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CHAPTER I: Introduction: The 8tudycaf Style in Pre-

~ Shakespearean Drama,

The study of George Peele has not been pursued

as an object in itself Dy English scholars but has

usually formed part of the larger study of pre- |
: |
Shakespearean drama or of the study of the Shakespeare

lcanon, This is easy 1o explain, since Peele's

]contribution $0 the deveIOpment of English drama 1is
%small in comparison with that of lMarlowe or Kyd and
?his influence on Bhakespeare does not go deeper than
iyly's or Greene's, As & dramatist Peele made a few |

ginnovations but led no fashion; @&as a poet his inspiration
was occasional and his amount of work slight, His
!
blays are few in number, their texts are corrupt, and,;
ht least as they now stand, they are not good apecimen%
bf the types of drama his contemporarieg consciously
%imed at in writing, In the variety of his work

%eele shows versatility, in his frequent departure in
dramatic details from contemporary practice, among ;
other things even in his half-hearted efforts at
imitation, he shows originality, but neither of these
qualities attains full, conscilous expression in his
extant plays. And indeed his own apparent lack of
interest in his writing does not help to bring him
enthusiastic appreciation.

The interest of scholars has, on the ovher hand,

peen directed toward Peele in their attempts o |

settle the question of authorship for the many

unidentified/
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11595, Among these plays may be mentioned: gSelimus, |
|

unidentified plays of the period between 1580 and

‘Locrine, Arden of Feversham, Jack Straw, lucedorus,

‘Fair Em, An Alarum for London, A Werning for Fair

Fomeh, A Knack t0 XKnow a Knave, Edward III, Troublesgome
Reign of Xing John, King Leir, Different ones of these

——

—~—

iplays have been ascribed to different playwrighté.

Where sole authorship does not seem to account for alll

fthe characteristics found in a play the play has been
iascribed to two or more authors in collaboration,

iIn finding the authors of these plays scholars have

%shown no partiality for Peele, lMiarlowe, Greene, and
iKyd have also been given thelr shares, though variously
éby different scholars, Likewise, scholars have tried
%to trace Peele's hand in the early Shakespearean plays,

‘the three parts of Henry VI and Titus Andromicus,

¥

Ethough here also attempts have been made to trace
Marlowe's hand, Where scholars go farther than mention
8 possibility they have sought to prove thelr ascriptipn
Eby the evidence of style,

In such qguestions of authorship external evidence

ig certainly of primary importance. A brief notice
given by some contemporary,; if significant, will settlé
the authorship of a play conclusively, But for that ?
body of anonymous plays there is very little external

evidence, In discussing their authorship it 1s

mecegsary, therefore, to fall back on internal evidence,

iibliographical/
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' bibliographical and stylistic, In practice scholars
ihave relied largely on stylistic evidence, The F
ip?ooedure geems dangerous and liable to errbr, and in
ithe face of unsettled controversies over the aubthor—
ship of some of the plays, as.for example, Logcrine and
ESelimug, attempts at solving the problem of authorsihip
on stylistic grounds would appear to be futile, And
yet plays have actually been accepted by scholars as
the work of a certain dramatist mainly on internal
evidence:; there is no documentary evidence of

‘ |
Marlowe's authormship for Tamburlaine; that The Battle

lof Alcazar was written by Peele is only testified by
RE Gl |
| |

ithe appearance of his name under the six lines from the

iplay quoted in Engiand's EarnaSSug} george a (reene
gnd Soliman and Eergedé have been ascribed,though
with reservation, to Greene and Kyd respectively by
their modern editors, mainly on internal evidence,

So the use of stylistic evidence cannot be considered

revolutionary and is in fact necessary when other t

evidence is lacking.

With the Sphakespearean plays the problem of |

ifinding an author other than Shakespeare 1s much more
lcomplicated, On the one hand there is usually more

‘l |
definite external evidence to deal with, and there is

%t leagt the testimony of the Folio, On the other

jlland/

E
1. On this qiestion see Malone Society Collections I} 101-6,
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!hand there is a large pody of well-preserved texts from
jwﬁich to gather evidence, biliographical and s%ylistiq
?in arguing one's case, It is around the early
Shakespearean plays then that there has been the greatest

controversy over authorship, and it is this controversy

over the Shakeapeare'canon which has kept up ﬁhé ;
interest of scholars in Peele, Greene, Kyd and the qth%r
idramatists, gquite apart from the' intrinsic merits
of their work.

In order to deal with these pre-Shakespearean and

|learly Shakespearefia )plays systematically the most

natural course seems to be to study a number of the
| ;
iplays at the same time, to discriminate between the |
|
'etyles they exhibit, and finally o relate these
J

éstyles o) the.stylee of known dramatists, Mr J. M.

IRobertson has entered upon such & study and published:
his results in Did Shakespeare Write Titus Andronicus?
(1905), later expanded into Introduction to the Study

of the Bpskespeare Canon (192L). Mr Robertson sets

lout from the position he maintains in his other studies

on the Shakespeare canon, that from the diversity of

gtyles found in a play collaborate authorship may be |

inferred, Starting from this position he examines

ithe style of Titus Andronicus and of those anonymous

! 25 e 3 : : E
plays which he believes may have been written by

Marlowe, Greene, Peele, Kyd or Lodge, taking as the
unit in his study of style the scene or even the long

passage rather than the entire play, He thus comes

o

o
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to the conclusion that Peele's hand is present in-the
éwriting of Titus An@ronicus,-iack Straw, Locrineh;
I319honsus Emperor of Germany, King Leir, and

Troublesome Rgign of King John, In ettrivuting some
of these to Peele Mr Robertson is preceded by Beay.

In maintaining that Peele had a part in the writing of

the four anonymous pléys he 1is corroborated by Mr H. P
Dugdale Sykes, though Mr BSykes regZrds Peele as the |
sole author of the four plays. lr Robertson's is the
only systematic and exhaustive study of the énonymous

plays between 1580 and 1595, and his conélusion makes

Peele the author of a large part of Titus Andronicus,

and part—-author of the originals for Shakespeare's

King John and Lear, as well as of other plays, Suceh

@ conclusion, If accepted, bhas lmportant implicationsg,

and makes it necessary for scholars to solve the probl

L8]
=

of Peele's unsigned work before they can complete the

study of the Shakespeare canon.»

While I do not wigh to enfter into & discussion of

(4]

Mr Robertson's methods before I have stated the purpos

of this thesis it is necessary to look into the position
|
he starts from at once, It is, of course, clear even|

upon a firgt reading that the style of Peele differs

ﬁn some measure from the style of Greene or Marlowe,

B ' |

L. I do not wish to exaggerate the importance of Mr Robertson's
claims since many other scholars have similar views on
the subject, but I mMust confine myself here only to
systematic stylistic arguments,
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and that it may be possible to capture the differeneei
I
tand define it in words, Bimilarly the styles of the

:otner aramatlsts differ perceptibly and probably
ide 1nably from one another, From this we deduce that

‘1n a collaborate play the shares of the collaborators

[57

r
jdlversity of styles, In practice the disentangling

1€ rather clearly defined may reveal themselves through
Il o % 7
of the shares of the collaborators in plays of known

Gorboduc being an example,l 1t does not follow,

|

|
lcollaborate authorship has often been attempted,

|

|

|

|

ihowever, that when a play shows &n @pparent diversity
|
of styles it must be of collaborate authorship. This

|003e0u10n is not merely axiomatic, It is relevand, !
' |
L

because Mr Robertson takes as the unit in his

\judgement on style the single scene or even a long
épaasage, and would seem to presume that in a play

written by one author every scene must be in more or

less the same style.

There is also a more practical objection to Mr
Robertson's position, It is the questvion: how far
ig it pOSSible to identify the style in an anonymous
play with the style of a known playwright? By what

standards/

1, of. Howard Bpker: Ipduction to Tragedy, 15-hl; J. h Cunliffe
(ed ) Early Enclish (lassical Tragedies, notes to Gorboduc
by H.A, Watt, 297—§07
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standards can 2 passage Oor scene be pronounced to be
in the style of Peele oi Marlowe?  These guestions
cannot satisfactorily be answered in theory, and the
pragmatic test has te be zpplied, | But it is necessary
;to look into the possibilities of such ildentification,

In practice Mr chertson finds his answer to thesé
objections by citing passages from znown dramatists
paralleled by passages in anonymous plays similar to |
them in words and phrasging, in image, in thought and
sentiment, or in rhythm to show that identification

is possible and can be carried out. That such

iparallels are subject to too many interpretations to
'prove anything has often been pointed outl, but before
iwe ever reach the stage of interpretation, it must be
noted that we cannot cite any passage in Marlowe or |
Peele and pronounce it to be distinctive or representative
of Marlowe or Peele, Passages cited from a known writer
ghould first be shown to be in some way characteristic
of the writer before they can be put to use as evidenqe.
In citing passages from a writer. then many factoﬁs
would havé to be considered, Here as 1n every other

agpect of the problem textual bibliography has its

clains, If the text is corrupt or can be shown 10

have been revised caubtion must be exercised in the |

choicq/

1. See infra p, 38 footnote I for discussions on Hhis point.




echoice of passages. Even if the text is pure, one
ihas yet to consider the author's iatention in writing,
whether it is innovation or iimitatimnj,'whether it
is in conformity with stage exXigencies or to achieve
aramatic effects ete, Negatively there are the
possibilities of unconscious imitation, of echoes

of other plays performed or ian print, and of vague
recollections of reading or of source material, It
is only after all these things have been taken into
account that we can begin to show what passages are
or are not characteristic of a playwright. This
requires careful study of the works of the particular
playwright,

The fundamental weakness in Mr Robertson's
proecedure is that he has omitted to discuss the
styles of the playwrights in their knowﬂ'ﬁorks in _V/
detail, He does not attempt to discriminate exactly
between their styles before he begins to identify

anonymous work, He tells us, for instance, that a

certain scene in a play is in the style of Greeme,
yet he has not defined for us what ..Greene's style is|
There is no criterion by which to measure or pronounce

judgeument, Hence, before we can confidently approach

| these anonymous plays with the hope of identifying them

on grounds of style, each one of Bhakespeare's imme-
diate predecessors would have to be given independent

|
congideration, This means net only careful study |
but algo disinterested study, the object of which is |

to discover whether in the acknowledged plays of each

one/
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lof the dramatists he shows any distinct manner of
:marks of style eand to what extent his mapner and his
marks of style are found in the acknowledged plays ‘
%of the other dramatists, The purpose of the in-
%estig&tion must not be the proving or disproving of
hls authorship of some play or plays though it may

supply important evidence towards proving or disproving

s

Khe authorship. But if &% fails to discover positive
marks of style in a writer and thus supply definite evidence
for style discrimination, it will at least serve as a

negative check against careless stylistic claims and arguments.

It will also perhaps serve t0 show deficiencies in the|method
used in defining style, and lead to more fruitful meth%da.

Tt is with these purposes in mind that I have made thié

study of Peele's style in its relation to early Elizabéthan
Grama., _ !
| It must be recogniged from the start that our macﬁinery

|
for the definition and discrimination of style is quite

nadequate, But the difficulty is further augmented gy the

[ P e

fact that only a part of the work of the dramatists seTms
bonsciously directed toward idealg of art, poetic or déamatic.
: 25

Mich of what is in the plays is mere journeyman's work,
| i

Homeover their medium - the blank verse — was rather |
én innovation tham the result of protracted, deliber&téd
éxperiment. The sudden success of blank verse as a :
ﬁedium for drama, its large and rapid technical advancé
énd its subsequent influence make it a phenomenon
difficult to explain, and shholarsg have tried in vain
o/
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t0 discover the secret of its power by tracing its
ancestry,l But blank verse had no claims on the

attention of the court poets, scholars, and rhetori-

it and Gascoigne wrote blank Yerse according %o his
bike

own rigid precepts, Other poets #s Grimald and

Turberville 3I13d therr hand at it, but produced

of At in quantlty

S&ckville_&nd Norton as a vehicle for geclamation

On the contrary it was not precept but usage that

finally dictated its rules, and declamation on the

|160pting this new medium, snd in satisfying the re—
| ,

icuirements of dramatic representation the University
Wits soon shook themselves free, though not all at-

once, from the training 1in rhetorlc which ®as an

important part of their academic accomplishaent, The
drama itself did not conform tocclassical standards,

but developed along with the invention ofi the

dramatisks, the tastes of the audience, and the

'1imitations of the stage, From the artistie point

cians of Elizabeth's reign, Surrey experimented with

comparatively littleA When larlowe inherited it from

he knew its power, but did not foresee its DOSSlblllﬁl

stage that brought out its full range of effects, In

eg,

|
5 i
ioﬁf i

1, ef, - A, Bchrdoer: 'Die Anfédnge des Blanxverses in H
Anvlla IV (1881) 1-72; G K. Swmart, Lnullsn Non—dran:
Blank ° Verse in the Slxteenth Gentury gnglla LXI - (
597; H, Baker: Induction to' Tg_&eay, 1939, chap, 1
Forﬁatlon of the Heroic Medium, Mr, Gregory Smith

introduction to Elizabethan Gritical Egsays touches
relation of blank verse to critical theory (I, xlix

ngland!
qtlc

L937) 3 70=
L—tThe

in his
upon the
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of view the development of Elizabethan drama was in

every way a free growth, It is hard to lay down

standards for the appraisal of style in such writing,
In this, much more than in other literary in-

vestigation, iv is necessary, I believe, to approach

the plays directly and form from them the standards

by which fto judge them, Fortunately a foundation

| for such study has already been laid in the work done
on various aspects of Shakespeare's style, which would
at least give a basis for comparison, But a Warningi
pertaining to such study is: +the studeant must not i
confine himself to the particuiar drahatist he happené

to be studying, as what may appear distinctive of one

dramatist can possibly be common dramatic practice of!
| the time,

In this thesis I shall atﬁempt to study and

;analyse the style of George Peele as echibited im his
iknown plays The Arrsignment of Paris, Edward I, i
| David and Bethsabe, 0ld Wives Tale and the play Jhe |

|Battle of Alcazer, commonly accepted to be his, and
| .

| to discover how far Peele's characteristics are

found in the plays of Marlowe and Greene, and in

other plays of the period, including Kyd's Spanish
| Irggedy, Lyly's plays, Lodge's Wounds of Civil War, |
and certain anonymous plays, In discussing the ,
style of Peele I shall also give examples from his i

poeus/ Sl




poems, I cen claim no more than disinterestedness in ./
my investigation and though-l hope the results may be
of some little use 1o studenis of Spakespeare and pre-
Bhakespearean drama, I shall not attempt %o apply
!them %0 discussions of authorship, They do not
lperhaps warrant any such attempt a% all,

Nor indeed shall I enter into the intricacies of

the arguments of scholars for or against Peele's

authorship of certain anonymous Or Shakespearean plays,

| The external basis of arguments in favour of Peele's
%authorship of such playé'rests on the following faetSﬂ
}Peele's earliest pley Fhe Arraignment of Paris was
publighed in 158k and may have been writien earlier,
Peele was in London from 1581 t01533 and again from
158) presumably until his death in 1596.° 4s a
dramétist he was thus on the scene long before

Marlowe, He also survived Marlowe .and Greene by

|three and four years respectively, Peesle was con-

|
itinually in financial difficulties as may be seen i

| - -
| from records of his Oxford days,2 and from the

begging letter he wrote to Burghley in the year of
hig death, Peele's extant plays are few in number,

and/

s e ne =2
. Peele was buried as a 'housenoldi at St. James's, Clerkyell,

on 9 Nov. 1596, cf. Chaubers, Eliz, ﬂ§agg IIT. W59,
cf, Thorleif Larsen: _ 'George Peele in" the Chancellors Courtd!,
P, vol, 28, (1930-51) o0L=T.

e
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%end he wrote plays now lost, among others certainly
!Ighigenia and The Hunting of Cupid, From these facts
iit is conjectured that Peele must have written or
collaborated in plays now notv avitributed to him,

But it is only with the stylistic evidence in these

arguments that I shall concern mygelf, and even then,

I enall only examine the method used to gather such
ieV1aence I% is in fact necessary for me to examine
E all possible approaches to the study of dramétic

i tyle before I make my own 1nvest1gablon

i It is in the study of Bhakespeare that scholars -
made
haveésystemaﬁic and successful attempts To analyse

Gramatic style in all its aspects: versification,

diction, imagery, and structure, They have tried

t0 make their study objeetive, This was possible with
versification from the start, and in the study of
diction it became possible upon the cbmpigtioﬁ-of
concordances and the New English Dictionary, The
Estructure of Shakespeare's plays may'be-reférred e
no absolute standard, yet the interplay of action
frames its own laws and wust subordinate itself to the
rule of unity,. In the study of imagery the work

of Miss Caroline Spurgeon definitely established a

'bagis for objective study, Much work remains to be

done along these lines of approach, They each demand

éatand&rd&/
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istandards at once objective and sensitivey such
|

P

stand s remain yet to be evolved,

el

i

[xv}

t

But even in their varying degrees of objectivity
and sensitivity investigation conducted along these
lines finds in Shakespeare's plays a style which
continually develops in all its aspects, To give
copcrete instances, in imagery we-find among other
things the gradual replacement by metaphors in later
plays of formal similes of the ag or like construction

in the early plays.l 1In versification, for example,

he later plays show increased variations of stress and

n them speeches tend to end more in the middle of a

et

¥ine; In structure the exposition becomes more
économical and tends to become & part of the action in
iater plays. In diction Bhakespear e's voeabulary does
|

%ot remain the same in all periods of his life, and he
often ridicules in later plays words used quite serious-

e 2
1y in earlier ones, T.ese are only a part of the
development which may be observed in Shakespeare's style

But they serve to show that it is not safe to eall

hakespeare's work at any particular period character-

w2

stically his own, and that discoveries concerning any

(W

ingle/

o

]._.l

. W. Clemen, Shakespeares Bilder, 30, OCOlemen gives

many otlhier marks of development in Shakespeare's
imagery.
E See 0. Jespersen, Growth and Siructure of the

English Language, 200, $2_'52,

o




|the clown, The increased use of feminine endings
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single play can-only be regarded as significant in the

1light of all-hig plays,
be followed in the study of Marlowe, Peecle, or Greene,

in English drame, Chronologically, Shakespeare began
at the point where Marlowe and Greene broke off,
larlowe's efforts at writing for the stage could only
have lasted about six years, Greene's for about the
same length of time, The span of Bhakespeare's
active career lasted at least from 1592 to 1611, twent
years, The demands of the audience continued to
change in those years, and new themes and new dramatig

devices would bring about a'changeaof style. Convent

found room for in his later plays @s a paTt of the

_ﬁram&ti@yscheﬁe,“&s_far“instanﬁetthe soliloquy9&ﬁds

and run—on lines was not so mueh an intrinsiec

accomplishment, as an efifort to provide & vehicle for

jmore natural -dialogue, In all this his task and
|accomplishment may be compared with more profit with

|those of his immediate contemporaries Chapwan or

;Jonson than with his predecessors, It is not quite
ifair to apply standards evolved in the s tudy of
EShakeSpeare's style to Marlowe, Greene or even éeele,

éwhose career may ‘have beeﬁ twice as long as that of

i
[Marlowe or Greene,

But/

In considering viiether these lines of approach may

it ig also important to remember Shakespeare's position

-

J

ions

or stock characters in his earlier plays Shakespewr e often
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But a more relevant objection is that standards
Ior tests fruitful in the study of a dramatist as
var ied in his expression and as continuous in hig
Gevelopment as Shakespeare may fail to detect any
significant traite in dramatists like lMarlowe or Peele
whose accomplishments are more to be sought in their
initial than in their final achievements,

With these considerations in mind I proceed 0o
examine how the methods used in the ssudy of Shakespeaze's
Style have been used in the study of the style of
individual pre-Shakespearean dranatists,

In the study of Bhakespeare's versificat ion
emphasis has usually been laid on three points: 1,
the rimed lines and lineg of prose, and their numerical
proportion to the lines of blank verse; 2, veriations
1 of Btressfand'BYllabie_Variations-in'thﬂwblankiverse,
and in particular, the feminine ending; 3. pause: .
variztions in the blank verse, including the mid-iine
pause (caesura), the line broken by speeches, and,
particularly, the overflow, In each of these points
it is desirable to refer individual instances B0 the '
context in which they ocecur, but numerical tabulation|
may also be wade without reference to the context,

Systematic tabulation of these began with Fleayl

who/

1- of, F.G, Fleay Shakespeare Mpnual, 107 $6. The metrical
table is found on P.135. FReay does not tabulate the
mid-line pauses, the overflow, or the weak-ending, |

|
|
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‘who prepar ed a table giving for each of Shakespeare's
plays the total number of lines, lines of blank verse,
of prose, of rimed linés, of gbnormally long or short
{lines, and of double endings, In spite of Fleay's

numerous inaccuraciesl he stmessed the importance of

objectivity and was careful t0 separate 'quantitative
positive results' from results which partly depend on

'the aesthetic sense of the critie!, Other soholars2

[

in QGermany and in Eangland continued to work along thes

In par ticular , tabulation of the overflow and the mid-

line pause, not attempted byFRlcay, was made by later

that such tabulations ignore many subtleties of
Shakespeare's versification, since reference is not
made to the context of particular lines, Yet they

show in Shakespeare's plays a fairly consistent

idevelopment in the direction of an increased number of|
feminine endings, overflows, speeches with broken ends)

lines spliv between speeches, and mid-line pauses, 5

thou gn/

lines, achieving greater accuracy and finer distinctions,

gcholars, though this would involve individual judgemeht,

a subjective element, It must be recognised, of course,

1, ¢f. E.K. Chambers, William Shakespeae, I. 256-7

2. ¢f, Ohambers, o git. I.255 ff. Chambers gives a
complete and impartial summary of the whole gquestion
metrical tests,
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Jthough tabula tioh of rimed lines and lines of prose-
do not lead to the conclusion of gradual consistent de
velopment.l
Fleay applied the same methods to the study of

other dramatists, Elizabethan and Jacobean, He actus
tried to demonstrate the diverse metrical characterist
of the various dramatists by reconstructing & speech
from Dryden's All for Love in the respective manners
of Fletcher, Beaumont, Massinger, Greene, and Rowley.
This was to show that discrimination of styles through

metrical characteristics was possible.2 Fleay's

11y

icH

chief purpose in his study of.versification was to

form tests for the authorship and chronology of
ShaKGSQGm:ean plays, In this he 1is folléwed by Mzr,
J.,M. Roberison, who Bhows the same faith in mebtrical
 evidence, Bu® Qﬂestipns of authorship apart, the
'ﬁabulatiOn of Shakespear e's metrical cﬁaracteristios

has proved itself to be valuable,

Detailed study of the versification of Elizabeth

dramatists have been made by German scholarsg, BEpil

et Y

Penner mede an exhaustive sbtudy of Peelels versifiecati
in Herrig's Archiv Vol, 85.5 In this study
Penner's/

n

on

< of, Chambers, op, eit.,. II. Appendix H., Tables|
: n
. FEleay, Shakespeare Manual, 1235-6,

P =t

5. RBuil Penner, '"Metrische Untersuchungen zu George H

Aroniv, fon=o. Vol, 85, (1890, 269-308

eele.
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Pennen!s methods are those used by Schipper in

Enclische Metrik, and by Elze and Kdoanig, scholars

afterFleay wno continued %o study metrical characterist
in Shakespeare and in Elizabethan drama, In scope it
ig more than a mere study of style, It is divided ind

three parts, In the first part Peanner goeg over the

in the verse, ana attempts to give correct readings,tio
app&renﬁl? irregular lines, He counts the lineg of
blapk verse, rimed lambic pentameter lines, linesg of
diex&ndrines, of foufteener% lines of two, three, and
four feet, of Latin and Italian, and gives their
pexrcentages o the total number of lines, He also
cnumeratves lines with feminine endings, trochaic first
feet, overflow, and othef:i¥rggularities-in each play
pnd poem, In the segond part Penner studies in detail
Peeclels use of the”?éﬂtamefer5 fh3-ﬁexameter, and the
fourteener, For the iambic-penfameter- he gives.

