 296-297,
324,
Brome, 102, 196,301-303.
Chapman, 103§ 184-18b,233,240,201.
@#ritical References(l)In the Dramatists,97n.§115-118,162,201, fyﬁﬁ_

258-269, 268,279, 306-309. (2)in nondramat ic work,4,8%,

85, 86,90-91, 136, 177, 263, 328.
Dekker, 101, 102, 184, 1856, 222-224, 2382, 23b, 243, 263, 298 3-295, 320, 335~ 3537.
Fletcher,Ses FBeaumont and Flstcher.
Ford, 262, 207-298.
Creene, 44-46,70-73, 109, 164,204-207, 249, 269, 273, 288.
Heywood, 183, 184, 186, 195, 232,235, 243, 245,26 1, 263, 292-293.
Jongon, 101-10%, 1561, 185-184, 185, 223, 246, 256, 260, 263,282, 290.
Kyd, 132-154. Wr&ﬁ#.‘.r ‘-,"I;’
(eflussce Seussally)
Lyly,Gascoigne and the influencg o{ Euppuism,b?-ﬁﬁ,@&-?%,232,
235, 241, 260-254, 267-271, 275§ 316, 324, J4o-241, 348-352,

Marlowe, 134~ 138n,<272.
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Marston,iab,zbs,248,265_264,275-276,291_292,307;310,324.

Mass inger, 101-194, 213, 260, 207.

Middleton, 102, 183, 186, 194, 2135216, 232, 236, 257, 240-241, 243, 276,
293, 206-206, 520-321, 53%-330.

Peele, 269, 259, 320.

Previous Work,26—28,31,59,6§,86,lsz122,164-176,175;175-177:
178-181. "

Rowley, 186, 232, 243-245, 202.293, 337-339.

Shakespeare, 101, 140, 164-175, 232, 255, 239, 254-258, 267, 274-275,
287, 280-290, 3152316, 317,320.

Shirley,196;198;199,213,246,276,299-300{

Tourneur, 18752135 298.

Webster, 186, 195,214-21b,299.