exhaustive examples of variation of stress in all its

Fh

pleitende lyrische Cdsur), of fewinine and trisyllabic
feminine endings at the end of the verse (klingender uj
ol eitender Versausgang), of syllabic variations at ﬁheg
beginning and in the middle of a line, and of the

bverflow/

plays and poems of Peele, points out all irregular ities

ics -

orms, of the mid-line pause in all its forms, including
feminine endings snd trisyllabic feminine endings before

the mid-line pause (klingende epische, gleitende epische,
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overflow in its various grammatical forms; The sanme
ig done for the hexameter and the fourteener, Penner
also gives a table of the percentage of blank ¥erse

lines in each play to the total number of lines and

of the percentage of feminine endings, of run-on lines, and of rimed |

lines
|50 the number of blank verse lines, In the third

‘part Penner goes into the intricacies of scansion,

‘of the lengthening and contraction of syllables, of

the &ccentuation of words and of rime, The discussio n
is technical and though all examples are taken from
Peele the conclusions reached have wide application,

and are not confined to Peele's characteristics,

In fact, Penner has constructed a prosody for
Peele comparable to Abbot's work on Shakespeare's
prosody in A ﬁgakespearian Grammar, In addition,
however, he has tabulated variations in the blank
verge of Peele, the results of which may be used in
‘comparison with the work of othef dramatists, I give
‘the table of his tabulations in percentage form as
follows, and add the actual figures for blank verse

lines etc, as given in his study:



———————

Should be in column for Total no,-of lines,

- ‘i
~21- |
Arraign- Edward 0ld Wives Alcazai' Davdd
ment I Tgle .
Percentage |
| of
Blank verse
to total no. : > -
of lines, 15,96 54,59 16,18 100 98
Feminine
endings in
blank verse B 3 8.3 509" 5,67
Rgnébn lines §
in blank ]
verse 10 T 3 15.55 15.25
Rimed lines i
in blank = |
verse ——— L,o7 =h e~ 5765
iLines of
Blani
verse 200 1198 192 - 551 1865
| (not given;
| Total no, X , by comptta-
of lines 1253 274l 96l 14551 tion from
ercentage
Other 259 659 e
lines fourt- rimed 757 prose
€eners penta-— (=27.597:Of 1903#
("‘20.67 meter = TJO'EE.].)
%) (=52,59%)
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From this table one pbint is obvious: Peele's
blank verse is comparatively small in cuantity, Onlj
two or perhaps three of his plays can be called blank
verge plays. Penner himself is doubtful of the value
of such tabulation for the chronology of Peele's plays,
And indeed the results of tabulation reveal almost
nothing, Penner's own comment is: 'For the chronolog y
of the pieces nothing may be gathered from this table,

The Arraignment of Psris, Edward I, and Qld Wives Tale
rcan hardly be taken for comparison, Arrgicnment of

Parig and Q168 Wiveg Tale because of their peculiar

character, which is not that of drama in a higher
sense, Edward I because of its extremely unreliable
text, And Alcazar and Dgvid and Bethsabe are on

about the same level with respect to run-on lines and
feminine endings, the former containing a lower |
percentage of rimes, It certainly cannot be concluded
that Alcagzar was on that account written only somewhat
later than Dgvid and Bethsabe - in short, the Metrical
Igsts which may be of value in the study of other poets

are contradictory and worthless in the study of PeeleML.:

I have/

1. 'Far die Chronologie der Stiucke ergiebt sich daraus gar
nichts; AP., Ed,, O.,W, sind schlecht zur Vergleichu'ng
herangzuziehen, A.P, und O,W, wegen ihres eigentiimlic hen
Charakters, welcher nicht der eines Dramas im hdheren
Sinne ist, Ed, wegen seiner ausserordentlidchen Unzuverlidssig-
keit, Und B,A, und D,B, halten sich in Bezug auf run-on lines
und weibliche Endungen zieémlich auf gleicher Stufe, ersteres
enthélt aber einen geringeren Prozentsatz an Reimen, Nun
kann aber gar keine Rede davon sein, dass BA, darum nur etwa
spdter als DB, geschrieben sei - kurz, die Metrical Tesgtsg,
welche bei anderen Dichtern von Wert sein mdgen, sind bei Peele
widerspruchsvoll und wertlos,' s.292,
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I have not tried to check Penner's figures,

Even allowing for possible differences in the counting
of lines and in the estimate of the overflow,the
figures must remain more or less the same, They are
not significant and the only value they have is a
negative one: they speak against attributing to Peele
ﬁlays with a high percentage of feminine endings, or
with almost entirely end-stopped lines, I think that
?enner has shown conclusively that it is not fruitful |
éo approach Peele's works with a formal apparatus for
the tabulation of metrical characteristics,

I believe, however, that the same difficulty will
be met with, though to a less extent, in the study of
Marlowe and Greene.l Tpat they have each left more
blank verse than Peele in his exﬁant plays and that
their plays ame more homogeneoué in character must be
danceded. But textual corruption makes different parts
df the plays uneven in quality, and two of the plays,
Greene's QOrlando, and Marlowe's Masgsacre of Paris, far |
inferior to the rest, Formal tabulation must ignore
these considerations; modification of the formal pre-

cedure/

1,

I have not been able to examine J, Schipper's De Versu

Marlovii, Bonn, 1867, and C, Knaut's Uber die Metrik

Robert Greenes, Halle, 1890, which I presume t0 be studies

similar to Penner's work on Peele, t0 see the results of
their investigation,
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procedure may bring more accurate results, And so
though for our immediate purpose, the study of Peele
through versification, we havé reached the conclusion
that tabulation is not fruitful, I propose to look at
Professor Tucker Brooke's siudy of-Marlowe's
versificationel for his more flexible methods,
Professor Brooke begins his study by giving a list
of the efforts in the use of blank verse in poetry and
drame before Marlowe's Tamburlaine in order to place
ﬁarlowe's achievement in its proper historical perspec-
tive, His study itself is largely concerned with
Tamburlaine because it was an early and deliberate
effort, not under the direct influence of any play
preceding it, Moreover, it is transmitted to us in a
good text, One may therefore claim every discovery
in it to be significant and to be characteristic of
Harlowe. '
_ Professor Brooke considers Marlowe's most important
&ohievement in Tamburlaine to be his addption of the
regular jambic pentameter line as his own characteristic
vehicle of expression and his consequent success in
making blank verse native to the genius of the English

language. This pentameter line is metrically so

Tegulazr/

1,C.F Tucker Brooke, "Marlowe's Versification and Style" in

Studies in Ppilology, Vol, 19(1922) 186-205,
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regular as to be of no interest, Marlowe's secret in
‘his mighty lines, 'marked msually by no metrical |
irregularities or¥ equivalences, yet brilliant in the
accuracy with which each gives voice to a perfectly
distinet emotion', is perhaps to be sought beyond
‘versification, But Professor Brooke tries to bring
‘out the differentiating agencies by which Marlowe
avoides monotony and gains his effects in the biank.
verse line: the use of the alexandrine, of the nine-
'syllabled line, and of the tetrameter, He gives
many examples for each of these and indicates the
effects gained through their use, Professor Brooke
also points out various forms of change of stress and
other irregularities of scansion characteristic of
Marlowe: the trochaic first foot, use of the pyrrhic |
at the end of a line (polysyllabic ending), the omissib n
of & syllable after a pause or in connection with an |
emphatic word, and the introduction of extra-metrical
words, For all these forms he gives examples and,
rather than tDy to explain these irregularities on
metrical grounds, he points out whenever possible Marlowe's
purpose in using the forms,

| In addition to the wielaing of the blank verse
line Professor Brooke regards lMarlowe's achievement in
ﬁamburlaine t0 be the construction of the lyrical

'verse/
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lﬁerse paragraph', in which 'the perfect single line ié
not absorbed in the sense of the speech as a whole, but
forms the theme of a burst of sustained emotion which
plays about it and often repeats it as a refrain,'
Though these verse paragraphs are often found even in |
_Iambg;iaigg, Marlowe's later plays show, Professor Broéke
peints out, an increasing tendency to subordinate the |
individual verse to the speech, This is accompanied
by the increased breaking up of the normal Ilow of the
verse by a strong caesural pause, In the later pla.ysj
%eminineendings, trochaic first feet, and short lines
and hemistiches also increase, while rimed lines and
pyrrhic endings become less in number, though in the
;un-on line Marlowe's plays show no development, Ppofes-
sor Brooke notes a corresponding development toward a;
plainer style in Marlowe's imagery and diction, and cites
an early and a late passage from Marlowel as a qonoraté
illustration of the development in versification,
?magery,and diction,

In his tabulation of metrical characteristics in
?he plays, Professor Brookes gives consideration bofh
%o the purity of the text and to the context in whigch
the examples are found, Thus iﬁi%%bulation of run-on.
lines, mid-line pauses, and short lines and hemistiches

etc, he restricts himself to three hundred lines from

each/

1. The two passages cited are: 2 Tamburlaine, 3046-63
and Edward II, 2507-18.
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each play, using when necessary an aggregate of three
hundred lines from different passages of good text in

the play, as in Faustus and Jew of Malta, He also

checks the results for run-on lines reached in this way
with those tabulated from a hundred lines from each play
consigting of long speeches, In the same way, in
comparing the frequency of rimed lines in the different
plays Professor Brooke presents his count for rimed
lines for the plays as a whole, as well as for rimed
lines at the close of a blank verse speech or scene,
I have not tried to summarize the results of
Professor Brooke's study. Fewer details and some
examples would be more satisfactory for a summary,
My concern has been with his method, which seems to0 me
instructive in the following ways, First, he distinguiahes
clearly between Marlowe's initial achievement and his
subsequent development, Unless this distinction is
remembered one is apt to underrate the importance of
Marlowe's regular iambic decasyllable and to pay undue
attention to the use Marlowe made of a few metrical

devices for variation, which were actually very simple,
Secondly, Professor Brooke judiciously restricts his

field of investigation in statistical tabulation,

relying for his results rather on a fair amount of good

texts than on imperfect, complete plays. This would

avoid the kind of detailed, editorial consideration of
scansion which takes up a large part of Penner's study.

Besides/
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‘Besides, the restricted field makes fewer demands on
‘the time of the investigator and ensures a more
consistent procedure, hence, greater accuracy, For
many points which do not require such support Professor
Brooke gives no statistical results, but merely'givés
a nmumber of relevant examples, It must be admitted
that such a method is not completely objective, but it
'1s known at every stage of the investigation exactly
where the judgement of the investigator enters, and
this judgement may be tested and the results reached
may be checked, while in comparison with formal
indiscriminate tapulation such a method has gained
vastly in sensitivity, It is the sane balance of
carefully exercised individual judgement against
objective evidence which makes Professor Brooke's
study of Marlowe's versification particularly
valuable,

As for the results of his study, some of them
have been pointed out by scholarsl before him, and
they agree in the main with the conclusions given in
general studies of English prosodyQ. Mr, John
ﬁakeless' recent work The Tragicall History of
Christopher/

1. For instance, Marlowe's frequent use of polysyllabic
words at the end of a line was pointed out by Rook. (p. 194)

2, cf, E, Hamer, The Metres of English Poetry, 1930, chapter
IV, esp, 6L4-66; Sir George Young, An English Prosody on
Inductive Lines, 1928, chapter XIV, 145 ff,
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Ghristopher Marlowe contains a diapter® on Marlowe's

versification/

2, chapter XV "The Mjghty Line" in The Tragicall
History of Chrigtopher Marlowe, 1942, Vol, II. Mr,
Bgkeless lists fourteen devices used by Marlowe 'to
alter his meter or hig music and fit it to the
changing modd that he had to express,' (II, 183)

Of these all the significant ones have been pointed !
out by Professor Brooke: the verse paragraph (listed
by Bakeless as device no, 1ll), intrafluction of
alexandrines (no, 2), use of the trochee, the pyrrhic
ending etc (no, 6), the nine-syllabled line (mo. 7),
extra-metrical syllables (no, 8), tetrameters and
even shorter lines (no, 9)., For the last three
devices (nos, 7,8, and 9) Mr. Bakeless-gives 42
examples, including three from Spakespeare, of
these 42 examples, I find 39 in Brooke's study,
including thecexamples from Shakespeare, yet no
acknowledgement is made to Brooke for any of the
points that come under the three devices or for any |
of the examples, The following devices not
characteristic of Marlowe dealt with by Brooke are
also listed by Bakeless: enjambement Eno. 1) _
feminine endings (no, L) alliteration (no, llj rime
ino. 123, All the examples given of alliteration

no, 11) are listed in Brooke's study, It is only |
in the discussion of alexandrines (no, 2) and

feminine endings (no, L) that Bgkeless alludes to
Brooke's study in a footnote, Bakeless departs from
Brooke in four points, First, he makes "tumbling"
endings, ie, trisyllabic feminine endings, a separate
device (no, 3) but finds it easier in discussion to
combine them with the alexandrines (no, 2) since
there is no clear-cut division between the two,
Secondly, he claims for Marlowe 'a more artful use
of both epic and lyric caesura', (no, 5) and gives
examples of t he caesura after the first foot and
after the third syllable, Brooke only notes the
increase of strong casual pauses in the later plays,
Thirdly, he lists as Marlowe's device the 'breaking
of lines between characters to give a livelier, more
conversational pitch to certain passages,' For this
he cites only one example (Fgustus, 548-550).
Fourthly, he claims for Marlowe a 'careful choice of
vowel sounds' (no, 13) but cites only a few examples,
Regarding other metits and demerits of lir, Bakeless'
book, it is best to refer to Mr, Hazelton Spemcer's
review in MLN, vol, 58(1943) 21?-220. Cf also the Teview
by Dr, F 8, Boas in JLR vol, 39(19u4) 75-76. I wieh to

. point,out that this chapter at least adds little to what

. ig already known of lMarlowe's versification,
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versification based almost entirely on Professor‘
Brooke's étudy. It is not very creditable to lir,
Boxzeless' scholarship that he takes over examples by
the dozen without acknowledgement from Proie%sof.Brook
study and makes a tedious elaboration of all of
Professor Brooke's points, I 1t gives a finality to
Professor Brooke's worlk, which should only be the begi
of further investigation.

In/

els

nning
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In the study of imagery M;ss Marion B, Smith has |
applied the methods of Mis Spurgemn to the works of
Marlowe -in -her doctoral dissertation.l-- Her applicatié n
of the methods to Marlowe ié justifiéd by the fact, best
stated in Miss Smith's own words, that 'Marlowe's work |
is rich in imagery, averaging, over the whole, oneimage
to every twelve lines, Although this proportion variés
éonsiderably from play to play and according to t he
dramatic mood within the play, few passages of any
length are entirely bare of figure,  Yet, Marlowe
seldom wasted his powers, despite his love of fine
writing for its own sake, Unlike many of his ooﬁ—
temporaries ﬁho used rhetorical figures to pad out in—;
sufficient matter, Marlowe is most interested when he
writes most imaginatively, When his interest flags,
or when a minor character holds the stage, a marked
falling off in impgery is immediately perceptiblég_
ﬂisa Spurgeon's methods yield results which are of use/| .
To the investigator in many ways, They reveal the |
range of a dramatist's imaze sources as shown in all
hig works and in the individual plays and are thus a clue
to t he quality of his style., They give hints of the

mental habite and intimate experiences of the dramatist,

from/

1. Marion Bodwell Smith, Morlowe'g Imagery and the_ﬂaflowe
Ognon, Philadelphia, 1940, .

s op.-oit., p, 15
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from which it may be posaible to describe his per-
sonality. They are also a valuable instrument in
the determination of authorship, In her dissertatioﬁ
Miss Smith makes use of her results in all these ways:
She classifies Marlowe's image:. sources into their
various categories, draws conclusions from them
respecting Marlowe's style, surveys biographical
;facts known of Marlowe in the light of his personality
as revealed through his images, and applies her
results to the problem of fixing the Marlowe canon,

In such a study the real difficulties are the

disentangling of complex images, the rejection of

fossilized images, and the classification of image
gources into categories.l No hard and fast rules
may be laid down for these, not even for the classi-
fication of image sources, The broad distinctions
between categories may be entirely matter—of-fact,
but in placing image sources, i,e, the objects used
as images, within the categories the investigator
has to rely on his own judgment, In her classification

Miss /

458 cf, Caroline F* E* Spurgeon, akespeare Imager
- and what it tellg wug, 1955, Appendix I, 359-360;
- also review ofSpurgeon's book by Kathleen Tillotson
in RES, Vol, 12 (19%6), 458-461; U, M, Ellis Fermor,
ome Recent Research in Shakespeare's Imagery, %9%%,
PpP. et °
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‘Miss Smith follows Miss Spurgeon's categories very
closely, She classifies the sources of the images
most frequently found in Marlowe into seven categorieé,
which are, in order of frequency, learning, the body,?
domestic images, daily life, inanimate nature, animals,
the arts. Into these categories she has to crowd a
:wide rapnge of images, She places, for instance,
images drawn from fire, heat, light and darkness

under domestic images"because they were associated
most frequently in Marlowg'a mind with some aspect of
the household, with the cheery warmth of the hearth -
the focal point of the home - or the brightly lighted
room,"l Her results confirm the general impression
that Marlowe's images are chiefly taken from learning
and classical sources, On the other hand they bring.
out aspects in Marlowe's imagery not usually noticéd,_
as for instance that images from daily life constitute
one-gixth of the whole of Marlowe's images, whereas
those from inanimate nature, including celestial bodies,
constitute only one-eighth of the whole, In the

examination /

L, ©op, eit., p. H1,
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gexamination of images drawn from the body Miss Smith
finds that they are merely drawn from the head and

' face, the eyes, sinews, entrails, blood,and legs, and!
‘thus reveal Marlowe's lack of subtlety and absence of.
interest in detail,

From her results as a whole Miss Smith comes to
conclusions about Marlowe's image style.,l She finds |
the two most striking characteristics in him to be
his emphasis on magnificence of tone and his tendency
t0 lavish his most elabérate imagery upon the apeecheé
of the central figure in moments of emotional tension,
In setting forth his images he is fond of using words
that are musical in sound, especially polysyllabic
proper names, These characteristics are well shown
'in Tamburlaine, Miss Smith finds in the later plays
a gradual development toward greater restraint and
more careful choice in the use of imagery, She notes
the replacement of the more obvious simile by the
Subtler metaphor and of magnificence by the more
gracefully figurative ornament which begins with Eggﬁiﬁg,,
grows in Jew of Malta, and reaches its full course

with Edward II,
Ie

B op it b, 07 fia
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I shall pass over the other uses to which Miss Smith
puts her results, Her construction of Marlowe's |
life and personality is valuable, In comparing

Marlowe's images with the images in plays attributed

to him she finds that Marlowe may have written the

whole or part of Arden of Feversham, An Alarum for
London, 1 Henry VI, The True Tragedy and 3 Henry VI,

But with this I am not concerned, Miss Spurgeon's

methods must be regarded as useful and illuminating
it only because they enable us to catch intimate
glimpses of a dramatist's mind, Miss Smith has

shown that these methods may be used with success in
the study of Marlowe, though, as the quality of |
Marlowe's mind is straightforward rather than subtle,L
-intimate glimpses tend perhaps only to confirm our
first impressions, But for purposes of comparison -
and differentiation a study proceeding by these
methods would give a set of data for one dramatist®
:by which the range and frequency of image sources in
other dramatists could be measured,. There can be
no doubt of the value of having such systematic data
:for each one of the dramatists preceding or contemporary
with Shakespeare: definite bounds may perhaps then be

established between the styles of each in their imagery,

and problems of authorship simplified,
But/

1. Miss Smith notes Shakespeare's insight into the
minutiae of human life as distinct from Marlowe's
keen, lightning-quick mind. Qp,. cit. P. 86,
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But it remains to be'demonstrated that these
methods are of universal application, Marlowe's
‘verse abounds with images, deliberately employed in
' the service of imagination, The same cannot be said'
of Peele or Greene, If tabulation of image sources
'is applied to ﬁhe works of a pOet'or dram&tiat of
uneven quality like Peele, who has besides left
'comparatively little known work, the results may i
not be nmumerically satisfying, nor may his different
plays, varied in t ypes and quality, show perhaps the
same range or frequency of images, As a matter of
fact the examination of the works of a lesser poet
or dramatist may be a real test of the value of Miss
. Spurgeon's methods, It would be interesting to note
' the results if such a study is undertaken for Lyly's é
:imagery: the preponderance of 'natural history! =
ésimiles can easily obsaure fresher and more spontaneous
images in him; on the other hand, in that throng of |
Ea.z:-tifj,-cia.l images the most characteristic ones maf
' yet reveal themselves through recurrencell It is
'not advisable to draw conclusions before such an
investigation is undertaken, But one thing is clear:
one has to expect far fewer spontaneous images in the

'lesser poet or dramatist, and when the factors of

imitation/

Bond indeed argues for Lyly's authorship of the 'Sonet'
appended to 'Polyhymnia' because of the bee and helmet
image in it which he regards as characteristic of Lyly,
See R,W., Bond, (ed,) Lyly's Works, I. 405, !

+

1k
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imitation, burlesque, borrbwing, conscpus and un-
ﬁonscious, are considered, it would be safer. perhaps.
to rely on more immediate evidence than on statistical
tabulation and formal classification., It would be
profitable, when direct literary sources are known, to|
examine the sources for parallels in phrasing and
imagery, though to track imsges through the labyrinth f
bf contemporary poetry and plays and other literature
for their originals would of course not be possible,
-in the case of Peele, Mr, Sykes has pointed out the
borrowings from Du Bprtas in David and Bethsabe. For |
the same play, I shall give those passages from the
Great Bible, the Bishop's Bible, and the Genevan Bible 1
which give the exact phrasing, often figurative, in the
play. The material will be scanty, but it may be |
possible to catch a glimpse of Peele's workmanship
through it,

The study of diction is another approach to |
Shakespeare's ssyle which has been taken up in the S’GudY:

of pre-Shakespearean drama, But the quality of dictio n,

like the quality of imagery, cannot be assessed objectively,

énd certainly not systematically, Systematic study has
therefore been mainly concerned with the surce and range
of a writer's vocabulary, with words and expressions

which occur frequently in his works, and with words %o

which/ -

1, II, samuel XI ff, See Infra Chapter IV,
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which he attaches unusual shedes of meaning. From these
may be reached congélusions regarding the writer's |
characteristics in t he use of words, Sch@lars have - |
also relied on these as a test of authorship, A broad
foundation for such study has been laid in-the.compilation
of the Shakespeare and Spenser Concordances, and of the
New Englisgh Dictionary, But for many dramatists,
including Peele and Greene, there are no concordances,

In addition to the study of diction, or vocabulary,
the study of grammatical and rhetorical usage has also
been resorted to as an-instrument in detecting the
peculiarities of a writer's style, Unusual grammatical
forms of words such as adjectival compounds or adjectives
formed from nouns with umuisual suffixes, parallelism and
antithesis in the arrangement of phrases or clauses,
inverted word-order in t he sentence and other unusual or
characteristic grammatical or rhetorical forms can be
noted as a set of data distinguishing the style of a
particular dramatist, It is the forms particular %o 2
dramatist that are sought, not forms common to writers
of the time, For such a study Abbotit's and Franz's work
on Shakespeare would be helpful since their Grammarsg
as also Schmidt's Lexicon, can be a check for forms
which occur in Shakespeare, whether common to other poets
and dramatists or not. For checking rRetorical usage,
which is more indefinite and less tractable Elizabethan

thetoric manuals would be of some use, but in the works

of/
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Spenser, the conscious, deliberate artist, one may

expect to find most if not all of the rhetorical

| deviaes employed by the dramatists, Here, of course;

the Concordance cannot help, and intimate knowledge of

the poet is necessary,

It is evident, then, that complete, objective

' investigation of these aspects in dramatists like

Greene or Peele is difficult, and that the investigator

'must Tely to a large extent on his own memory, For

this reason the work of Mr, Robertson, Mr, Sykes, and

Mr, H.C, Hartl fills a need in such investigation:

their memory seems an inexhaustible storehouse of words

and phrases, and of.striking grammatical and rhetorical
forms, and carries them beyond the limitations of
lexicons and concordances, In'the absence of complete
and systematic evidence they build thei; case on the |
evidence retained in their memory in addition to that|

supplied by lexicons and concordances when discussing

gthe”styles of the different pre-Shakespearon dramatists,

The resulis they'arrive at in this way cannot be complete,

' but may reveal many fine distinctions, and, if kept

' within definite limits, the procedure can bring very |

valuable results,

Their/

'1, J M, Robertson, Introduction to the

I Study of the Shakeégeare
Qanon 1924, H, Dugdale Sykes, Sidelights on Shakespeare, 1919,
Sidelights on Elizabethan Drama, 1924; H,.C, Hart, Tntroductions
(in three parts).

and notes to the Arden edition of Henry VI
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Their fault is that they put their findings
immediately ta use in questions of authorship and
collaboration before they have stated definitely what
the characteristics of each of the dramatists are.

They are thus obliged at every stage in their arguments
to cite particular passages or expressions from the
works of a dramatist to prove their point, In
attributing a play or a scene in a play to a dramatisst
they are reduced to the expedient of giving passages
from it which are ﬁarallel in vocabulary or phrasing or
construction to passages from the known works of tﬁe
dramatist, The evidence cannot be conclusive, for
parallels are subject to alternmative interpretations,l-
while indiscriminate quarrying of parallels only
oBscures the significance of relevant parallels, What
is more, the citing of parallels which are not strictlj
close or relevant may be made without the aid of memoiﬁ
0T individual judgement, it may be done mechanically, and
in such a task memory cannot keep pace with lexicons a#d
cdncordances. Mr, Robertson indéed, does not rely en#irely
on parallels, but invariably uses metrical evidence as a
more fundamental check, Mr, Sykes bases his case 2]

almost completely on parallels, but makes use only of

relevant/

1, cf., Muriel St. C, Byrne "Bibliographical Clues in
Collaborate Plays", The Library, Vol XIII (1932-33) 2L ff;
review of Sykes's Sidelighte on Elizabethan Drama by W.W,
Greg in MLR, vol, 20 (1925) 195-200; P, Alexander, Shakespeares
Henry VI and Richard III, 1L6 If, '




_3 9_

relevant parallels, In his discussions on the
authorship of plays, Mr Sykes lays bare faithfully the
series of impressions which have wrought in him the
conviction that certain plays are by Peele or some other,
and it is because he does this that his conclusions have
often been accepted by scholars, not bacause he has proved

1

his case, The parallels cited by Mr, H,C, Hart between

the three.parts of Henry VI and the works of Greene, i
Peele, Nashe, Kyd, Marlowe, and Lyly and of Spenser, and
other literature of the time are seldom close to each |
éther. But Mr, Hart also tries to trace the ocourrence
in Spenser and other Elizabethan poetry and prose of
certain unusual grammatical forms and constructions, as
well as certain phrases and idioms, found in 1.,2.3 |
Henry VI and in the plays of Shakespear e's predeceasorq,
This part of Mr, Hart's work is disinterested and, |
though fragmentary, is important in that it points to a
new direction for study, The results themselves are ilso
useful to other investigators, But in discussions of
authorship, Mr, Hart depends entirely on parallels, ané
is in essentially the same position as Mr, Sykes and lir,
Roberteon,

In the respect of vocabulary parallels can be

checked against concordances, which may bring out

further/

Shakespeare:
1, cf, AW Pollard, Introduction tohﬂen§f VI _and Rid hard IIT

by P. Alexander 19_20 J.§, Adams, Life of William|Shakespeare,
13ln, s X5bn 1 euc, also the review by W.W, Greg already
cited,
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further parallels, Words and expressions regarded as
characteristic of an author can be shown to occur just
as frequently in some other author.l m,is is done by

2

Mr, A M, Sampley™ for the evidence used by Mr, Sykes and

Yr, Robertson in attributing the whole or a part of—

Titus Andronicus, Troublesome Reign, Alphonsus . Emperor

of Germany, etc, to-Peele, For this purpose lr,
Sgmpley makes use of the New Enolish Dictionary, the
Concordances to the works of Shakespear e, Spenser,
Marlowe, and Kyd, the indexes to Grosart's edition of
Greene and McKerrow's edition of Nashe, and Mr, Sampley's
own findings from other plays and other contemporary
literature, Mr, Sampley shows that the majority of
words and expressions regarded by Nr, Sjkes and Mr,
Robertson as characteristic of Peele are not actually
very frequent in Peele's works and that they often occur
in é@ther dramatists, in Shakespeare and Spenser, and in
other literature of the time, Mr, Sampley notes that,;
6f the 133 words and phrases regarded by Mr, Sykes and
Er. Robertson as characteristic of Peele, sixty—fiﬁe i
occur only once in PeeleB, twenty-seven twice, and

thirty-four more than twice, according to the evidence |

of/

1, cf, Muriel S¢, ¢, Byrne, op, eit, p. 27.
2, A M, Sampley "'Verbal Tests' For Peele's Plays" in
Syudies in Ppilology, vol, 30(1933) L73-496.

3. for a more detailed explanation see infra, p. 45 fectnote (5)
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of Mr, Sykes and Mr, Robertson, who do not give the
number of occurrences for seven words, Of the tnirtf—
| four words which occur more than twice many are found |
in other authors or anonymous works, often ag |
frequently or even more frequently than in Peele.
Fﬁrthé word 'gratulates', for instance, w ich is
listed by Mr, Robertson as occurring seven times in

' Peele, Mr, Sampley cites instances of its occurrence

| elsewhere, a s follows:-

Greene, Orlando Furioso, 840 (Malone Society Reprint).
Greene, James IV, Grosart's ed, Vol, XIII, 1.97 |
(cited by Grosart, . Englische Siudien XXII .20-427).

Chapman, Busgy D'Ambois (cited by Parrott, Tragedies
of Chapman, p, 9 Xiv.T6 ; XviIg — ‘
Taming of A Shrew, ii, 3l; : (Praetorius Fqcsimile)

Munday, Jobn & Kent, 143, 520 (ialone Soc, Reprint)

Soliman and Perseda, 260 (Kyd Concordance) \

5 times in Marlowe Concordance (Selimus, Edward III
Dr, Faustus). 4 i,

8 times in New Engligh Dictionary (1556-1603)1

- In compatring the frequency of the occurrence of the

' thirty-four words in the works of Peele, Marlowe,

- Spenser, and the others Mr Samply makes allowance for;
' the quantity of verse written by the dramatist or in
the play in which the words are found, if anonymous,

. For 'gratulates' Mr, Sampley notes that 1t occurs
seven times in Peele, once in Marlowe, and three times

in A Snhrew (equivalent to twelve times in the same

| quantity/
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guantity of verse as is in Peele's works). From his
investigation Mr, Sgmpley concluded that only sixteen
of the 153 words may be called really characteristic of
‘Peele, and that though different ones of these slxteeﬁ
occur in different ones of the anonymous plays they
are not sufficient to establish Peele's athorship,

Such an investigat ion immediately reveals the
weakness of the case put forward by Mr. Sykes and Mr,
‘Robertson, It must be said, of course, that they do
not depend on parallels of word and phrase alone, andé
'that even with these they take into consideration the.
exact shade of maaning, usually coupled with parailels;;
in thought or construction, Yet strang doubts have
been cast upon éixégzitﬁawﬁ=of vocabularyas evidence of authorship

Elizabethan drama, :
ER-Sariv. It should also be said tnat there is no
concordance or glassarial -index to the works of Peele,;
that citation of words from Peele depends to a large
extent on memory, that Mr, Sykes at least does not
seem to0 have aimed at statistical completeness in
citing the occurrences of g ecial w:rds.l‘ But Mr,

Sampley has clearly demonstrat ed that in literary in;
vestigation memory is not an objective criterion and |
‘that in the race for verbal parallels concordances farj

outstrip memory, This, I think, is sufficient to show

that/

1- vide infra., Pf"q")-"é faotnotes
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that Mr. Sykes and Mr, Robertson and also Mr, Hart
are not justified in using the evidence they possess
to discuss questions of authorship,

It also shows that they should have made it a
rule to comsult.the different concordances to check |
their discoveries in Peele, and I believe that for thié
tagk concordances can @E_g}yen very intelligent use, f '
Mr, Sampley relies on them merely as a negative test,
He cites from them the numerous instances of the occurience
elsewhere of a word or phrase regarded as peculiar to
Peele, It would have been easy for him to pick out
5from these numerous instances one or two in which the ;
wora or phrase is used in the exact shade of meaning as
in Peele, Moreover, with the help of the concordances,
it may have been possible for him to discover a line of
sentence containing the word or phrase noticeably
?similar in meaning and thought amin rhythm or const- i
ruction to the line in Peele containing the word or ph%ase,

|
or to discover combinations of "characteristic" words

or phrases which are similar t0 such combipations in g
feelel, If he had done this for a number of the wordsé
and phrasges cited, in other words, if for every three |
or four pairs of parallel passages from Peele and the

play in question cited by MNr, Sykes or Mr, Robertson

Mr, Sampley/

1, "for something approaching an example of what I thlnk
may be done see footnote fow p 45, * (5). |
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Mr, Sampley had, with the help of concordances, producéd
a passage from an unexpected guarter which aptly paraliels
one of the passages cited, then he would have defeated
them on their own ground, Ag it is, Mr, Sampley's

study has only demonstrated the futility of their methodl.

The/

1., Mr., Spmpley's study also leaves something to be desired
in the way of objectivity and exactness, I venture the
following criticisms:- :

(L) It will be more satisfactory if he limits the
field of investigation to poetry and drama, or even to
drama alone, The works of Nashe and Greene include a
large body of prose, Instances of oocurrence listed
in the N,E.D, are often from prose works, Tyough the
inclusion of prose works has made no appreciable
difference to Mr, Sampley's final results it adds to|
the total numpber of occurrences cited and gives a false
impression of completeness to the evidence, No one can
pretend that a poet or dramatist invents all his own
favourite words and expressions, and the fact that they
occur sporadically in prose works of his day can hardly
be considered significant,

|

(2) The results will be clearer if the field is |
canfined to works up to the year of Peele's death (15 96),
It is most objectionable that Mr, Sgympley makes free
use of the Shakesepeare Concordance without differentiating
between early and later plays, especially since he seeus
to have confined himself in the main to literary works
contemporary with or before Peele, Instances of the
occurrence of words after Peele's death cannot be
significant; it may even be argued that they are due
to Peele's influence, MUr, Sgmpley citee instances from
Munday'se Downfall and Death of Robert Earl of Huntingdon
(poth 1598) and Chapman's Bussy D'Ambois 316043. Some
reserve should also have been felt in the use of Sylvester's
Du Bartas, not published in its entirety until 1605 and
Histriomastix (of uncertain date). Inst@&nces given |in
E'E!Q' and cited by Mr, Sampley are often later that
159,

(3) Mr. Spmpley omits to cite instances from Titus
Andronicus and the anonymous plays which Mr, Sykes and
Mr, Robertson try to prove are by Peele, This is
perhaps because Mr, Sgupley wishes o avoid unneccessary

controversx/
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The study of grammatical and rhetorical forms in

writers/

(contd,)

controversy, or perhaps because they have been cited

by Mr. Sykes and Mr, Robertson, At the same time it
may appear as if he 1s suppressing evidence in their
favour, since otherwise in c¢iting occurrcnces of words
he aims only at completeness and mnkes no discriminagion
(supra (1) {2))_ Ag Mr, Spmpley has good reason to
believe that the plays are not by Peele he may well |
have listed instances from them as he does from other
anonymous plays like Locrine, Salimus or Arden of
Feverghom, 3 ;

(L) Instances taken from N,E,D, if selected and
listed deparately under authors or works would add to
the walue of the study, For 'gratulate', for instance,
N,E.D, gives 11 instances from 1556 to 1603, One of
thege is for the word used as adjective, Qut of its
ten occurrences as verb three are found in Peele and
Greene, For lr, Sampley's purpose then we should put
down:8gven instances between 1550 and 1605, the examples
from Greene and Peele having been listed, MNr, Sample y
puts down 8 instances, apparently including théfuse#as
adjective (supra, p.Bfi). Out of these seven, one
ocecurs in 1556 in Apchbishop Parker's Psalms, three
between 1590 and 159, in Edward III (publ, 1596), in

Harington's Metamorphosis of Ajax, 1596, in Lambarde's
Azcheion, 1591, 1In this last the word has a different

usage and cannot be counted, It would have been

much more informing if Mr, Sampley had listed the three
relevant instances in Parker's Pgalmg, Edward III, and
Harington instead of merely stating that eight instances
are given in N,E D,

(5) Considerations of method make me bring out
this point last, But it is a serious offence in Mr,
Sampley that in two instances at least he does not
give the accurate count for the occurrence of words in

Peele, I quote from Mr, Sampley
1110, suck .... blood (Sykes, Sidelights on
Spakespeare, p.l32; Sidelights on Eliz, Drama,
p. 86): once in Peele,
Twice in Spenser,
5 times in Shakespeae,'

Actually Mr, Sykes gives three examples_in which 'suck......

blood' occurs in Peele, namely David and Bethsabe III,
6-8, VIII. 4, XV,192 (Bullen's ed,) I should also

point/
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writers before Shakespeare is a more objective one and |

is/ _ i

(contd,)

point out that 'suck ., blood! occurs not twice but
four times in the Spenser Qoncordance. In fact
Faerie Queene, III, vi, ».9 has 'As other wemens _
babes, they sucked vitall blood,' which parallels the
line 'To suck the vital bleod out of my veins' cited
by Mr, Sykes from Alphonsus Emperor of Germany. No
parallel cited by Mr, Sykes from Peele is so exact

as this parallel from Spenser, This. I regard as |
an illustration of what may be done with concordances
to oyertake Mr, Sykes and Mr, Robertson even in '
brlﬂing out close, relevant parallels.

The other instance is the expression 'to arms!'
noted by Mr, Sgmpley as occurring only once in Peele|
according $0 Mr, Sykes's evidence, Actually Mr,
Sykes quotes Pecle's line

To arms! to arms! to honourable arms!

(Farewell to Drake and Norris, 50.)

Accordingly the expression should at least be moted és
occurring twice if not three times, But the expression
isialso found in the following lines in the same poem

and in Peele's plays;

Adieu, To arms, to arms, to glorious arms! Farewell, 23
To arms, my fellow soldiers! Sea and land Far ewel , MO
To armes, to armes, that Rgbba feele reuenge,

David and Bethsabe, 849
To armes, true Britaines sprong of Troians seede |
¢ Edward I, 657

Of vs and of our braue posterity, to armes, to armes,

Edward I, 2262

' This adds up to a total of at least ten times,
. Perhaps Mr, Sykes's memory i more reliable than is
usually thought to be.
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is less likely, in comparison with the study of
vocabulary, to lead to rash conclusions, In this
respect Mr, Hart's work, especially for the first parf
of Henry VI, is of value., In his edition of Nashe's
Works, Dr., R,B, McKerrow! gives a list of the unusual
grammatical forms found in Nashe, comsisting of
irregular inflexions, the unusual order of words,
abnormal spellings, unusual word divisions, the use
of English prepositions with Latin words, and, in
Christ's Tears, compound words, unusual prefixes and
suffixes, and a particulsr way in which the word 'almost!
is used, It is, I think, when scholars try in such a
way to make careful study within narrow limits that |
evidence of the styles and wannerisms of the varioué é
pre— Shakespearean dramatists can accumulate to a poiét
‘at which definite conelusions may be drawn, I think |
also, that, if they had dealt with one or two particular
dramatists in their known works rather than with knotty
problems of authorship, Mr, Sykes and Mr, Robertson,
with their memory and their powers 6f perception could
‘have made great contribution,

In the study of rhetorical and grammatical usage,
'R.W. Bond's a.na.lysis2 of Lyly's Euphuism is very complete,
is almost definitive, Bond discusses Euphuism under'

two heads: structural and ornamental devices, which he
|

furthex/ |

i |
1. R,B, McKerrow (ed,) Works of Nashe, vol, V, Appendix F.

¢ d. Wérks of Lyly, I, 120-134., For many ogf his
“ e orins BonG’atRnoRTEqEeY Fis indebtedness to C.G. Ohild,

John Lyl! and Euphuism.
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further divides into their different aspects, I give
an outline of the aspects discussed,

1, structural devices (a) antithesis, rhetorical
questions, repetition,

(b) alliteration, syllabic lor
word-likeness (including
consonance, repetition of
words, assonance, annomination,
Time, puns)

(c) logical conmnection and syntax

(d) vocabulary

2, ornamental devices (a) historical allusions

(b) mythological allusions

(e) allusions to natural history
(particularly in the form of
similes),

(d) proverbs and pithy sayings.

The results of such an investigation are evident
from the outline, except in regard to vocabulary and
syntax, For these, besides general comments about
Lyly's love for'symmetry in sentence structure and
‘censervatism in diction, Bond gives the unusual and
obsolete forms in Lyly, such as omission of the pronoun
as subject, loose use of the relative, obsolete words,

and_ Latinsims,

In hig discussion of ornamental devices Bond's
divisions cut up Lyly's devices very neatly, But in
a broader sense it is difficult to separate ornament
from structure in a writer like Lyly, in whom logic

-.cannot/
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cannot be distinctly differentiated from rhetoric.
The rhetorical element was in fact a very real element
in Tudor literature, for critical theory and technicalé
treatises were largely concerned with rhetoric, and
particularly with ornament,and shaped the course of
poetry accordingly. Also in the academic training
ﬁhich the University Wits were so proud of rhetoric
%as the chief discipline, so that when these Wits
descended upon the popular stage to try their hand at
the-new drama not even tane demands of compression, of
dramatic propriety, of swiftness of narrative, and of
immediate cemprehension by a mixed audience could diveft
them all at once from their pre-occupation with 1%, |
In the early stage of their work the working out of the
plot itself was determined to some extent by thelrhetofic
of the single speech: the hero,whatever else he my bé,
ﬁust at least be an orator, and there must be many |
situations in the play in which his oratory could show

to advantage, as in winning over a hostile audience .t

This emphasis on oratory began as early as @orboduc,
in the formal debates which made wp the dialogue of
the first English tragedy, The first time Peele used |

blank verse in drama was also in a scene of effective

oratory2, This passion for rhetoric mst at least

give/

1, For thi#s. point. I am indebted to Dr, Howard Baker ih his
Induction to Tragedy. 55 If, -

2, Arraignment IV, i, Paris' oration,
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give a partial explanatidn of the character: of
Tamburlaine, whose elocquence more than anything else
is the elue to the force of his personality..  Thus
the study of rhetorical usage, and specifically rheto-
iical devices, in these dramatists would be @k very |
useful for our purpose, though it is evident that Bondﬁs
divisions cannot be followed when we turn to the otheri

dramatists,

In his English Drama in the Ace of Shakespeare

Professor Creizenach devotes a chapter to style and

versification (Book VII). 1In that survey Professor
dreiZenach traces the occurrence of numerous dramatic |
and rhetroical devices in Elizabethan and Jacobean plays,
giving many specific examples, The study is extremely
vajuable, for though the ground it covers is now '
familiar to every student, one finds oneself at once in
difficulties when venturing bey%? it, For a more |
detailed inquiry the student is confronted on every sidé
by vague terminology, which seems to be shared between |
rhetoric and prosody,

| The most serious difficulty is whether to take thei
1ine or the sentence (or clause) as the unit, In other
w@rds one does not know where prosody ends and rhetoric
(br even grammar) begins, The difficulty increases when
mgre and more, as thé mastery over blank verse grows, the

grammatical structure is divorced from the metrical,

Fortunately/
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Fortunat ely, at this stage the rhetorical devices
become simpler and less numerous, as in the later playé
of Marlowe and Greene, and it is easier %o cope with |
them,

If one proceeds entirely from the rules of rhetoric
in one's investigation one is forced to ignore many
devices in the verse which while not touched upon by
prosodic studies must have been used for adormment or
for particular effects, It is clearly not the same
thing if the last word of a clause is again used as thé
first word of the following clause or if the last WOId?
of a line is again used as the first word of the follow-
ing line, Versification does not recognise sich verbal
repetitions, unless metrically irregular, In this
particular case P,ttennham's Arte of English Poesie
provides a term for each of these: epizeuxis for the
immediate repetition, and anadiplosis for repetition
ﬁn the next line, though gpizeuxig is defined as the
'éort of repetition when in one verse or clause of a
verse ye iterate one word without any intermigsion't
and is not meant to have syntactic value, In fact
such manuals for the writing of poetry as Pyttenham's
were written with the rimed stanzailc verse in view,

verge in which the gy ntactic pauses coincide wi th the

line/

1, Arber's Reprint, 210,
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line, There was thus no need of taking syntax into

account: the line could at once be taken as the unit,

I, blank verse, the greater freedom of construction |

ﬁrings further distinctions, though the line also exists

énd stands by itself in the early plays of Marlowe and.%he others,
Professor F.G, Hubbard makes an attempt

to tabulate Thetorical devices in pre-Shakespearean

ﬁlays by taking the line as the unit, 1In his study
ﬁRepetition and Parallelism in the Ejrlier Elizabethani
ﬁram&"l he takes the line as the unit and gives ten
forms-of repetition'and parallel construetion frequent;
in pre-Shakespearean plays, noting the fréquency of théir
6ccurrence in Gorboduc, in Kyd, Marlowe, Greene,and |
Peele, and in the early Shakespearean and the anonymou%
Senecan plays. From this he draws conclusions regardi%g
the characteristics of each one of the dramatists in |
ﬁheir use of these devices and then proceeds to consgider
: ﬁhe gquestion of authorship e@f the anonymous Senecan i
ﬂlays. In another study® Professor Hubbard traces theé
obcurrence of a type of blank verse line of two
symmetrical parts joined by a preposition or conjunctio?,
each part consisting of an article or pronomimal word |

followed by an adjective and then by a noun, Thus

Professor Hubbard gives as an example of it:

The/

1. I, PMLA, Vol, 20 (1905) 360-379.

2, F,G, Hubbard, "A type of Blank Verse found in the
ggrlier Elizabethan Drama" in PMLA, vol, 32(1917)
=80, |
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The: fainting army of that foolish King. 1 Tomburlaine II.iii 660

[zrburizinefIIxciiixef®. He notes the frequent use of |

this symmetrical line in Gorboduc and Tamburlaine, and%
its gradual disuse in later plays, and tabulates its |
occurrences in those dramatists and plays which he has
examined for repetition and parallel construction, Fr?m
ﬁis results he considers the possibilities of dating |
ﬁhe plays by the frequency with which they use the
éymmetrical line, maintaining, for instance, thai

ﬁgvid and Bethsabe, in which this type of line occurs
much more frequently than in any other play by Peele,
éhould be nearer in date than Alcazar or Edward I to.
Tpmburlaine,

. The evidence Professor Hubbard has gathered is
éseful for reference, In particular the discovery of
ﬁhe syumetrical line is important because it is an :
attempt to analyse the construction of the line itself,
the fundamental unit in verse of an end-stopped character,
vlde.;gigg p.3l . As for the study in repetition and
p&rallel construction, which oifers a more varied test;
it is not entirely satisfactory for the reason that

none of the forms given is significant enough to stand

by itself, They are all part of the efforts at adorn-

A

dent, yet taken together they provide no adequate

|

tepresentation of the style of any one writer or play.
When tabulated, the occurrences of these forms are often

not/
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' not numerous enough to draw conclusions from, nor is |
it possible to draw cdnclusions from the results for |
'all the fozus, since the nature of each form differs
from that of the rest and the exact relation between
the forms cannot be defined, It would. perhaps. be
desirable if more forms were given for tabulation,

‘The results would not necessarily then be more | 2
enlightening, thoughtthe demand for comgeteness |
could be a little more satisfied.l

I have given a summéry of the methods that have
been used in the study of style in Shakespeare and
pre—-Shakespearean dramatists, and havg added some
comments on their limitations, . In the following study

'I shall not make a formal, systematic examination of

éPeele's versification or imasgery because I believe I ;
have shown this %e be unprofitable, though I shall bring
out pointe relating to these as they come up, As for

' Peele's diction and the range of his vocabulary, I -

' think that a study of these aspects is likely to yield
results of some conseéuence, though the absence of a

'concordance to Peele's works would make the study

+difficult, But in my own research I discovered the

importance/

1, The demand for completeness in such a study may avtually be
very hard to satisfy, cf, Verd L, Rubel, Poetic Diction
in the English Renaissanoef?&n,which almost all the|
rhetorical forms and devices given in Putienham's Arte
of English Poesie are used to differentiate the rhetorical
tricks employed in Tudor poetry, In the drama no such
wealtly of forms as is found in the poetry of the age
stands ready to be differentiated, Fine distinctions
are necessary at times but the main criteria in dramatic
verse mugt still be guality and quantity with regard to
any single form, Multiplication of forms may only add
to the confusion,
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importance of Spenser in this direction too late to
familiarize myself thoroughly with his diction, i

am, therefore, not prepared to undertake the study of
the vocabulary of Peele and the other dramatists, for #
am convinced that even in syatématic study of vocabulary
it is memory and judgement together that make the disoo}

veries, however useful concordances may be for a finali

L |

-

éheck-up.
| My main concern in this study is with the cons-
truction of speeches and of line and sentence, and with|
rhetorical devices as they occur in the speech, including
deviceg which add to the effect of declamation, This %
ig merely an extension of the study of rhetorical
d@vicea begun by Professor Creizenach and Professor
Hubbard, However, the construction of the speech has
nbt hitherto received attention, Although I have been E
unable to make any discoveries in the comstruction of |
sﬁeechea it must be recognised that the elaborate,
bbmbaatic speeches are an integral, perhaps the centralg
part of the drama before Shakespeare, This being so, |
it ig desirable to consider rhetorical devices notnonly;
in relation to the line or sentence but also in relation
té the speech itself, Also, it seems to me, the real
cause of the great difficulty in discriminating between |
the styles of these early dramatists is that every one

of them tried to write in the same bombastic manner, so |
that though different plays of the period may show divef—
Bity in their styles they all show the same grand style,

we/
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| We should be much nearer the heart of the matger

i1f we could discover individual characteristics even in
the grand style of the bombastic ranting speeches,

In this task my greatest difficulty has been over |
femminology, for without an adequate terminology |
systematic study is hardly possible, But I have come
to tthe conclusion that only what is distinctive of:PeelE's
style need be considered soecially and given a suitablé
ngme, and that the rest, being irrelevant, may ove |
ignored, Even with such a start, I find the entire
field to be slippery ground and have taken for my ma.in
stay the test: to what extent is any discovery I |
make in Peele true of lMarlowe or Greene? In this wayi
I have dismissed numerous 'findings', many notes ;
gathered with labour, The Tesults that Adve sﬁrvived%
the test are few, perhaps insignificant, but are reﬁdyi
to be tried for what they are worth,

I have also sought to suvplement these results
%ith other characteristics I find in Peele which are
styllstlc in a broader sense,such as recurring themes
and unusual situations, subjecting my discoveries to the
game test. I have throughout. kept in mind the |
purpose of such a study, which is %0 discover 1f Peele's
style may be distinguished from the style found in the

plays of known and unknown authorship at the time

Marlowe, Greene, and Kyd were writing for the stage,

and/
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and whether the distinction may be defined, I believ

|I have been fai thful to this puwwpose.

There is one other preliminary consideration which

\must be made before I proceed to the results of my study,

IIt is the bibliographical Ifoundation to the study of
gtyle in Elizabethan plays, The claims of textual
bibliography in questions of revision in Shakespeare's
plays are widely recogniged, Likewige, when scholars

are able to devote greater attention to plays of

icollaborate authorship they will assert the primary

limportance of bibliographical evidence in the study of

?such plays.l But bibliography has a similer importance

i _
‘in the study of style in plays of known suthorship,

}chough here its function is simpler, Its practical

apphication is not in the examination and interpretation

e

@of peculiarities in the text but rather in the recogniftion

passages in the text. The main paoint is to be on the

| =
and grammatical fofms and of rhetorical ussgeand 'tics!

of/ : !

and imbélligent acceptance of peculiarities and corrumlt

guard againsgt passages possibly corrupt, In this regard

the student who takes up the study of unusual constructions

L, cf, M, Bt. C, Byrne op, cit,
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of style must be particularly scrupulous in'examiningi
his evidence, since a corrupt passage, i.e, a passage
which has been altered in transmission, probably
unintentionally, may furnish him with much misleading |
evidence, How perverse and misleading a corrupt texﬁ
can be I will try to show,

In the study’ of dramatists like Peele or Greene i
ithe standard for the purity of text can only be relati%e.
One cannot go.very far with Peele if one insists on |
working with good texts, A corrupt text is naturally
not a satisfaqtory sample for the determination of style,
but in such delicate processes help must be sought oniy
with the utmest caution from the emendations and proposed
readings of editors, for an edited text may yield
results absolutely false, An editor's duty is to i
make sense, and in doing so he can easily remove ali
traces of what is left of the author's intention in a ;
corrupt passage. It is necessary to note that
;emendation of a single word can affect versification,
.imagery, grammatical form, the meaning of the line and
&he meaning of other words in the line.,-  Therefore, |
in the investigation of characteristics of style it is
imperative that all evidence be taken from an exact
reprint of the earliest text of any play, unless when

there are alternstive good texts in print or manuscript,

Dr, Greg's/

1, cf, Review by Kathleen Tillotson already cited,
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Dr, Greg's review of Mr, Sykes's Sjdelights on
Elizabethan Drama stresses these points, It is from
the position outlined by him in that review that I
‘commence my investigation,

In conclusion, I give a few examples of how
unsuspecting use of a corrupt passage can yield reSultE
entirely false in the study of rhetorical devices, Iﬁ
a corrupt passage, when a speech is removed or severely
Eabridged or turned into prose, the investigator is
likely to pass over it unnoticed or at least to make
no use of it, and no great harm would follow, For
our purpose the most perverse of corrupt passages are
those which approximate yet misrepresent the original,
I give some of these from the Malone Society Reprint
of the quarto text of QOrlando Furiogo and compare:the@
with the same passages from the rAlleyn Manuscript as
give%fDr. Greg's Iwo Elizabethan Stage Abridgements: f

Quarto text Alleyn NS
1. 702-705 Ix, 75-771.
{02 Oyr Shepheards in thelr songs

of solace sing,

(93 Angelica doth none but Medor _
loue. [ s=—mm—————— & lMedors loue

{04 Orl: Angelica doth none
put Medor loue? 76 Nought but Angelica, and
Medors loue

705 Shall Medor then possesse 77 shall medor then posesse
Orlandos loue? Orlandos loue

The alteration seems purposeful (cf, Greg‘s comment,
-p; 221); Presumably in both versions the last line of

“the/
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the shepherd's speech is Trepeated by Orlando in the
first line of his speech, forming an echo, The device
thus remains the same.in spite of the verbal change and
the slight change in meaning, But the grammatical
construction is entirely different, Quarto-quotes a |
line (703) from the 'songs of solace', The speech is?
reported in direct discourse, and is even printed by 5
%he editor of the Mermaid edition of Greene's works iné
quotation marks. If we reconstruct the original version
of these lines from the Alleyn MS, ana suppose Quarto
702 to stand d4s in the original we shall have
702 Oyur Shepheards in their songs of solace sing:
703 Nought but Angelica, and Medors loue. _
7oL Orl: ©Nought but Angelica, and Medors-loué?
705 Shall Medor then possesse Orlandos loue?
Metrically this releases 1, (02 from being end- i
stopped and places a strong caesural pause aiter 'nouggt',
the first syllable of the trochaic first foot in 1, TQﬁ.
Tﬁis pause I think is stronger than the pause after |
Angelica in the same line, i,e, the usual pause after
fhe third foot, though this is hardly important. Line
705 is joined to the preceding line, The syntax is, |
of course, obvious, but is not reported discourse, direct
61 indirect, The main point is: as the 1ine rhythm ;n
1, 703 is not 80 ﬁronounced as in Quarto the echo in 1,
70L is merely one of surprise and is not the lyrical

repetition of a refrainy, Such distinctions appear

triviad/
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- - ‘&
trivial, but may be of some moment inﬁptuay of style,

‘Quarto text "Alleyn MS
11, 1019-1020 - 3 Lo |
‘And yet forsooth Medor, base and yet forsooth Medor
Medor durst - durst enterprise -
Attempt to reue Orlando of 0 reave Orlando of
. his loue Angelica '

The Quarto line 1019 may be the result of defecti;e =
memory but the repetition it contains falls into a | s
category classified as form no, 2 in Professor Hubbard's
study on repetition and parallel oconstruction, In
tabulating the forms Professor Hubbard discreetly omits
Orlando from Greene's plays without giving an eXpLanation,
though in tabulating thq occurrences of the symmetrical
line he includes Orlando, This form of repetition,
repetition with an inserted adjective or adverb, is

frequent in Peele's works, (infra,p N2 4)

Quarto text Alleyn MS
11,1168-1176 11, 220-224
1168 Orl: Orgalio, is not my 220  Sirha is she not {1)ike =
; loue like those purple those purple coulered swanes
69 coloured swans,
[0 That gallop by the Coach 221 yb gallopp by the coache
of Cynthia, of Cinthya
L Org: Yes marry is shee
my Lord
72 Orl: Is not her face 222 her face siluered like
siluerd like that milke- t0o the milkwhite shape
white gL :
15 shape,
74 When Ioue came dauncing 283 yb Ioue came daﬁbing in
downe to Semele, to Cemele
75 Qrg: It is my Lord, 22l tell me Argalio, what

sayes charlemayne etc,

76 [Orl:| Then goe thy waies

d clime to the clowds
and c vp o
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A number of lines in the same speech beginning

with Alleyn MS 221 have been omitted from Quarto,

IAileyn MS 11, 220-22k, part of a single speech, have
been altered into dialogue in Quarto, If we look
at Quarto we find two rheterical questions both un- |
fmetrical in their first line,both beginning with 'is
not! and similar in rhythm, and both followed by a
'short line of answer, EXcept for their being
unmetrical there is strong temptation to cite such a
passage as some deliberate rhetorical device, The
original in Alleyn MS shows the lines %o be two
;rhetomical questions but not so closely parallel, and

only the beginning of a long speech, and thus hardly

striking.
Quarto text - Alleyn HMS
11, 1300-1305 11, 336-3h1 |
1300 What femrefull thoughts 336. What thoughts, arise,
arise wvpon this show? vpon this fearfull showe
1301 What desert groue is this? 337 wher in what woodes,
: How thus disguisdef® wmat wuncouth grove is this
2 where is OrgalieQ? . 338 how thus disguysd? wheT is
Argalio, Argalio,
3 Orgal: Here my Lord, 339 —- mad humo® es
Orl: §Sirah, how came I 340 Say me sif boy, how cam I

thus disguisde, thus disguysd

5 Like made Orestes quamntly 341 Like madd Orestes quaintly
thus disguisd? - thus attyred

In Quarto the three lines 1301, L ,5, have the same
ending 'thus disguisde' and except Ior the intervening

unmetrical/
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‘unmetrical line of questlénkknd answer (13502,%) form
& neat parallel listed by Professor Hubbard as form
no, 5, and which Pyttenham terms tne'antistrophe'.=
Alléynims shows that the first 'thus disguyséd' (338)
is not at the end of tne line and is probably a long
;way off from tne repetition in 340, being separated
from it by a speech or at least a Ifull line, and that
the last repetition is a mere perversion,

Had it not been for the extant part of Orlando,
preserved among the manuscripts at Dulwich, the text
j01‘ Orlando must always have remained a puzzle, It is

only when one works taorough the text of that play with

Alleyn's part, guided by Dr, Greg's cuazde commentary,

that one realizes the many pitfalls in seizing upon some
i
apparent peculiarity in a play and deducing the dramatist's

characteristics from it, I have no assurance that I éhail

not make many blunders with other plays, for which we
do not possess manuscript texcs and careful critical

commentaxry,

I have theretfore tried in citing Peele's characteris-

tics not to rely too much on any single example or
examples from any single play, At the same time I
feel that the discipline I underwent in following Dr,

Greg's searching and exXhauscive study has made me at

once more eager and circumspect in looking for bibliog-
raphical and suyli tic clues, and in vhe following stu@g

I shall at leasttry not to deceive myself in gathering

my, evidence, -

-
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Chapter II: Reele's Style; Constiruction of Speeches)

Devices in Declamation, Formsg of
Repetition, '

[A_Note on Quotations. The quotations and act,
scene, and line references given in this chapter and
elsewhere in this thesis are taken from the following
editions (unless otherwise stated): :

Peele's plays (including Alcazar) Malone Society Reprints

Peele's poems. Works of George Peele, ed.
A_H, Bullen, 2 wols,
Greene's plays Malone Society Reprints
Marlowe's plays Works of Caristopher Marlowe,
ea, .C,F, Tucker Brooke, 1 vol,
Lyly's plays Works of Joan Lyly, ed.
R,W, Bond, 5 vols,
Spanigsh Tragedy Works of Thomas Kyd ed, F,S, Boas,
1 vol,
Wounds of Civil War Malone Society Reprint,
Lgcrine - Malone Society Reprint,
John of Bordeaux Malone Bociety Reprint,
Alphonsug Emperor of
rman Works or Chapman, ed, T M,

Parrott, 2 vols,

Troublegome Reign of King Tudor Facsimile Tgxts, ed,

Joon I & I1 J.8. Farmer,
ack S+Traw . Tudor Fpcsimile Text, ed.
J,5, Farmer,
Shakespeare's plays Folio Text as reprinted for

Lionel Booth, l8ol,
line references in Shakespeare's plays are
t0 the Oxford Snakespeare, ed, W,J, Craig,

Gorboduc : Early English Classical
fragedies, ed, J.W, Cunlifife
Migrortunes Or Arthur Early English Classical

Tragedies, ed, J.W. Cunliiffe,

Tne punctuation and spelling of tnese editions have
been retained: '{ ' is changed to 's'; 'VV!' and 'W' are
always given as 'W', Italics have been normalised, Speech
prefixes have been omitted wnen lines from a single spéech
only are given, The emendations of editors, When relevans,
are given in brackets following the quotation,]

~In/
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I
! In this chapter I shall attempt to examine
;Peele's plays with regard t0 the construction aof
|
| speeches, the devices used to add to the eficct of
declamation, and certain forms of repetition of words
and phrases, This is to limit the study to a single

agpect of dramatic style, its rhetorical aspect, though;

a8 I have said in the introductory chapter, I shall not

iapproach i¥ frouw set rules of rhetoric, I have rathex
énoted dorn certval ndevices and mannerisms which occur
éin Peele's plays and compared them with similar devices
Iand mannerisms in other plays, especially those by
%Marlowe and Greene, For wmy examples from these other
‘plays I bave drawn very heavily from Igﬁbgrlaine,

'because I think it represents a consciously original
;attempt at dramatic composition and because the text
of the two parts of Zamburlaine is seund, Thus while
I have sometimes tried to trace a trick of style back

to earlier drama, particularly to Gorboduc, I am often

'satigfied if parallel examples of Peele's mannerisms

{ 3 .-
lcan be found in Jamburlaine, I think it may be said

r

ithat the forms which occur in Jamburlsine must have been

‘known to Peele and Greene.
|
| Indeed in the use of such devices one cannot expect

ito find a great deal of difference between the different
|dramatists/
| ,

|

|

|

|

| L
|

|
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Edrmmatists. Since eloguent declamation is an effect
aimed at py all and since within the frameword of the
speech the scope for variation is limlted, every
dramatist may be expected to master ﬁne necessary
tricks in a short time, What proves to be effective
would be imitated and adopted by every one of them, 80
that it would be daifficult %o tell. miany given
épassages from the work of one from the work of some
§other. To be sure, the secret of eloquence is
iultima.tely to be sought not in any fixed mode of sp@e&ﬂh,
_but in the fusion of thought, and therefore also imagery,
iwith diction and verse movement, It is the imaginative
éconﬁent joined vo the decasyllabic rhythm that upholds
éMarlowe's 'mighty line!', But when the tnougnt is barp
?ana the dicvion hackneyed and stale as in most plays o%
étne fifteen eighties it When becomes necessary to rely
éfor eloguence largely on rhetorical devices, And
éthough one cannot look for clear-cut ailstinctions
gbetween different dramatists in such usage, one would
‘expect indiviaual preferences, which may be detected |
through frequent use or perhaps tnrough some variation
of any particular device, I &all try to discover

in the following pages, by comparing Peele's mannerisms

with those of the others, how far such disvincvlons

may be drawn,

In the enumeration of the different forms and

devices/
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édevices used in the construction of speecnes and in
|
ldramatlic declamation it will be seen thnat there is a

'good deal of lyrical and epical construction surviving
in the blank verse of the dramas, Thig merely mea,nsE
@zaat dramatic blank werse has not yet completely come
;into its own, Aeneas' long account oI his adventure@
iin,g_‘;_gg, for ips tance, must be régarded as epilcal racaner
:than dramatvic, Likewise the speeches with refraiﬁs we
- |Tind in the plays oI Pecle and the otners are a survival
;of lyrical stanzas, In Marlowe dramatic declamation |
is frequently lyrical in sentiment and clotned in
lyrical form, Tnis also 1s True or Peele in his later
plays, in which éggical form and sentiment are often
combined, though nsually happily, with a declamatory
%passage. In Ihe Arraignment of Parig oratory and
lyricism are both represented, but separately, The
proper differentiation of lyrical and epical elements
%fxmmxknnxﬁxam&xxnxxxnmznxﬁ from the dramatic is
?extramely difficult and must form the subject for a
'seperate sTudy. I convent myself witn pointing out
that the tricxé of style 1n the plays wiaich I shall
bring up are often of lyrical and epical origin, With
these preliminary remarks I pass on to the consideration
pf tne plays,
By the construction oI speeches I mean the con-
struction of the formal, elaborate speecnes which
abound in tne plays of Marlowe, Greene, and Peele, as,

for/
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for
éfxample, speechnes by the nero on some grand occasion.:
:Suon speecnes do not merely exXpress the matter 1n |
ihand. They conform more or LlesSs 1O & certain mode
and are often very similar, They usually begin with
‘elaborate forms of address and greeting followed by |
protestations of gratitude or faith , or by an apology.
%for what has t0 be said, Then comes the delivery of
?the message, which may be along narrative, (or less
frequently & long argument), or a short command,
followed after many repevitions by a reiterating
Eoonclusion or merely D? an aprupt ciose, This is
‘guite obvious, But there are certaln forms waich réﬁur:
'in such a copstruction and 1t 1s tnese forms that I

propose to eXxamine for the aiscovery of mannerisms,

'They are: (L) the forms of aadress, particularly the |
- vocative forms,

(2) the qualifying phrases and clauseg waich
follow the vocative or which qualify the
substance of te speech

(3) the refrains and reiterating conciuding
lines which bind up & (speech or a set
0l speecines,

Not all elaborate speeches in the plays conform to the
mode given above, Very often tne substance oi the
'speech is much Ifuller ana occupies every line of the
speech, Agaln speecnes that are shorter need not
begin and end so formally, though there are other forms
which recur in them, Tnese I shall also discuss
briefly, I shall not touch upon the repetition of

words and phrases in relatlon to the speech, but shall
give/
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give the important forms of repetition in the last parf
of this chapter, |
In addition to the formal components of the speech
ﬁhere are certain devices in it which add to the effecd
of declamation, By these I «o not mean devices in
écting or stagilng, out onlLy rhetorilcal devices, as, |
for instanaﬁ,-to make a character consistently refer t&
5imself by his name and tities, or to make a character.'
begin his speech witn the last words of tane previous
speech, Tnese devices as they are iound in Peele wili
rorm a separate discussion in the chapter, |
; In the congtruction ol speeches Peele's later .
plays clearly show a retrogression from The Arraignment
of Paris, In this early play he seems to have completely
ﬁastered the verse of oratory, The long argumentativé
ﬁassagee conform more or less to the pattern of other i
elaborate speeches, but they are at tne same time a
ﬁehlcle for the exXpression of thought, In them the |
%ormal,artiricial cnaracteristics do not obtrude i
themselves, In Peele's later plays he falls into
the mannerisus of Greene and the early lMirlowe and
shows no originality in the construction of specdes,
It is alwaygs Zmportant to remember the speeches of Paris

and Ppoebus in Tne Arraignment of Paris as specimens of

what Peele could do with dramatic oratory, but in this

inqniry no regard will be shown to the quality oxr

_substance/
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substance of the speech, out only to tae mannerisms
found in 1i%.
In common with Marlowe and Greene, Peele usually
'5eg1ns his long speeches with an elaborate form of
éddress, particularly-a vocative of & line or more, or
a short .vocative fOlewed py many qualifying clauses
of phrases, When the vocative is as long as a line
Sr more it may take one of these forms:
| &, &an epithet or phrase serving as a substitute
for tne name of the person aadressed, or a phrase

including the name of the person addressed:

Yee countrie gods, that in this Ida wonne,

Arraignment, 183

Thou fairest flower of these westerne parts:

Qid Wives Tale, 1067

You trustie soldiers of this warlike King
Alcazar, 15UL7

Vnklnd vnprincely, and vamanly Ammon,

David, 324
Tpis form of the ‘vocative is not particularly commbn
in Peele, but occurs very frequently in Tamburlaine :

Ye holy Priests oI heauenly Mahomet,

1 Iamoullalne IV =21 1&&6

Egregious Viceroyes of tnese Eastern parts

2 Tamburlaine, I, i, 2525

Magnificent and mightie Prince (osroe,

1 -Tamburlaine; I, i, 1)41[.

. tne name/



~71-

b the name or equivalent title of the person
addressed followed by one or more appositional phrasess::

Paris, my hartes contentment, and my choice,
Arraignment, 262

Phoebe, chiefe Mistresse of this siluwan chéce,
Arraignment, 1190

Sadoc high priest, presermer of the arke,
David, 107z

Braye sons the worthy Champions of our God,
Edward I, 64

Brage Abdelmelec, thou thrise noble Lord,
Alcazar, 1338

This form is quite common in other plays. I give a
few examples:

Renowmed Emper%e, mighty Callepine, |
2 Tamburlaine, III.v.3503%
Great men of Europe, monar ks of the West,
Friar Bacon, 446
Peggie the louelie flower of all townes,
Friar Bacon, 1424

The form is frequently found in all of Greene's plays,
except James IV.
¢. one or two adjectives forming the whole or a
separate part of the vocative:
Sacred and iust, thou great and dreadfull Iowus,
Arrai gnment, 943
Gracicus and wise, fayre Queene of rare renowne,
Arraignment, 1321

This construction is rather umusual. The first

‘example is paralleled by the following invocation,
not properly a vocative:

Ah mercifull and iust thou dreadfull God,
Looking Glass, 956

But I have not found other similar examples either

in Peele or in the others. Pesle does not have

examples /
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examples of a vocative of a line consisting only of
an adjective phrase, as in the following:

Beautious, more bright then beautie in mine eyes,
Looking Glass, 857
Louely and once beloued of my lord,
Friar Bacon, 1503

For the adjective used as a short vocative, Peele has.
two examples in Edward I, 2876, 2469. But the form
also occurs in Dido (IV.1i.1148). Often the
adjective is used rather as an apostrophe than as a
vocative, the person addressed being absent or the
speech being spoken as an aside, as, for instance,
Dido, III.ii.920; Jew, III.1l304. There are
examples of the adjective used as a vocative in

Lyl y's plays, an elaborate example being Midas,
IV.1i.137, and also in Lodge's Wounds of Civil War

- (174,185).

d. two separate vocatives addressed to two or more

'different people joined by ‘and':

Diuine Pallas, and you sacred dames,
Iuno and Venus, honoured by your names:

Arraignment, 210-1
Thryse rewsrend gods, and thow immortall Ioue,

Arraignment, ll32
Souldiers of Israel, and ye sonnes of Iuda.
David, 1665
My L. lieutenant of Glocester, and L. lMortimer,
Edward I, 5
Lords of Albana, and my peeres in France,
Edward I, 1545
Princes of Scotland and my ﬁg%%% frignds.
Distressed ladies and yee dames of Fesse,
Alcazar, 123

Viceroies, /
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Viceroies, and most'christian king of Portugall,
Alcazar, 643-4

Ye warlike lords and men of chiwalrie,
Alcazar, 625

In the last example the two vocatives do not jexclude
each.other. Such ambiguity fregquently results from
Peele's habit of employing two synonymous expressions
for the same object. The sense in the line

Distressed ladies and yee dames of Fesse
; is not really ambiguous, though Dr. Greg1 shows
; from the 'plot'! that in representation only the two
| princesses Rubin Arches and Abdil Rayes could have
been present in the scene. This form of two vocatives
is frequently found in Tamburlaine but is hardly
- ever found in Marlowe's other plays except lMassacre
' at Paris. It is not often found in Greesde. I
give the examples from Tamburlaine and other plays.
It will be seen that many of the examples are
ambiguous in meaning, though I have withheld examples

" in which the two vocatives are addressed to the same

pPeETrsOn 2:

Great Kings of _Barbary, and my portly Bassoes
1 Ta.mburlaine; 4 e B 919
Bassoes and Ianisaries of my Guard, _
1 Tamburlaine, IIT.iii.1l159

Ye Moores and valiant men of Barbary,
1 Tamburlaine, III.iii.1ll87

Great /

1. Two Elizabethan Stage Abridgments, p.52.

u -
2. As, for example, Renowmed Emperor and mighty Generall,
1 Tamburlaine, III.i.954
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Great Emperours of EgYDu and Arabia,

i
l
|
1 Tamburlaine, IV.iii, 1621
Kings of Nagtolia and of Hungarie, |

2 Tamburlaine, I,ii,2U39 |
Thrice worthy kings of Natofia, and the rest %
2 Tamburlalne, IiI 13348

In these examples the two vocatives are not always
separate from each other, It should also be noted
t#&t they do not always, aghn Peele, bégin long
d%clamatory speeches, In par ticular, one exzmple above

(1_Temburlaine, 1187) is followed by only one line of
|

vérse. The same ig true of the only example from Je )
|

w?ich ig found in & speech of only two lines, - I give the

sleech in Folls

| Grave Abbasse, and you, happy Virgins guide,
Pitty the state of a distressed Maid,

ewi, I, 554-5
The other examples I have found in lMarlowe are:

Ky lord Mortimer, and you my lords each one,

Edward II, 12}.1.9

Prince Condy and my good L(ord) Admiral,
Eggsacre, 27

My nobie sonne, anc prlncely Duke of Guise,
Massacre- ., 207 g

In Greene's plays I have found only two examples

of this form:

Princes of Turkie, and Embassadors
| Of Ajuracke, to mightie Hahomet,
Alphonsug, 1509-10

Lords of the South, & Princes of esteeme,
The last example contains terms probably ambiguous.

Orlando, 99

From this tabulation this particular form of
|
address may be regarded as characteristic of Peele but

cannot be taken as a form peculiar to him, In

Jamburlaine/
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Tomburlaine, where the Iorm occurs frequently, it does
not always begin a long declamation, nor are the two

'vocatives always separable, so that the form seems

merely a variation of the more uwsual vocative cgiven

Eabove under (&), In Peele this form of two vocatives
E |
Eoccurs in Arraignment in the same manner as in the i
later plays. Peele does not therefore appear to be
indebted 50 Marlowe for-d1t; I have also found the
éform in Lodge's Wounds:

| Graue Senators and Fatners of this State,

' Wounds, 9
(ambiguous) :

My countrimen and fauorives of Rome,
Wounds, l2h{

(ambiguous) _ ;
My frends anda citiZens of Preneste towne,
Founds, 215H1

Nothing definite may be concluded from this for

the identificasion of authorsnip for anonymous plays.

I give examples of this rorm which I have found in |
i |
gsome of the plays wanich have been attributed to Peele:
Most loyall Lyrds and faivhiul followers
Logrine, 36
Vncle and princes oif braue Brisany,
Locrine, 415

I shoilld - perhaps note along with these exaumples from

Locrine tnat the form.is notffound in Selimus,
i
Barons of England, and my noble LoTas;
Tzoublesome Reign oI Jonn
Sig. A5
My gracious mother Queene, and Bgprons all;
Troublesome Reign, Sig. A)

My/
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My gracious Lgyrd, & you vhrice reuerend Dame, i
Iroublesome Reign, .8ig,.| Bl;
Sonne Iohn, and worthie Phiiip K, of Fraunce,

Troublesome Reign, Sig.;DQV"

My Lords of Penbroke and of Sglsbury

Troublesome Reign, Et;Ii, Sig.

Lord Maior and well beloued friends i
Jack Straw, IV, Sig, E3
I

The form also occurs several times in Algnonsug

|
i 2
Egperor of Germany (T digele" 7 ii 0p Ty Synamasar !
have also found it in 1 Henry VI: |
. VncKles of Gloster, ana of Winchester,

J Henry VI. III, 1, 65
My gracious Prince, and honorable Peeres,

L HenTy- VI TJIT iv.=1

I have aready mentioned the form of address of twb
vocatives which are synonymous and addressed t0 the saﬁe
;persoan). Tnis is quite frequent in Jamburlaine and
Greene's plays but not often found in Peele,

Apart from distinctions in the forms of the vocative

there is little difference between Peele and Greene in
| - |
|

the opening part of the g eeches in their plays, |
|

Greene is in fact even more formal in thnis Trespect,
Alphonsus, otherwise very stilted, does not contain
many elaborate vocative forms, but the speecaesiin

i

Looking Glass,, Orlando, and Friar Bacopn often begin

with vocative forms occupying & line or more, particularly
with the form in which the name or title of the addressed
person is followed hy an appositional phrase, given

above as (b), Marlowe in Tgmburlaine begins many

_speecheq/
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speeches with elaborate vocative forms but is
.comparatlvely free from the wannerism in his later
plays.

More often speeches, even when elaborate, begin
with a simple vocative of a word or two, But in this
it is very difficult indeed to distinguish betﬁeen |
the usage of the different dramatists, Marlowe seem@
Ito me to vary the position of the vocative more ofteng
while Peele and Greene eilther begin the opening line |
with the vocative or put it in the first part of the
iine;, Perhaps only elaborate numerical tabulation will
confirm whether tnere is any real difference.. I give
at random the opening lines of successive speeches in
Edward I,Sc III, (up to 1,762) and 1 Tamburlaine, T
iii, (up to 1,6L6) for comparison, In both scenes |
there is oratorical declamation during which a king ;
reposes his trust in a lMacchiavellian politician who i
afterwards betrays the trust: !

Edward I, Sc, II1 : i
7 Leng, Nobles of Scotland, we thanke you all,
. 708-9 Baliol., Victorious Edward, to whom the Sgottish kings

Owe homage as thelr lorde ana soueraigne,
722 Lgong Then nobles since you all agree in one,
731 (after a pause) Deliuer me the golden Biadem (no
vocative)

745 (after a pause) Thus lords though you require  no
reason why, _

750 Bpliol, Thankes roiall England for thy honor doone,

759 Elinor, Now braue John Baliioll Lord of Gallaway



=

1 Tamburlaine II, iii

1599 Cosroe, Now worthy Tamburlaines haue I Teposde,
604 Tamb, And = wmistake you not a whit my Loxd,
OQB Therid, You see my Lyrd, what woorking woordes he hath,
31 Iecg With dutie and with amitie we yeeld (no vogative)

633
% -l Cos, Wpich I esteeme as portion of my crown
| Vsumcasane and Tegchelles both,

;640 Tam. Then haste CosToe to be king alone,

| In the opening lines from Edward I, Sc, III, the
ivocative, when not elaborate, is inveriably in the |
]first part of the line, In those taken from 1 Ta,mbuglane
‘II iii, out.of five examples of the vocative one is Jt
gthe end of the line (604) and another is placed in the
gsecond rather thah the opéning line (63%5%-1), There ils
‘1éss monotony, This I think is true of other passages
.}in gmburlaine, No importance must of course be
!attached to this example, chosen at random, Peele uses
:many of the simpler forms of the beginnings of speeches,
‘but his practice cannot be distinguished from that of

|
ithe others, I shall discuss this later,
:

_ Algo in common with Marlowe and Greene,l Peele
|

|
| . . = =
often inserts many qualifying phrases after the vocatlye,
| : ;
'so that the addressed person is told many ftimes over |

|
of/

| ‘1, The use of many gqualifying clauses and phrases, |
| after the vocative is also found in GorBodue, as, for

example, I,ii, 1=l
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'of his own titles, virtues, power efc, This must ,
éoriginally have been meant for the information of thei
‘audience, but the information conveyed is often alrea&y
known OT has been repeated many times in similar |

‘hackneyed phrases, or it is often completely irrelevant

éIn this Peele nowhere reaches the &xtravagance in

Tampurlaine and in Greene's plays , but the pracsice

occurs even in Arraignment, as, for example,

Diuine Pallas, ana you sacred dames,
Iyno and Venus, honoured by your names:
Iuno, the wife and sister of kinge Ioue,
Faire Venus, Ladie president of loue:

Arraignment, 210-5 |
Some examples from Peele's other plays are: |
Princes of Scotland and my louing friends,.
Whose neckes are ouer-wearied with the yoke,
And seruwile pondage of these Englishmen, :
dward I, 28540
Souldiers of Israel, ana ye sonnes of Iuda, E
Tr8t heue contended in these irkesome broiles,
And Ript old Israels bowels with your swords:
Dawid, 1lbob-8
But in Peele such beginnings do not grow out of |
proportion with the rest of the speech, except in
Alcazar, and in that play one can never be certain
whether a speech has been abridged, I give an examplé
from Alcazar:
Braue man at armes whom Amurath hath sent
To sow tne lawfull vrue succeeding seed
I, Barbarie, that bowes and grones withall
Vnder a proud vsurping tyrants mase,

Right thou tne wrongs this rigntiull king hath
pborne, Alcazar, 118-22,

This is the emtire speech, Four of its five lines are
taken/
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taken up with tne vocative and its qualifying clauses;E
In Tamburiaine and in Greene's plays tae practice is
much worse, as, for example, in the following speech
by Bajazeth:

Zapina, mother of three brauer boies,

Than Herculesg, that in hisg infancie

Did pash the lawes 0l Serpents venomous:
Whose nands are made to gripe a warlike Lance,
Their shoulders broad, for complet armour fit,
Their 1ims more large and of a bigger size
Than all the brats ysprong from Typhons loins:
Who, when taney come vnto their fatners age,

Will batter Turrets with their maniy fists.

B8it here vpon tnis royal chaire of state,

Amd on thy head weare my Emperiall crowne, i
Vantill I bring tnls sturdy Tamburlain,

Ana all his Cagptains bound in captiue chaines,

L Tamburlaine, III, iid.
1201-15 ;
The three brave boys do not appear in the first part !'
of Jamburlaine at all, In V,ii, of the first part %
Zabina mentions only one child (' Goe to my caild, g
away, away, away, Ah, saue that Infant, saue him;“saae him,'
52083—5), who later figures 1n the second part or tne
play. The otner two are not heard of, In any event)
gthe informztion regarding the children ig here %
firreievant. Tne vocative and its qualiiying cLauaes:
:occupy nine or tne thlirteen lines in the o eech, Thig
construction is very awkward, but is frequently foundf
in lampuriaine and in Greene's plays.
Likewise, in the poday of tne speech itseLf in
‘the plLays of Peele and the others, strings of

qua.lifying clauses or parases are used to give infors

mation which is sometimes necessary, but more oiten

‘known/
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| known Or irrelevant, In particular dilation on somq
trivial point is often excessive, In Dawvid, Sc, III,
for instance, Tnamar mourniully compares herself with
Eve cast from Paradise,but enlarges upon the image f&r
two lines:

(woere al delignts sat pating wingd wita tnougnzs,
Ready to nestle in her naked breasts)

before continuing wich her lamentation, Parentnetvical

comments like tnese, especially when irreievant, obsaure

the emphasis in the main discourse, Tnhey occur

frequently in Dawid, but even more in Alcazar.

However, the usage cannot be regarded as peculiar tof

Peele as 1t 1s aiso found in the others, In

1 Tamburlaine, I, i, for instance, Mycetes about %o

swear revenge by his royal seat hastens to describe

the seat as 'Empost with silke as best beseemes my

state, '(LlO7). But it is not with tne irrelevance

of such 'asides' that I am concerned, but ratner witﬁ

their construction,
I take tne opening lines of Edward I where tne |

informsation given may be regraded as necessary and |

relevant;

My L, lieutenant of Glocester, and L, Mprtimer,
To do you honor in your Soueraignes eyes,

That as we heare is newly come aland,

From Palestine, with all his men of warre:

Tne poore remainer of the royall Fleete,
Preseru'd oy miracie in Sicill Roade,

Go mount your Coursers ,.,,.... ZEdward I, 5-11, |

Woat 1s par icularly noticeable about such strings of]

qualifying/
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lqualifying phrases is shat every new ghade of the
thought would occupy a whole line of verse, Tne
EeXplanation is tnat the verse 1s end-stopped, since
%overflow in rhythm nhas tO accompany and perhaps 1o .
: |
éprecede overflow 1in sense, In ovner words, so long é
gas the thought is limited by the line division, the 1i£e
| |
Eremains a more or less self-contalned unit, Tpis
|

jmagkes it often necessary to fill up the room with Woris
not otherwise needed, as may be seen, for instance, |
ifrom the tendency in early dramatic blank verse to
;qualify gvery substantive by an adjective, This is
particularly true of Gorpoauc, and accounts for the
frequent occurrence in it of Professor Hpbbard's
é'symmetricaL line!' wnich 1s a rigid Tform of the more\oi
iless self-contained line. which makes up the speeches }
éin the early plays. The elaporate wocative Iforms |
éexamined above ana the strings of qualifying clauses
ﬁnd phrases are other forms of self-contained lines, in
Merlowe and in Peele and Greene the speeches are oftené
h mere accumulation of such lines, In tols again it
is very difficult to detect tne airfference between their
?sage. Mariowe is more full oI matter ana relies less
bn'tne hackneyed phrases Peele and Greene usually resort
to, though the actual structural distinction cannot be|
defined,

Peele makes use of wo devices to shape his thought
to tne rnythm of the line: ne use of words not really

neeced to pad out the line, especially perhaps the

13"8-5/
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last Line of a speech, and the use of two nearly
éynonymous words or phrases to denote one object, It/
ﬁill be seen, however, that these devices are found |
aust as frequently in Marlowe and Greene, And indeed:
&ney are not only common to Flizabetnan poets but are
élready found in mich earlier verse,

For tne padaing out of.lines such eXpressions as

"I say', 'I mean', 'ine same' etc, are often used in

Peeie's plays, But they occur even more frequently
%n Greene, The expression 'the same', for instance,
?ccurs more than thirty times in Alphongug, more than
half of the time at the end of the line, In many lines
in this play the padding 16 quite childish, as in the
following:

May claime a portion in the fierie Pole,
As well as any one what ere he be, Alphonsgus, é(—8
Nere to vnfold the secrets of my heart
To any man or woman, Who some ere
Dwels vnderneatn nhe circle of tne skie;
f Alphongu ,l29—131
‘ I do not doubt but ere the time be long,

| Alphonsus, 167

The iast Line guoted is found in much the same shape three
i

Gimes in Act I of tne play. The ovher two times are at
iines 22 and 370, I give these examples from Greene |
%o show that the device of using unnecessary words to
fill up a line is not peculiar to Peele, In Peele in|
fact this fault 1s not quite as bad, A Tew examples
are:

E Commanding him to send Vrias home
With alLl the speed can possibly be vsed.

David, lol-2



== . |

Or let the dew be sweeter far tnen tnat
That hangs like cnaines of pear.le on Hermon hill,
David, 75-L

And doe tnee fauour, more then may belong,
By natures lawe %o any eartaly wight,

Arraigument, L52M—5..

Peele relies even more on the device of using i

two nearly synonymous words OT phrases in place of one!

in order to fill out his lines, but he does not, make

often
A f

use of the additional word or pnrase TO bring omt a |

subtler shade in the meaning, This device is seen in |

i S :
the elaborate vocative which begins Parig' oration:

Sacred and iust, thou great and dreadiuil Ioue,

There is & great deal of this usage in David and

Alcazar, and even in Arraignment and Edward I, In the

following examples it occurs in a succession of 1ines~i

Yea doubtles, for shall tell thee dame, twere Detter
giue a thing, i

A signe of loue, vnto a mightie person, OT a king:

Tnen to a rude and barbarous swayne but bad and |
baselie borne, 5

For gentlie takes the gentleman that oft the Llowne

will scorne,
Arralgnment, 65-8

Nor may the silence of the speecanlesse night,
Diuine Architects of murthers and miedeeds,
0f tragedles, and tragicke tyrannies,
Hide or containe this barbarous crueltie

r i : hi TO it
Of this vsurper to his progenie Afearse 51155

( 'Diuine Arcnitects' has been emended o 'dire arcnitect!'

by Dyce,) For examples from David see infra, pp.174-5,

But this device occurs frequently in Tamburlaine,

and even more frequently in Gorboduc, In fact when

1t takes the shape of two parallel anda synonymous

phrases/
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%nrases joined by a cqnjﬁnctlon 1t may easily result i
in the 'symmetrical line', I give some examples from?
Qorboduc and Tawmburlaine, taking them from tne first |
forty lines of the first scene in each play:

My gracious lLady =nd my mother deare, GorHoduc, kI.i)
0 |

So great a wrong, and so Vniust despite 1

Such causelesswrong and so vniust despite T2 |
But thee, of thy birtahright and heritage 26 |
Against all lawe and right, ne will bereaue: 28 |
Madame, leaue care & carefull plaint for me Lo |

? For freezing meteors and coniealed colde: E

’ fampuriaine (19
Now to be rulde ana gouerned by a man, 20
Tnerefore tis good ana meeve for vo be wise, 42

I have not tried to pick out the most elaborate exampiésl

from these plays, but have merely taken those from thae

= : : = of each

first forty lines of the first scenehuo show that the |

device is easily found in them, I do not think it £

Tamburiaine with that in Peele's plays. The use of

two synonymous expressions in place of one is a chara—

important to compare the frequency of its occurrence in
i
|
|
|

éteristio of Peele's verse but cannot be regarded as.
ﬂeculiar to him,

The study of qualifiying clauses and phrases in thé
speecn and their relation to the structure of the blank
verse line has not brougnht out the distinctions I set

- out to look for, - But there is still material for

#nveetigatloq/
L Seg, Gorbodme I, 11, T1-638; V. 1.:126=135; '
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investigation in the forms of repetition of words and
phrases found in the verse of Peele and the others,
Tnese I shall take up later, I will now look at the
closing lines of speeches and the refrain used to bind |
togetner a single or several speeches, |
In the plays of Peele and Greene the closing 11nes
of speeches frequently reiterate the thought already sgt
forth, repeating it in similar or identical words, so
that the effeat is frequently that of a refrain, Somé-
%imqa they are p summary of wnat has peen said or mereiy
a formal close to mark the end of the speech, As wi'.thf
#ne beginning of speecnes there is ofien a formality
@Dout the conclusion which makes single speeches standi
%ut alone rather than as part of the dialogue, This
is also true of Jamburilaine and i0o a less extent of
Marlowe's later plays, And, as may be expected, the i
épeechea which contain long arguments in Gorbaduc ofteﬂ
end with a formal close, as may be seen from the folloﬁ—
ing conclusions to long speeches: |
Loe, this is all, now tell me your aduise

Gorboduc, I,.ii. Tb
Wnereof as I nhaue plainely sald my mynde, |
So woulde I nere the rest of all my Lpraes, I.iilub—T
Read, read my lordes: this 1s tne matter why |
I called yenowe to haue your good aduyse, III.i; 27-8

In Peele also many speeches have such formal
concluding lines, as, for example,

Thus Longshanks pids his Souldiers Bien veneu,
Edward I, 129

Thus willinglie, and of tneir owne accorde,

Doth Scotland make great Englands king tnell iudge.

Bdward I, 720-1
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|
Tnese fauors with vnfained loue and zeale, |
Voweth king Philip to king Sebastian, Alcazar, 850-1
hus hawe I toLlde your roiall maiestie, |
éow he 1s plac'd to braue his fight, Alcazar, L117-8

I, this practice of inserving a line or two at the end

of the speech merely to tell that the speech is at an

end Peele seems t0 be more archaic than Marlowe and |
| |
|
i

Greene, But there is anotner type of closing line

which reiterates the thought in tae speech, This klnd
|
of closing line is as prevalent in Greene as in Peele |
|
@nd also found in Marlowe, I give a few examples from

Peele, quoting the concluaing lines as well as the linés
bontaining the thought they repeat:

(mid-speech)

. For my sake spare the young man Absalon

| TIoab thy selfe didst once vse friendly words ;
| To reconcile my heart incenst to him, i

For my sake then spare loaely Absalon

David, 1459 etc.

Hold messenger, commend me to thy King,
Weare thou my chaine and carrie tais to him, |
. Greete all his route of Rebels more or lesse, _
| el them such shamefull enc will hit them all,
Tel then disdainefullie Balioll from ve

gaie what I bid tneé'&ersaes'%é'hls'teeth

And earne this fauour and a better thing :

Edwerd I, 2210-20

(mla speech)
Tell me then Stukley, for thats thy name 1 trow,

Wilt Hhou in honor of thy couniries fanme,

azard thy person in this braue eXp101t
Frankly teil me, wilt thou go with me?
Alcazgarl,
| 708-710, 71b

There are many ekamples of this in Algazar, (cf, 11, 90-

103; 394-101; also 11, 365-388). I, Arraignuent, 164-5,
at/ |
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at- the end of a speech by Flora describing the three |
goddesses approaching Phoebe's bower, the names of e |

goddesses are again enumerased, (cf, also David, 625—3&,

'The babe is sicke' etc.)

I give some examples of similar coneluding lines
in Marlowe and Greene:

Mother dispatch me, or Ile kil my selfe, |
For think ye I can liue, and see him dead?

Giue me your knife, (good mother) or strike home:
The Seythians shall not tyrannise on me,

Sweet mother @&trike, that I may meet my. father,

2 Tamburlaine III, iv,,
515 [-L1 (entire speech)

What wilt thou giue me, Gouernor, %o procure
A dissolution of tne slauish Bgnds
Wherein the Turke hath yoak'd your land and yout?
What will you giue me if I render you
The Life of Calymath, surprize his men,
What will you glue ‘him that procuretn this?
ew, V, 2177-51 218&

. Nay virgin stay, and i1f thou wilt vouchsaie !
. To entertaline Alphonsus slmple sute,
Thou shalt ere long be Monarch of the world: i

|
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If you will graunt to be Alphonsus bride,
Alphonsus, 17557,
i _ 1766, |
(cf also Frier Bocon, 1455-1162, where Lambert makes
hls proposal to Bettris in a speech of slmilar constructlon),
(mlajgpeech) |
Here braue Alphonsus, take thou at my hand,
Ipnigina, I giue her vnio thee:

oooooooooooooooooooooooo

Take her I say, and liue King Nestors yeeres,
So would the Turke and all his Noble Peeres,

Alpnonsus, 207l4-5,
(8—9.
There is often a lyrical element in this reiteration,
This lyrical element is more pronounced when identical

lines/
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lines occur like refrains, either in the same s eech
or at the close of successive speeches, rraignment
has many examples of such refrains and they are also
found in others of Peele's plays, But famburlaine,
Alphonsus, Looking Glass, and Orlando all contain
examples of them, I give examples of the refrain
at the close of successive speeches:

Yf then this prize be but begueatned to beautye,
The only shee that wins this prize, am I,

Arraignment, LO5-l etc.

This occurs at the end of three successive g eeches,
as also cdo tne following lines:

That where so ere this ball of purest golae,
Thet chast Diana here in hande doth holde,
Vnparsially her wisedome shall bestowe,
Without mislike or quarrell any moe,

| Pallas shall rest content and satisfied,

|  And say the best desert doth there abide,

Arraignment, 1200-5 etc,
Other lines in the same speech are also repeated in |
similar form,

The child shall surely die that erst was borne,
His mothers sin, his klngly fathers scorne, !
David, 6%-3, etc.

These lines oonclucaing Nathan's speech are repeated,

the last line identically, at the end of the succeading

speech,

For witnessewe would die for Dauidg woes, i
David, 10560, 10ol

This line occurs at the end of wo successive speeches,
The speech preceaing and tne speecn followimg tnem both

end with a line gimilar to this one,

In/
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In Edward I and Ola Wives Tale the refrain occurs;
as a repetition of prophetic riddles., and snatches of
songs, as

When legs shall lose their length, etc

Edward I, 562-5, 572-6

Be not afraid of every stranger,
Start not aside at every danger: etc

olo Wives Tale, 195-202, |
% _ 205-210, 195-T,
Gently dip, but not €00 deepe,

For feare you make tne golden pbirae to weepe, ;

Faire maiden wnite and red, etc,
OId Wives Tale |
786-99, 7913,
970-82 |

cf, also Edward I, 1425-6, 1451-2; 1lhbl-5, LU6b-9; Qid
fiives Ialé, 857-8, 815, In Arraignment also the god&ésses
each read tne inscription 'Detur Pulcherrimae' and add

the same imb erpretation (392-598).

Refrains at the close of successive Speeches are

also found in Igmburlaine, Orilando, and Looking Glasg:
Since last we numbred to0 your Maiesty
2 Tomburlaine III, v, |

55uL, b, 5L,
The line occurs at the end of twO successive $ eecnes
and in the middle of the speech following,
But if he die, your glories are disgrac'd,
Earth droopes and saies, that hell in heauen 1is ;
plac'd, 2 tamburlaine, V, 1iil
4407-8, uh32-3, |
The scene, in which these lines occur at tne end oI
two successive speeches, is paralleled by & similar

gcene in Dgvid, Sc, X, in which refrains also occur

(11, 1056,1051, guoted supra.) cf, also 2 Tamourlaine ,
I. vi, 2703, 2718 'Is Barvary vnpeopled 10T thy

sake/
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sake,

Rasni i1s God on earth and none but he

Looklng Glass, 50 etc,

| |
This occurs at the end of three successive speeches, |
|

But leauing these such glories as they be, |
I loue my Lord, let that suifize for me,
Orlando, 4O etc. |

- This ocours at the end of four successive speeches,

and with a little variation, at the end of the fifth,
| Another form of the refrain is repetition of the
éame line in a speech, dividing the speech in effect
into two or more little stanzas, This form of the i

refrain does not occur in Arraignment, but is found

in Tamburlaine, Looking Glass, and Alcazar:

Feede then and faint not faire Calypolis

Alcazar, 59é, 609
This line occurs .in the middle of a speech and again
at the end of the speech, The opening line of the

weech (1,58l) is aleo similar to it, It is therefore

& good specimen of the speech with a formal cunclu31on;
|

Other examples of this refrain are:

Alcazar 37L, %388 'To heauen and earth, to Gods and
A uratn.
1 Tampurlaine, V. ii., 2136 etc, 'Behold the Turke
and his great Eyperesse,’ (three times)
2 Tamburlaine, II, iii,, 2989 etc. 'To entertaine deuine
Zenocrate,' (five times) _
2 Tamburlaine, V.,iii., b5u3 51 'And shall I die, and
this vnconquered?' (twice)
Looking Glass 2029, 359 'Oome Ladies come, let vs prepare
to pray.' (twice)
ooklgg Glags 2219, 26 'Oh who can tell the wonders of
my God ' (twice)

In/
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In the speeches of Jomas in Looking Glags he repeats

as a refrain, both in different speeches and in the
same speech, the lines, i

Repent ye men of Niniuie, repent,

The Lord hath spoke, axE and I do crie it out, =
. There are as yet but fortie daies remaining, |
. And then shall Niniuie be ouerthrowne. i

| Looking Glasg, 1790-3 etc,
| 1970 £f eTI:c.

This last form of the refrain can not be regarded ag |
peculiar to anyone, But even in the conclusion of

speeches in general, little may be claimed as peculiar

ﬁo Peele, He may perhaps be regarded as more archaic

than the others, since a formal conclusion to speeches

seems to persist in his plays. !

I have looked at the construction of the elaborate;
speeches, Otner speeches 1n the plays must of course,
depend more on the action, They therefore conform 1esé
to a pattern, However, the transition from one speech?

to another is still very often formal, Surprise is

expressed by rhetorical cquestions, which take up the
| |

words the last speaker leaves off, . Often there is a
string oi rhetorical guestions at the beginning of a
speech, or one or two rhetorical questions are followed;
by some oath or invocation or extravagant imperatives
not meant to be fulfilled, Exclamation, commands,
questions also begin speeches, but these are only to be;
_exXpected, Likewise, at the end of a long declamation
in which the speaker has wandered far off the subject,

8/
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a line of transition in the form of a question

introduced by 'but' is often inserted to give a start |

o the next speech, All these forms, I am convinced,

are common to Marlowe, Greene and Peele, I shall,

mhérefore, not look into them, }

. .There is one form of transition which is really a|
1

device t0 aad to0 the effect of declamation, and that

is when one character begins his speech with thé same
with
1inqmwhicn the last speaker ends, This I find it

§0ﬁvenient to call the 'echo' and is a more elaborate
form than that in which a speech begine with tha last
word or words of the previous speech, I shall
therefore trace its occurrences in the plays of Pecle
and the others to see if there ig distinction between
the dramatists in its use, >

In Peele the 'echo' is usually used to exXpress

surprise, as, for example,
| [Longshankes] And wil our Goronation be solemnized,
| Vpon the 1k, of December next, l

Qu, Eli. Vpon the 1L, of December next? |

Alas my Lord, the time is all too snort

et
Edward I, 218-221,

Another example is:

[Sebagtian. ] Are you content to leaue this enterprlse,

Against your countrie and your couutrle

men,
To alde Mahamet king of Barbarie?
Bish, To aide Mahamet king of Barbarie,
Tis gainst our vowes great king of
Portugall,

Alcazar, T71-5

o/
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Or the 'echo' may merely fepeat the thought, as in the |
following examples:

[Seruus.] When while the child was yet aliue, we spake
And Daulds heart would not be comforted? |

Da. Yea Dauids heart will not be comforted, |
David, [15-7

[Sebastian,] Saie how your mightie mester minded is,
To propagate the fame of Portugall,
Embas, To propagate the fame of Portugall,
Ancd plant religious truth in Affrica,
Phi_lip the great and pulsant king of
Spaine, etc,

Alcazar, 828-32.
The two kinds of echoes are both found in Tamburlaine:

[QQ roe, ] Which will reuolt from Persean gouernment,
V¥nlesse they haue a wiser king than you.
Myc. Vnlesse they bhaue a wiser king than you?

i+ _Tamburlaine, |

Toisa29=101- 1

Here Mycetes echoes Cosroe's last line in surprise and |
| |

indignation, 1

Mena, Your Maiestie shall shortly haue your wisﬁ,
And ride in triumph through Persepolis, |

Exeunt,
Manent Tamb, Tech, Ther, Vsum, .
Tamb., And ride in triumph through Persepolis? |
Is it not braue to be a King, Techelles? etc,

é 1 Tamburlaine, II v.

| 155-6 |
Here Tamburlaine repeats Menaphon's last line and brmods
over it, The line is again repeated at the end of
Tamburlaine's speech (1,759). The 'echo' is here
combined with the refrain, as also in Dido, V.i, 1517-
32, The 'echo' occurs less frequently in Masrlowe's
later plays, and with more variation, But in Jew,
Barabas, hearing the news of the meeting and how 'all

the Iewes in Malta must be there', echoes the line and%

Broods/
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broods over it, (Jew, I, 207-8). 1In Greene the techo! |
ﬁs found in several plays, There 1s a pronounced %
'echo' in QOrlando (Alleyn Ms. 11.75-6, vide gupra p, 59 )
and another which may be due %o corruption, being
unmetrical ('Marsillus, and thus disguisd.' etc, 1158,9),
in Alphonsus a speech begins with the 'echo' of a line|
in the middle of the previous speech ('That runnagate,!
that rachell, yea that theefe, ' 563,7). There is

#epeated use of . the 'echo! in Looking Giass,“whichi
I shall take up later, In the manuscript play John |
of BordeauxX which there is stron g evidence to believe?
was written by Greene the 'echo'! is also found:
[Rossalin| one penie ma® fof my babes and me ha
: vertu thow ar scorned in misery
Rosgacler ye vertu thow art scornd in myserie, woman
why wepe[th] you (
John of Bordesux, 8u8- 9

These examples show that the 'echo' as a mere traq—
gition from one speech to another ocours frequently in |
Marlowe and Greene, But in Arraignment Peele achieves
8 delightfiul, lyrical effect through the sustained use%
of the 'echo' ('Taere is mno paine to foule disdaine in
nardy sutes of loue.' etc., 796-809), Peele must
have been proud of the device as we find this line in

the stage direction following the song: 'Ihe grace of

this song is in the Shepherds Ecco o her verse.' In

Dovid Peele makes ufle of the 'echo' to give veriéimili—
tude to Urias' state of drunkemess (11, 545-7,

hEmisticnea/
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hemistiénes)_ In Old Wives Tale he employs the device%
of the actual echo,l later so effectively used by E
Webster in Duchess of Malfi (Old Wives Tale, L86 ff,),:
Marlowé,also shows advance in the use of the 'echo!', E
in Jew there is sustained use of the 'echo'! in the |
@ialogue between Barabas and the friars who dare ﬁot
reveal what Abigail has confessed in shrift (Jew, IV,
1536 ££).

| In the use of the 'echo' I have found a form of
%ariation in Peele which 1is rather unusual, However,

és this form does not occur very freguently even in
feele I merely give the evidence and do not claim to
have proved the form to be characteristic of him,
Peele seems %0 be fond of making one character shout
out & line which is to be echoed by the other characters,
I give an example:
[Longshanks] Baliol behold I giue thee the Scottish
crowne,
Weare it with heart and with thankiulnes

Sound trumpets, and say all after me, |
God saue king Baliol the Scottish king, |
e Trumpets sound all crie aloud; |

God saue King Baliol the Scottish klgg
Edward I, [39-(uk

In this example Longshanks shouks out the line and the%

other characters repeat itcafter him, giving the 'echo',"

1 would not however attach as great importance to the

-fact/

| 1, On the use of the echo in Elizabethan drama, see
Creizenach, oo, cit., p. 549.
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Eact that the 'echo'! is given in the stage direction aé
%o the fact that the 'echo' is .called for by the words:
'say all after me!', Stage directions are much fuller
in certain plays than in others, and in this play the
hirections are very. full, Also stage directione are

|
much likelier to be altered than lines in the text,

éut the fact that here the 'echo' reproduces the line
identically is also significant,

In the same play when the Bishop presents Edward é
with the young prince after the christening his words
pre followed by an 'echo' from the other characters,
and again when he presents the prince to the queen,

I give the first example;

' Bishop, Wee represent your highnes most humblie,
with your young sonne Edward of Carnaruan Prince

of Wales, gound trumpets.

Omnes, God saue Edward of Oprnaruan prince of Wales, |

Edward I, 21u3-6 (cf, 2154-7)

The other example is almost identical, Neither of thlse

examples is particularly significant as the 'echo! is |

not entirely exact and is not called for, But even

such echoes are not often found in other plays%‘ In

Jameg IV, for instance, James installs his queen on the

throne and says the following lines, followed by an

'echo!/

1, In Misfortunes of Arthur III iii, 91-2 (Cador asks

the soldiers to confirm with 'Yeas' his promise to
Arthur,
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lecho! from all present:

Nobles and Ladles, stoupe vato your Queene,
And Trumpets sound, that Heralds may proclaime,
. FaireBorithea peerlesse Queene of Scots.
All | |
Long liue and prosper our faire @, of Scots, ‘
|

games IV, 119-52

This 'echo! is far from identical, I should also say
it differs from mere mechanieal repetition, It is not
ﬁhe same kind of 'echo!', I
| I now give two more examples of the 'echo' from !
3eele. They both involve some conjecture, Whether i
ﬁy assertion that the device seems peculiar to Peele
@ay be established or not depends on whether the
éonjecture is accepted, The first example is again
from Edward I, Edward after hearing the defiance of !
ﬁaliol delivered by Versses, cries aloud against
Baliol, whereupon he is greeted by shouts from his
ﬁrain:

[agngghankg ] Why now is Englands haruest ripe,
Barons now maie you reape the rich renowne),

That vnder warlicke colours springs in Ileﬂd,
And growes where ensignes wan vppon the plains,
False Balioll Wgrwicke is no hold of proafe,
To shrowd thee from the strength of Edwards
arme, I
No Sgot thy Treasons feare shal make the preach,
| For Englands pure renowne to enter one,
. Omnes., Amaine amaine vppon these treacherous Scottes.
’ Amsine saie all, vppon these treacherous Scots,

i Edward I, 2227-37

{
ﬁg the text stands there is neither 'echo' nor a call

for it, But the general cry following Edward's speech

1s rather abrupt, The words 'saie all' in the last |
!

line also do not seem appropriate. I venture to sugg%st
that
|
|
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that the last line has been transposed and that it
ghould form the last line of Edwardds speech; followed |
by & line of a general-cry echoing it,. I give the

Last six lines as I think they should stand to show
| :

w;at I mean: - : = = =

[Longshanﬁs] False Balioll Warwicke is no hold of proofe,
To shrowd thee from the strength of Edwards arme,
No Scot thy Treasons feare shal make thel breach,
For Englands pure Trenowne to enter one, |
: Amaine saie all, vppon these treacherous| Scots,
' Qmnes, Amaine amaine vppon these treacherous Scottes

ThlB reading no longer makes the cry abrupt and unempected,
I gshould note also that even the punctuation agrees With
ﬂhls reading, the line containing 'saie all' ending
with a comma, the line in which 'amaine' occurs iwice
énding with a full-stop. Evidence from pubctuation

ﬁests again on conjecture though I find the punotu&tio%
in Edward I to be quite reasonable. I do not wish

to preaézh? p%%%tthis reading, if accepted, gives an i
ﬁecho' or general cry which follows upon a call for it,
%saie all, |
| The other example I want to give is again 1mperfect

thoucn less conjectural, In the opening scene of !
231;g before Cusay enters with Bethsabe, David prepares
ﬁé welcome her and commands thau the doors should be
dpened:
- [Dauid.] Open the dores, and enterteine my loue,
Open I say, and as you open sing, i

; Welcome faire Bethsabe King Dauids darling,
| Enter Cusay with Bethsabe, |

Dafgid Welcome faire Bethsabe King Dauids darling,
David, 131-5

ﬁer@/
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| _
| Here David echoes himself, but it is not what I

want to show, It is not known hew many or what kind
of attendants are supposed to be present in this scene

as the stage directions give none, The text requires

7

however, that there should be some present; otherwise|

Pavid's command quoted above would be addressed to no

bne. In stage representation, therefore, one would
éxpect those present to greet Bethsabe with the words
?Welcome faire Bethsabe King Dauid s darling' sung or
spoken as a chorus, even though there is nothing %o
indicate it in the stage direction,. This I think is
énother example of the 'echo' which is called for,
These are isolated instanced and two of them are
affected by considerations of text, The case I admit'
is very weak, But except for two passages from

Looking Glagg which I shall guote there is nothing

which at all approximates this device in the plays of
Marlowe and Greene, I have given an example of the
lecho' in James IV. I now give an example from
iamburlaing, in which Tamburlaine,putting on the crown |
of Cosroe, says he will wear it even if lars and all
the earthly potemtates conspire to dispossess him of
it, provided he has the support of his followers:
[Igmburlﬂlne ] Yet will I weare it in despight of them,
Ag great commander of this Fasterne world,
If you but say that Tamburlaine shall 1a1gne,
Al Long liue Tamburlaine, and raigne in Asia,
1 Tamburlaine, II, vi, 912-5

th/
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The echo follows the call but is quite different. Even
éuch examples are rare in Marlowe and Greene, The only

examples which approximate the device as found in Peele

are found in Looking Glass:

Rasni But after our repent, we must lament:
Least that a worser mischiefe doth befall,
(upray, perhaps the Lord will pitie vs,
Oh God of truth both mercifull and lust,
Behold repentant men with pitious eyes,
We walle the life that we haue led before
O pardon Lord, O pitie Niniuie,

Omnes O pardon Loxrd, O pitie Niniuie, gfc,.

Lookine Glass, 2128-5

The 'echo' is repeated a few lines onwards. (2140-1).

But in this example the echo is not really called for.i
Rasni merely exhorts all present to lament and pray, |

There is ancther passage from the same scene in Lookigg
|

Glass which I should give, because in the edited texts |

it is an example of the 'echo' following the call, though

in the early editions it is not so, I give, as usual,

the reading from the lalone Society Reprint: |
2099 Alui. Mourne, mourne, let moane be all your melodie,
2100 And pray with me, and I will pray for all,
210l Lord. O Lord of heauen forgiue vs our misdeeds,

2102 Ladles 0 Lord of Heauen forgige vs our mmadeeas.;
r3‘103 Vsurer, O Lord of light forgiue me my misdeeds,

Lookinz Glass, 2099~ |
2103 |

ﬁyce omits the prefix 'Lord' im 1,2101, The prefi x

'Lords" for the same line in the Fourth Quarto has been
+

deleted among the many manuscript alterations in the

unique copy of that edition.l If the altered reading

iq/

1, I have used the 'List of Irregular, Dubtful, and |
Variant Readings 'and' Ljst of Manubcrlot Alteratlons and
Additions in the Unique Copy of the Fourth Quarto'! given
in +the Melone Society Reprint of the play for this

information,



-101-

is followed, then. 1, 2101 is also spoken by Alvida and
echoed by her ladies (2102) upon her call 'And pray
with me', though here because of the echo of the

following line (2103) there is more the effect of a

éhorus than of a general cry,

I have found no other example of this device in
Earlowe and Greene, But as it does not occur very
frequently even in Peele I.can only leave the evidence |

as it is, I wish to point out, however, that this
g

device occurs several times in Jgck Straw, which has
been attributed to Peele, I make a digression to givé

the exaumple s from that play: @
Iacke Straw, !

We come to reuenge your Officers ill demeanor;
And though we haue kild him for his knauerie, i
Now we be gotten together, we will haue wealth and i
libertie

Wealth and libertie,

Jack Straw, Sifg.
b2

|
In this example the echo is not called for, It is
éxaot, but not a complete line, The cry 1s Trepeated |

about twenty lines later, but not as an echo, g
Maioxr.,

Souldiers take hart to you and follow me,

® B s 9 5 9 s e 8 8 8 s B g R e s s e EaRRs s @ & 8 % " s 8

London wil giue you power and armes,

And God will strengthen you and daunt your foes:
Fill Smithfield full of noise and ioyfull cries, |
Ana say alowd God saue our Noble Prince, '

Jack Straw, Sig, E2T @nd'v
‘These/
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These lines form the end of Act 5. of the play but arei

?ollowed by no stage directions. The 'echo' is not ‘
in the text but may be presumed to follow the call in
}epresentation. I ¥ would not occupy a whole line, @
The last example I shall give is a more satisfactory oée,
gfter reading the King's pardon to the rebels Sir John?

ﬁorton goes on to say: 

i

I e o ataiass Soe e iae s e b s ek g e «...For which great

Grace, 1f you thinke your selues any thinge bound to |his

highnes (&s infinitely you are) let it appeare as farre
forth

hereafter as you may, either by outward signes of dutie, or

inward loyaltie of harts expressed, and to begin the same,

in signe of your thankeiulnes, say all God saue the King,

Cry all, God saue the King,
Jack Straw, Sig,
Flv

Here the 'echo' follows the call and is identical, The

épeech leading up to it is in prose and the echo does
not take a full line, But these points are perhaps
hrdly significant in a play in which the versification

is, to say the least, very loose,
| |
pomp of declamation is the use of proper names where in

A device used in Peele's plays for adding to the |

normal speech a personal pronoun would be used., A

character refers to himself or to the charagier ne is

addressing by name and title, This often serves to
identify him or the character addressed, But where
éhe identity is already known or where the device is
used repea%edly then it is obviously meant to add to

_fha/
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the pomp of the 5peech.1‘ Also when this device is
&ombined with the 'echo' or the refrain there is !
%requently a lyrical and melodious effect, as, for ‘
example & |

Abs. What causeth Thamar to exolaime so much?
Iham. The cause that Thamar shameth to disclose,

David, 557-8

ér as in the example of the 'echo' already quoted:

[Seruus.| When while the child was yet aliue, we

sPake,
And Dauids heart would not be comforted?
Da, Yea Dauids heart will not be comforted,

| David, 715-7
Neither echo is identical, but in either instance if
the personal pronoun 'I' were used in the last line thé
iyrical effect would in part be lost, Indeed proper
names remain the same in the mouth of all charactérs ad
%heir use often makes possible identical repetition,
But the device is not peculiar to Peele, Use of

proper names in place of pronouns for the effect of

ﬁomp or lyrical repetition is found as often in Marlowe

| |
and Greene, However, there is a subtler form of this |

ﬁsage which I think is worth looking into. It is the |
devlce of making a character report a speech, either ;
heard or imaginary, in which the character is aaaressed
by name, This indeed is merely a device in narrative;
is, for instance, in Dido 502-3, H7b-7, but the force

01/

1d

%1. cf, R, Simpson, The School of Shakespeare, II, 394/
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of such a device as used in drama can be -seen from
several soliloguies in Faustus, as also from Aeneas!
soliloquy in Dido, ¥V, iii, 1201-2, in which he
imagines Dido calling him to stay, I give an example
from Faustus: |
| Fau: My hearts so hardned I cannot repent,

i Scarse can I name saluation, falth, OTr heauen,
! But feareful ecchoes thunders in mine eares,

Faustus,thou art damn'd.,............ Faustus, bé9—32

TLese lines follow the buzzing of the good and evil angels

in his ears, the one admonishing him %o repent, the otqer
gaying that God cannot pity him, Other examples of :
this in Faustus are 11, 19%-501 when Faustus' blood
gongeals and he reads over what he has written, and
il. 1285-9 when he seems to near the voice of Hell
éalling for him, 1In all these examples the device isi
ﬁsed to express a certain intensity of emotion in the
character., In Greene's plays this device is not used,
nor the intensity of emotion reached, The only example
ﬁhich approximates the device is found in Looking Glass,

in the scene of the repentant usurer, which closely

pa.rallels scenes in Faustus and in which the usurer
mourns to himself:

S e e b s e el treter s CEAORE UMD LA EE hEr =T heare
Mee—thinkes the sentence of damnation goundes,

Die reprobate, and hie thee hence to hell.
Looking Glass, 2061-3

Here, whether reprobate is a noun oI an adjective, the
|
sentence of damnation is reported, but the usurer 1is

not called by name, With the exception of this

example/
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example the device is not found in Greene's plays.
In Peele it is found in the lamentation of Bethsabe
;in David:

Vrias, woe is me to thinke hereon,

For who is it among the sonnes of men,

That sayth not to my soule, the King hath sind,
Dauid hath done amisse, and Bersabe i
Laid snares of death vnto Vrias life, - |

| David, 612-6
|Later in the play David going barefoot up the HMount of
|
Ollves imagines God rejecting him for his sins: (cf
the source of the passage, infra, p, 86 )

But if he say my wonted loue is worne,

And I haue no delight in Dauid now,

Here lie I armed with an humble heart,

T'imbrace the paines that anger shall impose,

David, 1112-5

{In Edward I Versses in reporting to Baliol how he was |
greceived by Edward mekes use of the device for vividness
:in description: 'Versses quoth he take thou King
‘Bdwards chain' etc., (2282 ff)., But as may be seen -
'from the examples above Marlowe has shown greater

‘magtery in its use, I should note that the device

loccurs twice in Locrine, in the rather ludicrous

fhunger scene ('My bowels crie, Humber giue vs some
:meate, 'etec, 1590) and in Humber!s last and deeply _
tragic speech ('For still me thought at euery boisteroﬁs
|olast' etc, 1729-30) and that it also occurs in |
\Iroublesome Reign of King John, (Part I), in the 0pen1ng
'scene in which Philip the Bastard hears voices and broods

;1n a soliloguy (8ig. B2 V.; the device occurs three

times/ |
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‘times in the soliloquy) and again in the second scene%
/('Now doth Alecto whisper' etc,, Sig, 03). |

Another device in declamation which Peele shares |
with the others is the repeated address of the same
'person b& different epithets, It is different from |
'the string of vocatives and gualifying clauses.
‘examined above, the vocatives being separated from on%
another by commands or protestations, I give two :

‘examples, In the first Ammon at the sheep feast

'expresses his welcome to all his brethren, and turniné
to Absalon, says: i
But specislly Lord Absolon to thee, |
The honour of thy house and progenie,
S3it downe and dine withime King Dauids sonne,
Thou faire young man, whose haires shine in |
mine eye
Like golden wyers of Dauids yuorie Lyte
David, 776-80

'I should note that 'King Daulde sonne' in the third |

éline does not seem to be a vocatiﬁe, but refers to
;Ammon himself,l' In the second example Sir David bids |

'his brother Lluellen to flee before the English troops:
Flie Lord of Cambria, flie Prince of Wales, |
Sweete brother flie the field is wonne and lost,
Farewsil Livellen while wee neete in Heauen,

Edward I, 23559-60, 2368

ThlS variation in address is put to skilful use by
Marlowe in making Barabas coaXx Ithamore after he hears
lof Abigail's conversion:

But/

== Flfteen lines later when Absalon kills Ammon Absalon

ays to him: Vonworthy thou to be King Dauids sonne¢

(793)
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But who comes here? Oh Ithimore come neere; i
Come neere, my loue, come neere thy masters life, |
My trusty seruant, nay, my second self; E
ew, III, 1315-7
But indeed the device is common to Marlowe, Greene, a&d
Peele, g
I sball now look at certain forms of repetition |
‘of words and phrases which are found in the verse in
‘Peele's plays, It may be sai d in general that Peel%
is fond of repeating the same word or phrase in a liné
lor in two or three successive lines, Such repetitioﬁs
'carry no particular emphasis and seldom bring oub new;
ishaﬁes of meaning, They do not seem to conform to |
formal patterns. or fall into definite tropes, and
can hardly be considered to add to the adornment of tﬂe
\verse, I give some examples of such repetitions:
Yet Ioab pittie me, pittie my father, Ioab,
Pittie his soules distresse that mournes my life,

And will be dead I know to heare my death, |
David, 1o0L-6 |
Then thou art gone, ah thou art gone my sonne
To hezuen I hope my Absalon is gone, ;
David, 1994-5 |

SSucn repetitions may be conscious or merely habitual, |

|
1
|
i
|
1
|

' They are extremely difficult to classify, Though théy
‘are also found in Marlowe and Greene it is hardly pos-i

:sible to classify and tabulate the forms as they occur

éin the three 'dramatists for purposes of comparison,

‘I give an example of such repetition from Jamburlaine:
But let me die my Loue, yet let me die, |
With loue and patience let your true loue die;
Yo%f griefe and furie hurtes my second life,
Yet



-108-

| Yet let me kisse my Lord before I die,

And let me die with kissing of my Lgrd.
; & Tamburlaine, II.iii
! : - 30548

|
| This example alone will be sufficient to show that

¥

this kind of repetition,whivh one associates particularly

| :
gwith David and Bethsabe, is not confined to Peele, 1t

| |
'ig evident that contemporary emphasis on rhetoric and |
=5

ithe conscious artistry of Euphuism and of Sﬁenser's
gpoetry mast have had a very great effect on the rhetoxic
|

éof dramatic verse, the extent of which can perhaps,noé
ébe determined, But in regard %o repetition of words
-éand phrases the mannerism may be traced directly %o
égorboduc. I give some examples from that piay: ,
Neither, my sonne: sihich is the froward will,

The person such, such my missehappe'and thine,
Gorbodugc, I.i, 14-5

0 my beloued sonne: O my swete childe,
My deare Ferrex, my ioye, my lyues delyght,
_ Is my beloued sonne, is my sweete childe,
| My deare Ferrex, my iogye, my lymes delight
! Murdered with cruell death? .......<e0
D Gorbodug, IV. i, 23-T

‘A few forms of repetition, however, are found in Peele
iwhich do not seem to he common in the others, These |

ican hardly be regarded as conscious devices, as their%
iuse igs probably unconscious, One form is the repetit?on
lof a phrase or o metimes of a line in a reversed word%
5order. This may'be merely a favourite rhythm, as in;
‘the repetition little consideration is shown to the |

|

meaning, The reversed word order sometimes gives a

twist to the sense, or more often it is only a dupli-

ication of what is already said, I give the examples

1/




-109-

I have found in Peele:

That Bpaine reaping renowne by Elinor,
And Elinor adding renowne to. Spaine,

Edward I, =58-9

Go to, it saall be so, so shall it be,
Edward I, 872.

Mun thou with me and I with thee will goe,

Edward I, 2599

Ione thou art daughter to a leacherous Frier,
A Frier was thy father haplesse Ione,

Edward ;, 2862-3

And this did he, and they with him congpire,

David, 908

Ah Absalon my sonne, ah my sonne Absolon,

David, 987

Hold Absalon, Ioabs pittie is in this,
In this prowd Absalon is Ioabs loue,
David, 1611-2

Calcepius Bassa, Bassa Calcepius

Alcazar, 82

: 2
And now drawe neere, and heauen and earth giue eare
Giue eare and record heauen and earth w1th me,

Alcazar, 376-7
(pun)

This flesh I forced from a lyonesse,
Meate of a princesse, for a princesse meate,

Alcazar, 585-6

That both in one, and one in both may ioyne
Alcazar, 950

And thriue it so with thee as thou doest means,
And meane thou so as thou doest wish to thriue,

Alcazar, 992-3

Seest thou not Stukley, O Stukiey seest thou not
Alcazar, 1370-1

I have not found this rhythm in Old Wives Tsle, nor is

it pronounced in Arraignment, though I have found two

_éxample%/
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examples of 1t there and another one from his poems,

Apd Iuno, I with them, and they with me,

Arraignment, 1058

Our fayre Eliza our Zabeta fayre
. Agraignment, 1539

That you may add to London's dignity,
And London's dignity may gdd to yours,

Device of the Pageant,

LL "9 |

This repetition is merely a tedious trick, but it is
perhaps useful as a mark of identificati on, It cer-

tainly helps to convince me that Alcazar is by Peele,

This form of repetition is not common in Marlowe

or Greene, I give the examples I have found in them:

If not, turne from me, and Ile turne from thee:
Dido, V,i, 1589

Apig, Well father, say I be entertain'd,
Wnhat then shall follow?

Bar. - This shall follow then;
dew, I. 533-5

In this example the repetition comes in the following
speech and is therefore different.

%mg, Nay I know not, we shalbe curst with bell, booke,

| and-candle. FECABHRRLE
' Fau, How? bell, booke, and candle, candleilbooke, and
be 3

Forwar & and backward, 10 curse Fgustus to hell,
Faustus, 885-8

Woods, trees, leaues; leaues, trees, woods:
tria sequuntur tria gtc.
Orlando, 8h43-UL

(Alleyn MS,, 121-2)

oh thought, my heaud/oh heauen y° knowes my thought
Orlando, Alleyn MS,, 12
= 606-7) |
Two of these examples only approximate the form Lﬁgﬂ,5§j_5;

_Orlando/
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brlando, MS., 12), The other example from Qrlando
and the one from Faustus seem to be deliberate attempts

to give the effecigof incantation and halucination,

Ehe raythm is not really caught by Marlowe or (Treene,
I have also found an example of it in Gorboduc and
énother in Spanish Tragedy:

Ye all my lordes, I see, consent in one
And I as one consent with ye in all,

gorboduc, V,i, 50-1

Now, Lordings, fall too; Spaine is Portugall
And Portugall is Spaine; we both are freends;
Spanigh Tragedy, I.v,17-8
I should note too that Shakespeare seems to be fond of
, in
this rhythm, as for instanceAthese examples from Richard

Would you haue beene so briefe with him, he would
Haue beene so briefe with you, to shorten you,

Richard II, III, iii, 12-3

I, no; no, I: for I musy nothing bee: |

Richard II, IV,i,201 g
I have not tried to look for the form in Shakeapeare's%
plays and give these al random, The form also occursf
in Hamlet, III.iv,lT}*M; If it is prevalent in .
Bhakespeare's earlier plays then the form cannot be used
as a mark of identification in discuBsing the authorship
Ef Shakespearean plays, I have found, however, the

follcwing occurrences of the form in Lyly's Midas and
Qallathea;

' As much as to say, drinke before yoq_gogg_and goe before
you drinke, ??@fﬁﬁbﬁﬂé.'. :
Midas, I. ii 139-40
0 teeth! o torments! - o torments) o teeth! ;
Midas, III.ii, 67
...Pan/ 5
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ssseseban isall, and all ip
Pan; thou art Pan and all, all Pan and tinkerly,

Midasg, IV,i.60-1 !

- .Vnhappy lydas, whose wits melt with his gold, and
whose gold is consumed with his wits,
Midag, V,iii 65-6
sssee Adie Hoebe,

Hoebe die! wofull Hoebe! and onely accursed Hoebe!

allathea, V,ii,24-5

.«...8hee hath taken my sonne Cupid, Cupid my louely,
HONNC,  svees Gallathea, V.iii, 32-3

It must be remembered of course that these examples |

|
occur in prose, not blank verse, In Lyly's verse play
Woman in the Moan Pandora reads two lines of Latin

forward and tahen backward, and does the same for another

two line_s, She is echoed both times by Stesias (III;i.lOiff,).
Another of the forms of repetition which occur

frequently in Peele is lmmediate repetition of a word

or phrase with an added gualifying word, This form,

ﬁowever, is also found in other playa,l especially thei
ﬁlays of Lyly, in which they occur very often. I give {
éirst the examples from Peele: ?
| Reuerence, reuerence, most humble reuerence,

Arraignment, 195

Then had not I poore I bin vnhappie,
Arraignment, 71U

ac And rid the man that he may knowe his payne,
Ap His payne, his payne, his neuer dying payne,
Arraignment, 1071-2

[Qoncug ] For doing this disgrace to Dauids throne.
To Dauids throne, to Dauids holy throne,
Dav1d 1183-L

L, Prof, Hybbard does not note its occurrence except in
Peele's plays, in Locrine, in Migfortunes of Arthur and

in 1 Henry VI, BMLA, Vol. 20, pp. 365 and 309. (1905)




| And in the morning sound the voice of warre,
| The voice of bloudie and vnkindly warre,

Dovid, 1441-2

0 Ioab, Ioab, cruell ruthlesse Ioab,

David, 1577

| Might pierce this thicket to behold thy sonne,
Thy deerest sonne gor'de with a mortall dart:

David, 1602-3

| What boots it Absalon, vnhappie Absalon,"
' vid, 1660 (in mlsplaced
fragment)

Villaine damnde villaines not to guard her safe, ;
ward I, 6lLb6 |
EDyce emends 'v1lla1ne' to
i : 'villains?',)

Alas I am vndone, it is the Queene,
The proudest Queene that euer England knew

Edward I, B28-9

= .fhis sworde, this thirssie sworde,
Aimes at thy head, dward 92 5-6
%The cdition of 1599 corrects

'thirssie' to 'thirstie',)

Edward, king Edward, as thou list be termd,
Edward I, 99L

What Nell, sweete Nell, doe I behold thy face? |
Edward I, 1015 |

Balioll I come proud Balioll and ingrate, |
Edward I, 2250 |

- Vppon condicion, thou a message doe,
| To Balioll false, periurde Balioll,
Edward I, 2284-5
These lines are from the speech of'Versses to Baliol,
Versses Luoting what Edward said o him, Edward did
not use the words 'Balioll false, periurde Balioll.'
(¢f2210 ff,)

'é AhGQueene sweete Queene, seeke not my bloud Go spill:
f Edward I, 2552-3

. Ah Glostexr/
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Ah Gloster thou poore Gloster hast the wrong,
Edward I, 2890

Tell me Time, tell me iust Time,

Qld Wives Tale, 522

Who Iack sir, who our Iack sir? gfc
Qld Wives Tale, 581

That you may vnderstand what armes we beare,
What lawfull armes against ow brothers sonne,

Alcazar, 13U4-5

But follow to the gates of death and hell,
Pale death and hell to entertaine his soule,
Alcazazx, 198-9

Who take them to their weapons threatning reuenge.
Bloudie reuenge, bloudie reuengefull warre,

Alcazar, 259-60

Welcome, thrice welcome to Sebastians towne,
Alcazar, 29

And to this warre prepare ye more and lesse,
This rightywarre, that Christians God will blesse,
full Alcagar, 1055-6

And lastly for reuenge, for deepe reuenge,
Alcazar, 1251

SR R e s e ...my soule, my feeble soule
“Bhall be releaste from prison on this earth:
Alcagar, 133%32-3

Ag death, pale death with fatall shaft hath giuen,
‘Alcazar, 13541

Conduct thy learne&d company to court,
Eliza's court, Astraea's earthly heaven,
Anglorum Feriae, F-8

Whose heart is purely fix®d on the law,

The holy law; gtc. Descénsus Agtraeae, 63-U

To arme! +to arms! to honourable arms!

Farewell to Drake and Norrig,
50

The King of Troy, the mighty King of Troy,
Inle of Troy, 452

I now give the exXamples of this form of repetition
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which I have found in Marlowe and Greene:

ITuno, false Iuno in her Chariots pompe, :
Dide, I.1i.5k
Anna, good sister Anna goe for him, -
: Dido, III,i.709
Venus, sweete Venus, how may I degerue |
Dido, III.ii,87k

Dido, IV.ii, 1146
But I cride out, Zneas, false pgneas stay,

Dido, V.i.1636
Dido, V.i,l6ll

Iarbus stay, louing Iarbus stay, |

i Dido, faire Dido wils AEneas stay:

| O Mghomet, Oh sieepie Mahomet, |
; L Tamburlaine, III,
l ITL 56T

For there sits Death, there sits imperious Death,

1 I3 mburlaine, V
11,1892

Valdes, sweete Valdes, and Cornelius,

Faustusg, 128
Ané saile from hence to Greece, to louely Greece,

Jew, IV, 1807
From Gaieston, from w1cked Gaueston,
Edward £l 1125

Spencer, sweet Spencer, I adopt thee Iieere,
ward II, 1153
Spencer, a sweet Spencer, thus then must we part,
- Edward II, 1940
To please himselfe with mannage of the warres,
The greatest warres within our Christian bounds,
Massacee, UOL-5H
No king, faire king, my meaning is to yoke thee, _
Looki Glass, 1531
Behold amidst the addittes of our Gods,
Oyr mightie Goas the patrons of our warre,
Looking Glass, 1522")
What doth this hast, this tender heart beseeme? |
Jaes IV, 1615
(Dyce gives 'hart' for 'hast'.) Orlando has 'medor bage
'Medor', (1019) due to corruption, vide supra. p. b1 T

* | have not found other exXamples in Greene. I have also
Tound three examples of this wrepetition in Ledge's
| Hounds:

O Rome, poore Rome, vameet for these misdeedes, 893
Conueigh them hence Metellus, gentle Metellus, 2052
Prenestians, loe a wound, a fatall wound, 2205

A1l/
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All that may be concluded from this tabulation is |

this form of repetition ra8®ely occurs in Greene.

It occurs many times in lMarlowe anl so cannot be

considered peculiar to Peele, The form is found many |

times in Locrine but only once in Selimus, I give the

|
examp

|

|

(Edi

les I have found in them:

But Acomat, iniurious Acomat,

Selimusg, lgSk
These armes my Lords, these neuer daunted armes,

Locrine, LT
This heart my Lords, this neare-.appalled heart,

. | 55

Accursed starres, damd = d accursed starres, 270'
Byt this foule day, this foule acculsed day, L50 |
For at this time, yea at this present time, 674 |
Cast such a heate, yea such a scorching heate,

859 |

Vnsheath your swords, vnsheath your conquering sword,
: 1018

tors read 'swords' for 'sword' at end of line,)
For this reuenge, for this sweete word reuenge c

1065
To armes my Lprd, to honourable armes, 1132
The gods, hard na:ted gods, yeeld me no meat, 1594
€. Locrine, traiterous Locrine we are come, 2032
When wil that houre, that blessed houre draw nle.6|

2ee

I have algo found the following examples in Iroublesome
gelgn of John:

I nee

Shake

A Will indeede, a crabbed Womans will, Sig, C2 v
This is the day, the long desired day, Sig. DL
As I, poore I, a triumph for despight,

Part II, Sig, D v

Ah he is dead, Father sweete Fgther sgeake.

Part II, Sig, Ej v

d not mention that the form is later often found in

speare as, for instance, in King John, I,i,5-5; II{ i,

193,

The/
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The form occurs all through the plays of Lyly

3
e

i |
lincluding Woman in oon, I count in ggllatnea alone
f y |

I

1

‘twelve examples of it |
Come Phillida, faire Phillida, and I feare me t0o faire
being my Phillida gtec, - i
Gallathea, I.iii,1-2 |

How now Gallathea? miserable Gallathea, gic.

: II,iv,1
senssssessescesslt mAY be Gallathea, — foolish Gallathea, what
may be? : I

. II,iv, 11-2

these
are.my passions Eurota, my vnbridled va5510n3, my 1ntoller&ble

pasdions, g tc, '
Gallsthea, III .-;1 « 15

My selfe (with blushing I speak it) |
am thrall to that boy, that faire boy, that beautlfull boy.

111.1.87-8
ey R R e P S votewperate in loue, 1in == :
; foolish loue, :asﬂ&a&a%@aﬂ; in base loue? etc. i
; III,iv.52=3
| You see thisg tree,
| this fatall Tree, gic. V. il 7-8
| Bring forth the virgine, the fatall virgin, the fairest
} virgine, eic, V.ii, 1-2
i +e.. and satis-fie the custome, the bloodie custom| ordained
: for

the safetie of thy Country? I Hoebe, poor Hoebe, efc,
(2 examples)
v.i;,larlB

.!o-looco'le Hwbe
Hoebe die! wofull Heebe! and onely accursed Hoebe.
V.ii2h=5

Fare-well life, vaine life, wretched 11fe,;gjg
' V.iijhlh

nge other examples from Lyly's plays are: Zndimion, I
i’fv.35,36; 11.1.22; - Mides, I.i.11l; IV,i,11, 17-8;
Yomsn in the Moon, IV, i.254, Most of the examples areé
fbund in the prose plays. '

! Anothef form of repetition in Peele's plays is the|
repetition of a short command with an added vocative,

forming/
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| |

forming a group of three words usually at the beginning
;of a speech, as: |

Come sheepeherde, come, sweete sheepeherde 1oo{e_oﬂ me,
Tnese bene to hoat alarams these for thee: etc. I

Arraignment, 515-6

' This form of repetition ig very freguent in Peele's pﬁays

| but also in Looking Glaess, Dido and Woman in the Mooxd,

I therefore give the examples I have found in Peele and
! |
'in these plays: |

' (mid-speech) GCome shepherd comme, sweete Venus is thy frend,
; Arraignment, 571
g See Oysay see, the flowéer of Israel, David, (8
i Go madame goe, away, you must be gone,_ David, 333
No Cusay no, thy presence vnto me
Will be a burthen since I tender thee, David, llng—6

Hence murtherer, hence, he threw at him, Dav1d, le?

(The whole of this is printed as a stage direction, |
i
Editors read 'Hence murtherer, hence’ as the last line |

‘of the speech preceding the direction. )

Helge, Ioab, helpe, O helpe thy Absalon,  David, 1%70

(prose
Farewell father, farewell; efc. 0ld Wives Taﬂe 108

% Spred table spred; meat, drinke & bred
. Euer may I haue, what I euer craue Qld Wives IaL , ko

| Hence villaine hence | —go
| Old Wives Tale, 684

(mid—-speech)
Worke villaines worke, it is for gold you digg.

Qld Wives Iale, 728

Peace brother peace, this vild inchanter etc, .
0ld Wives Tale, 729
(mid-speech) f

Digg brother digg, for sie is hard as steele,
Qld Wives Tale, 733
(mid-speech)

Come Potter come and welcome to, Edwgrd I, 1hl1d
Thankes worthie gouernor, come bishop come -
Will you shew fruite of quarrell and of wrath,

Alcazar, n89-90
(mid-speech) =
Ride Nemigis, ride in thy firie cart, Alcazar, 1237
Stand traitor, stand ambitious mnéllsn~man

Alcagar, 1430
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Write, §lio, write; write, and record her story,
B Anglorum Feriae, 33l

|
_ . |
I give the examples from Dido etc:

|  Come seruants, come bring forth the Bacrifize |
i : Pide, IV 1i, 1095 '
(mid-speech)
' Her siluer armes will coll me round about, !
And teares of pearl, crye stay, Aeneas, stay:
Pide, IV_ 1ii, 1202 ;
(nid-speech) E i
|  Btay not to answere me, runne Anna runne, : :
| Dido, IV, iv, 121
(mid-speech) =
. Looke sister, looke, louely Aeneas ships, 5
f Dido, V.i,1659 i
(mid—speech)
Flie wantons flie, this pride and vaine attire,
Looking Glass, 592
Flie Iudges flie, corruption in your Court®,

(mid-speech 765
| Haste Alcon haste, make haste vnto our sonneé
1085 ;
Looke London, look, with inward eies ‘oeholdé !
180L |
Staie Prophet, staile, 2007 :
(mid-speech) : :
. Come Ladies come, let vs prepare to pray., (twice)
2029, 39

Giue truoe 1o praiers, when times require no truce?
No Princes, mo. gig 21L7-8

Three of the examples from Looking Glass are from the
speeches of Hosea,

No Siesias no, Learchus is the man:

Woman in the Moon, I,i.189
This is Pandoraes blood; hast, Melos, hast! IV 2T
When will the sun go downe? <flye Phoebus flye! 1IV,i,2u8

Fret, Stesias, fret; while we daunce on the playne

V.. 240
Stay shepherd, stay! Vi 254

The examples in Dido are somewhat different from those |
in Peele, Two of the forms are found at the end of thé
line. But those from Looking Glass and Woman in-the

_lMoon/
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|Moon are like those in Peele, I have only found two !
|other examples of the form in Marlowe:
|

| (mid-speech)
toop villaine, stoope, stoope for =0 he bids,

1 _Temburlaine IV,ii,1hé6

|
 (mid-speech)
Come Helen come giue mee my soule againe,
- Faustus, 1332

!
There may be a few other examples in Marlowe and in
}Greene. But I have also found two exXampls in Lodge's
Wounds:

' (mid-speech)

Yes Pompey, yes: &and hereof are we sure

Wounds, 73 i

|

| (mid-speech)

| Yelld lMsrius, yeeld, Prenestians be aduisde,
Wounds, 2141

Because of the many examples from Lookine Glass and

!ﬂgmng in the Moon the form cannot without reservaition

occurs a nwmaber of times in Troublesome Rgign of King
John and in Locrine:

Come lMadame come, you neede not be so loth,

Iroublesome Reign, Sig.
Peace Arthur peace, thy mother makes thee wings }
| Sig.

|  Hence traytor hence thy councel is heerein,
PART II, Sig. Al
|  Well Meloun will, lets smooth with them awhile

' PART II, 8ig., C3v

|
(mid-speech)
Back warmen, back, imbowell not the clyme,

PART IIy Sig, D2

Peace vncle peace, and cease to balke hereof,
Locrine, 1881

| See madame see, the desire of reuenge ' ﬂl9§u
’ Search souldiers search, find Locrine ana hés loue,
" 21 5 |

: Yess damsell yes, Sabren shall surely dle, |
T#54-seseon] Locrine, 2231
| 5

No traitor no, the gods will venge these wrongs,

Locrine, 2240

The/

be regarded as characteristic of Peele, The form aldo

Blv
oev
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The form is found once in Selimus:

March Sinam, march in order after him:
Selimus, 56U

|
|
I have given three forms of repetition which occur

rather more frequently in Peele's plays than in the verse
plays of his contemporaries, There are many other
forms of repetition which he shares with his fellow !

dramatists but which are not characteristic of him,

ror these I shall not give mwany exauples, and I shall

only survey them briefly, Peele seems, for instance,

to be fond of beginning or ending two lines with the
pame word or phrase, e€lther in reiteration, or to give

a weak twist to the sense, but he seldom makes use of

élaborate forms of the anaphora and the epiphora (in
futtennam ‘antistrope')., In this his style differs
gntirely from the stjle of Kyad. Eeelels fooms of %
iepetition are seldom regular and do not uswlly |

conform to classical tropes. This is not to say that
| = |

he does not attempt to embellish his verse with rhetrorical
devices but that, as I have shown, the devices he usesi
nost frequently are rather trivial and Gi ficult to
define, In this he may also be contrasted with Greené.
Tnpough Greeneg carefully prunes his later work of

ﬁrtificial rhetoric his plays retain to the end

Elahorate forms of anaphora and epiphora, (cf James I ?,
15uﬂ7, 1140-3, 1876 f£f, 223741, 2505-7; FEriar Bacon,

1675-9. The only elaborate example of the epiphora Ln

Peele/ |
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Peele is in Stukeley's speech in Alcazar, Loy ff,)

|
|
: |
. In Peele there are often found groups of three or |
| |

four lines which are quite parallel in construction hut
&hich may Or may not begin with the same wozxrd, I givé
an example and list the others, Tpis cannot be called
# form characteristic of him, 1t is the anaphora or a

variation of the anaphora, and I am unable to say wheréin

Pecle's use of it aiffers from Greeme's or Kyd's, except in

@eing briefer and less rigid: |

Fairer then Isacs louer at the well,

Brighter then inside barke of new hewen Caedar,

Sweeter then flames of fine perrumed myrrhe,

And comelier then the siluer clouds that dance etc,
Dayvid, 81l - !

Other examples are Arraignment, 503-6, 'To bée renouned!
etc.; 1150-3, 'Yf Iagecomptroll not’etc., Edward I, Ef-h,
éﬁhat warlike nation' gbc.; 1510-2 'thy Nel would folﬂow
ﬁﬁee ' ete,; David, 843-5, 'And turne them 1o the tile-
%ill' etc,; 1764-6, 'But Absalon the beautie: ete.; 17é9-53:-
{Take but your Lute' etc.; Alcazar, 99-101, 'To see tqee

in thy kingly chaire' gtc.; 334-6, 'Alecto with her i
ﬁrand' etc,; 1247-9 'Rackt let him be' gic, I do'not |
think it necessary to give examples from other plays,

The 'chain' construction occurs three times in
Peele's plays, David, 94-T, Alcazar, 1029-32, and Qld
Wives Tale, 169-71, I quote the example from Qld Wives

Tale:
- &

0 fortune cruell, cruell,vnkind,
Vpkind in that we cannot find our sister;
Oour sister haples in hir cruell chance:
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I give this example because it is the least elaborate bf-
?the three, It 1s not the sweeping rhythm of the 'cha%n!
as found in The Soanish Tragedy whiah is characteristi?
of Peele, It is rather the construction of the con—;
itinuE&lly halting lines Porming the links in the chain%

which seeums to be congenial to him, The repetition of

L0]

?the last word or words of a line (or even a word in th

latter half of the line) at the beginning of the follo%ing

line is a thythm very frequent in Peele, Here of course
- !
it is this very repetition which produces the 'chain',|

|
But this rhythm is also very frequent in other plays,

Likewise the kind of line which builds up the 'chain!
is also frequent in Peele, the line of two parts in bo&h

éof which t he same word occu¥s (often in a different |
| |
grammatical form), carrying the semse forward, as, for
| i
example,
It was no partiall fault, but fault of his
Belike, whose eysight not so perfect was, =

 Arreignment, 965-6
The babe is sicke, sicke to the death I feare,

- David, 608

We come to fight, and fighting vow to die,

ilcazar, 1160,

But such lines are easily found in other plays,

I note also in Peele another form of repetition or
ihythm which is prevalent in other plays, It is the
Eivision of a line into four or five parallel phrasses, |
bach of which begins with the same word, giving the
effect of a rapid staccato, as, for example:

Her plumes, her helme, her launce, her Gorgons head.,

-+ : Arraignuent, 122

S LR SRR R R R
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What tunes, what words, what looks, what wonders pierce gie,
! ; Daxid, 55 ff,
| They feare, they flie, they faint, they fight in vaine,
| Edward I, 896

‘There are many example s of such lines in Peele, but indeed

gthey are frequently found in other plays, They occur

évery frequently in Misfortunes of Arthur (I,iii,22; II

1}
Ll

1i,10; III.iii,110; III.iv, 14, 50; IV, ii, 111, 182:

V. epil, 9). Marlowe and Greene have only scattered |

examples of it in their plays as in 2 _Tamburlaine IV,

ﬁi, 3830; Jew, II. 695; Looking Glass, 559; Qzrlando,|

55&. In Greene's Farewell to Folly is found the line(I gquote
' from Dyce):

| Sych sweet content, such minds, such sleeg such bliss,

But the Thythm of such a line is épt to be ¢ ﬁtaglous.l

The results of this survey of the construction of|

%peeches and the rhetorical devices in the plays of Pe%le
?nd in other early Ejizabethan plays do not warrant an#
?efinite assertions regarding the style of Peele, Thé
data I have collected only indicate those tricks of E
gtyle which occur somewhat more frequently in him thané
in the others, but do not show his style to be onsqﬁité
distinet from the style of other dramatists, Tpese da%a
cannot of course be complete, as I may have ignored maﬁy

!
chargcteristics of style sought by other students, Iven

within what the examples cover there must be omissions,

perhaps important omissions, But the examples which ére
given or refersed to will at least be available to other
students without the drudge of reading through the plays,

I h ve devoted equal attention to Greene's and Mirlowe'ls

othexr/

|
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Bther plays, and even more attention to Iamburlaine

gnd to Peele's plays., I have done no more with the
énonymous plays than read thrOugh'them once or twice, |
In giving examples from these anonymous plays I have no
ﬁish to prove that they are by Peele, I have guoted for

instance eXamples from Locrine which show similar

rhetorical devices %o those in Peele, but I have not |
! i

found room for the many rhetorical devices in that pla&,
including elaborate forms of anaphora and epiphora, g
%hich_are not found in Peele, Uy purpose in quoting |
?xamples from the anogymous‘playsﬁis twofold, First,é
T wish to show by these examples that it is important %o
eccept with caution the conelusion that a device is
peculiar to Peele, Secondly, I think that such simi-!
larities ought t0 be considered in discussing the
authorship of the anonymous plays, The purposes con-

tradict each other, but in the pmsent state of knowledge

of dramatic style of the fifteen eighties this is
inavoidable.

Orepositive conclusion the survey does lead to:
Peele's authorship of Alcazar, Alcazar usually contﬁibutes
'a fair share to the examples I have given of characteristics
distinctive of Peele, nor does the play exhibit chara—
cteristics markedly different from Peele's other playg.
EThe;e ig an elaborate example of the epiphora in Alcaégr,
and also examples of refrains int he same speech, no%

‘otherwise found in Peele, Also in this play no general

_ory/
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dry echoes the call of some one character, But no

_éingle play can be expected to show all the characteriﬁ

tics of a dramatist, In the forms of the voeative and

of the repetition of words and phrases the style of

Alcazar is the style of Peele,

1
{
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Chapter ITI: Themes and Situations in Poele's Plays

In this chapter I shall try to survey the themes ana

cltuatlons which recur in Peele's plays and which seem to

be characteristic of him, The survey shouli reveal i

something of Peele's mind and will concern his style oﬁly

in so far as style is affected by the matter to be
expressed But indeed from glimpges of Peele s mind |
caught in this wanner may perhaps be inferred a more
fundamental dramatic principle underlying his plays.
In a larger sense then the study is also styligdtic. |
I choose to look at Peele's playe with regard to themes
and situvations rather than characterization and plot |
structure, as in this early drams there is little
conscious effort toward individualiged character
delineation, As for plot structure any analysis musit 'i
be conditioned by the state of the texts of the plays, |
and from this point of view, with the exception of
Arrgignment, none of Peele's plays are in a satlsfactory
state, It must also be remenbbered that g;gg&ggmggg
and 0ld Wives Tale are not réally regular plays and need
not conform to rules of structure governing other plays,
But it is useful to look at the structure of Pecle's
playe as a preliminary part of the survey, Whether

because of excigion or carelessnees the plots in the

plays are seldom rounded out 1n the end, In Old Wivea:

lale/




~128- | |
:ja;g, for instance, Huanebango and Corebus do not aapiar
1t the final general rejoicing and it is not known wh#tner
with thelr respective restored hearing and sight, whlqh

Iought to follow the blowlﬂzi%f the sorcerer's light,
;the one would be content with his scolding and the other
%witﬁﬁ%oul-visaged bride. In Edward I the last
iscene 1s’' so confused that one is left in doubt as to
gwhere the play is meant %o end, In David the '5, Ghorus!
%promises

' a third discourse of Dauids life,

_ Adding thereto his most renowmed death,
| And all their deaths, that at his death

he iudgd, Dgvid, 165&-6

?but ig followed by a misplaced fragment and by the conti-
nu&tlon of the original story with only a digression on
'}So¢oman and the succession, I n David there is also
:incoasistency regarding the host of the sheep-feast,

EFor attempted explenations of these and numerous other

oints in the plays I Tefer to textual studies of them|t

But when due allowance has been made for the state

I

D

|

|

|

I

of the texts Peele's playa still show glaring defects in
|

!

P

|
onstruction/ , |

=

i. For 0ld Wives Tale: H. Jenglns, MLR, Vol, 3k, (19 )

: . 177-85

| David: A.M, bampley, ?muA Vol, L6(1931) 6:9,?1.

! e J,M, Manly, Notes to the play in Specimens

of she Pre-Shakespearfan Drama, Vol, 2;

; of also E K. Chambers, LLIZ Dethan Sta e
| | o III; N8yl . =

: : : T
; Alcagar: W.W, Greg, Two Elizabethan Stage Abridoements,
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gonstruction, In the unfurling of the action in his

plays Peele seems to have no regard for unity, ox
concentration or suspense. The plot tends to become

1
|

a mere succession of evemts, the play a mere juXtaposition
¢f scenes related to each other only by the characte:sé
%ho appear all through them, David, for instance, is!
éften only a sustained verse paraparase of the soriptuﬁal

éocounﬁ of the story, Nr, A M, Sampley2 makes a very

| |
thorough analysis of the structure of Pecle's plays as

they now stand and comes to the conclusions that Peelels
| |
plots are not well integrated and lack unity and thet |

they conform to a discursive, haphazard, chronicle type
| |
of structure, Alsd Pgele's developuent of individual |
I = . |
plots is incoherent, and he often burdens the action |

fith useless incidents, Even in dealing with individ&al
%cenes, Mr, Sampley finds, Peele shows no proper proPOAtion,
éften giving too much space.to insignificant detzils, f It
%B perhaps possible on textual grounds to defend Peele ?n
ﬂhe incoherence and the omissions which Mr, Sampley fin%s
ﬁn his plays, It is not possible to defend Peele in His
rambling discursiveness,

| Mr, Sampley also brings out two positive traits in

the structure of Peele's plays: his love of pageantry,

and his fondness for balancing one plot against another)

ag/

E
' in PMLA, vol, 51,(1936) 689-T0L.

. 'Plot structure in Peele's Plays as a Test of Authorship!
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?as, for example , the Paris-Oenone plot against the
{Thestylis-Colin plot in Arraisnuent, Dyvid's adultery
!against Ammon's incest in Dgvid, and Mortimer's disguise
agaihst 8ir David's pretended allegiance in Edward I_;
?ﬂith regard to Peele's love of pageantry My, Sampley
gpoints out the frequent use of songs in Peele's playsiand
ithe little pageants in the different plays as reveale& in
the stage directions, Indeed the descriptive stage |
fdirections in Peele's plays are worth careful study fﬂom
éthe point of view of staging, Bdward I in partiéulan is
’full of spectacular scenes, The scene of Baliok's |
GOIORPthH (8c.II1), for instance, with its nine Lords
of Scotland and their nine pages, as well as Edward
Glocester, Sussex, -
'('in his sute of Glasse' ),Amllnor, and the Queen Mother,
éwoulﬁ xna:nkxn require in representation at leagt twelve
;men andeleven: boy actors. The actual conferring.of;the
icrown has algso the effect of a pageanat and is raminiséent
\of Paris! awarding of the golden ball in Arrai nment,g
|another scene of pageantry. |
| Pageantry of course is only compensation for
:meagreness of plot, But the device of balaneing oneé
%plot against another would seem to show that the struétuze

' of Peele's plays is not always haphazard and that he aims

at achieving unity through the presentation of a

‘parallel situation, In Qld Wives Tale also the use of
'the induction, which sets the mood for the action and |

| imparts/
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|
| ]
imparts a unity to the entire play with its mixed

gelements of folklore and 1ts numerous by-plots, seems-
to be a conscious attempt at a new form of structure.
Theee observations only confirm the conclugion that
Peele lacks the gift for narrative as expressed through

dramatized action, This 1s evident, even withoug anyI

éformal analysig, from the way Queen Elinor and Siukeley
tell of their own eventful past in a dying speech: ev%nta
ﬁhiCh would have been material for an éntire play are Eot
%ouched upon in the action, but are suddenly crowded |
ﬁnto a final gpeech, while in the action of the play
gitself the events narrai ed are bare and devoid of ;
interest.

In fact, as in the episode of Elinor's confessidn,

Peele relies in the development of his plots invariably

on the .element of surprise, The device is crude and
%iolates all principles of dramatic unity, as Peele useés
%t, not to extricate himself from an involved plot, bué

Pnly.to add to the interest of the moment, and thus adés
%o the incoherence of the plot, In Arraignment the |

ﬁenouement is a surprise, In Edward I the Sitosniin

?f Elinor is not the only shock held in reserve for the

éudience. It is preceded by the sinking of Elinor, |

ﬁhich follows her carelegs oath 'Gape earth and swalloﬁ

me' etc, (Edward I, 2118-50). -Such extravagance is

unusual even in this early drama, It is paralleled bﬁ

the /



| SlaE

i : e 4 : : -
the swallowing of Radagon upon Samia's invocation in

Looking Glass, 1230, but of course Looking Glass treat

lalmost entirely of miracles, In Qld Wiveg Tale the

-

isudden appearance of the characters in the -story when the
lold woman has at last begun her tale is also a surprise.
J
iThls element of sarprise is notlceably lacking in A;ca -

In Edward I, Old Wives Tale and Arglgnment where it glbes

an unexpected turn to the plot its effect may be repel%lng
|

or attractive, Yét the unexpected turn is always immediately
effectlve

But for a more fundamental dramatic principle unuer-
1ylng the plays of Peele the clue should perhaps be ;
sought in those themes and situations which recur in tLem
and which, though they do not shape the structure of-t@e
plot, determine almost with certainty the outcome of i%;
I find sﬁch a related meries of themes in Peele's plays
in this sequence: beauty, pride, licentiousnesé, sin,
?etribution or repentance, These themes do not occur

ﬁn every one of the plays, They are not found in

Alcazar at least not in the way they occur in Peele's
Other plays, In Arraignment only dark hints are throw
out regarding the disaster which would ensue Parig' choice

bf beauty as his reward and his desertion of Oenone. |In

Qld.ﬂivgs Tale the themes of beauty and pride are dealﬁ
with briefly in the person of the fair daughter of
Lampriscus, 'the curstest queane in the world', But'the

whole of the Elinor plot in Edward I, as of the Absolon

ﬁloq/



plot in David, is built' on these themes, In David

%he love story of David and Bethsabe is also told along
EﬂC themes of beauty, sin, and repentance |
I will trace the occurrence of these themes, particularly
Lhe theme of beauty, in Edwsrd I and Qggg_ more closely.
#n these plays beauty in a character becomes the prlma;y
&otive or end of his life, The charm of beauty elevaées
its possessor to joys almost ecstatic, and is irresistible
élso to all who look upon it., This may be compsred wiéh_the
%heme of ambition in Tamburlaine, in which the lust fof
power and conguest is irresistible to the congueror and
also charms the conquered, I give an eXample to |
%llustrau this difference between Tamburlaine and Deele s
blays. In Peele the tneme of ambition also recurs, in
%he person of Absolon and particularly in the characters
ﬁn Alcazar, but the hero, even if he emerges victorious from

PiS-wara (as happens only a very few times in Peele), is

#ot glorified for his conquest. The praise, if any, 1s

only for his beauty., In David, for instance, after t%e

: 1

victorious siege of Rabbah, Joab describes David, the |
bonqueror, in an imege borrowed from Spenser (cf. Bullen,
EIeol2)a

Beauteous and bright is he among the Tribes,
As when the sunne attir'd in glist'ring robe,
Comes dauncing from his orientall gate,
And bridegroome-like hurles through the gloomy alle
His radiant beames, such doth King Dauld shew,
Crownd with the honour of his enemies towne,
'\ Snining in riches like the firumament,
The starrie vault theat ouerhangs the earth, |
So looketh Dauid King of Israel. %o,

David, 863-71 |




134
'The image of the bride-groom and the radiant sun clearly

| i

| J &3 - . gt L - i i =
[eXpresses Peele's conception of the king in full splenﬂour,
i : e

‘as it comes up again in Edward I, 288, (quoted infra p I56).

|
:It may be questioned whether the speech describes the ?
foeauty of David rather than his glory as a conqueror,!
EBut if it describes his glory, the description is in.
%terms of beéuty. It is not the same glory which |
#arlowe describes in Tamburlaine, as in this speech ofi
iTechelles:

i As princely Lions when they rouse:themselues,

I Stretching their pawes, and threatning heardes of
| Beasts.,

So in his Armour looketh Tamburlaine: : ;
Me thinks I see kings kneeling at his feet 5
And he with frowning browes and fiery lookes, %
Spurning their crownes from off their captiue heads,
1 Tgmburlaine, I,.ii

2)8-53

Here also the praise is of a conqueror; it is of his

glory in conquering and of his capacify Ifor conquest.

|
|

But it is not a transcendant beauty as Marlowe attetpts
?o describe in Tamburiaine (19ul £f.) which charms or?
| ,

inspires Peele's characters, It is physical beauty, ‘
beauty in the features, in the face, in the hair, even!
Fhe beauty of adornment, of dresses, which fills then |

with joy. In the mind of Bbsolon this beauty of the body

is regarded as the fulfilment of some ultimate good., I

| |

give someexamples of Absolon's speeches: i
Then sghall the stars light earth with rich aspects,

And héuen shall burne in loue with Absalon,
Whose beautie will suffice to chast all mlsts,

e/
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| And cloth the suns spheare with a triple fire, i
| Sooner then his cleare eyes should suffer staine,

! Or be offended with a lowring day,
pavid, 1172-7

........... Absolon, that in his face
Carries the finall purpose of nis God,

............................ ..

Hig thunder is 1ntanglea in my haire,
And with my beautie is his lightning 'quencht

David, 1218 eto.

Fight lords and captaines, that your soueraignes fac

liay shine in honour brighter then the sunne,

Apnd with the vertue of my beautious raies,

Make this faire land as fruitfull as the flelds,

That with sweet milke and hony ouerflow'd :
David, 1516-20

L)
(0]

O let my beautie fill these sencelesse plants,
With sence and power to lose me from this plague, |
Ravid, 1549-50 |
[
But this obsession may be regarded as objective character
| |

portrayal. It is in the way in which Absolon's beauty

?mpresses upon other characters in'thefblay that Peelels
%ore intimate feelings are revealed, When David consents
%o recall Absolon from his banishment Joab can give no
?ther cause for rejoicing or for commending David's pafdon

bf Absolon except Absolon's beauty.l

|  Now God be blessed for King Dauids life,

"Thy seruant Ioab hath found grace with thee,

In that thou sparest Absolon thy child,

A beautifull and faire young man is he,

én all his bodie is no blemish seene,

[is haire is like the wyer of Dauids Harpe,

That twines about his bright and yuorie necke:

In Israel is not such a goodly man, gt¢c. :
f Dav1g, 976-83 |
! |
Likewise later in the play, when David himself entreats

Joab and the others to spare Absolon, he only breaks imto

Taptures/

1. cf, the source of the passage, infra p, 185
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:raptures over Absolon's golden hairs

Friend him with deeds, and touch no haire of him,
|  HNot that fair haire with which the wanton winds
| Delight to play, and loues to make it ‘curle,
Wherein the Njghtingales would build their nests,
And wmake sweel bowers in euery golden tresse,
To sing their louer euery night asleepe,

David, 1464-9

In Queen Elinor obsession with her own peauty reaches

Uy

the same extravagence, as for instance in the followin

I tell thee Ione, what time our highnes sits,
Vnder our royall Canopie of state,

Giistering with pendants of the purest gold,
Like as our seate were spangled mll with stars,
The world shall wonder at our maiestie,

As if the daughter of eternall Ops,

Turnd to the likenes of Vermilion fumes,

Where from her cloudie wombe the Centaures lept, g
Were in nher royall seate inthronized, =

Edward I, 261=9

The naivete of this passage with ite 'our highness' an

pa.ssages;
|
i
|

s

'our maiestie' is guite in the vein of Cambyses!

| Uy King like Phoebus bridegroome like shall marche |

With louely Xheeis tQ her glassie bed,

-1 And all the lookers on shall stand amazde,
| To see King Edward and his louely Queene,

Sit louely in Englands stately throne,

Egward I, 288-92

KGollier and Dyce emend 'Xheeis' to 'Thetis',)

|
I tel thee the ground is al to base |
For Elinor to honour with heTr steps: }

i
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This climat orelowring wi th blacke congealed clouds,
Is farre vaoworthy bo be once embalmad:
With redolence of this refzeshing breath: r
That sweetens where it lights as doe the flames, |
And holy fires of Vestaes sacrifice, ;
Egward I, 1ll22etc, i

The theme of beauty nervades the entire play but is centred
around Elinor, Ip the scene in Which Byliol is crowned

(Se. III) Elinoz/ |
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£linor builds extravagant conceits upon Edward's beauty

in a speech headed 'Queene Elinors speeche!. ‘This
follows her words of congratulation %o Bgliol in which

she asks him to shine with his 'golden hez=d', It may

be that the speech is miSplaaed; as it is a love speech

?nd hardly appropriate to the occasion, I give only {
| 1

| ~ .
opening lines:

The welken spangled through with goulden spots,
Reflects no finer in a frostie night, |
Then louely Longshankes in his Elinors eye: i

Edward I, 76L-6 i

i . 1
paﬁer in the play she is indignant that the young princ

to be clad in a mantle of frieze, She would have him|

dressed in & mantle that shall 'make him shine like the

sonne,. and prefume the streetes where he comes' (1/66-8

———

her boie should glister like the

he

e is

Sommers Sunne in robes as rich as Ioue when he triumphes,

etc. Edward I, 1775-7
i need only mention Elinor's promise to provide Edward
with a sult’'of her one [ed, 1599, owne] cost and

Glasse!' he later appears in, Edward also alludes Trepe

orkmanship perhaps' which I presume %o be the 'sute of '

atedly

%o Elinor's beauty. I shall give a few eXamples of this,

though such adjectives as sweet, logely, beaufeous are used

freely in thisearly drama, especially in address, and &
50currence need not be significant:

|

| And louelie England to thy louelie Gueene,

. Louelie Queene Elinor, vnto her turne thy eye,
| Bward I, [25-6

Ione aske thy beautious Mistres how e e dooth,

F Edward I, 121L

(Dyce emends 'Mistres' to 'mother',) |

e/

heir
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| We will goe see my beatuous louely Queene, i
|  That hath inricht me with a goodly boie,
_ Edwerd I, 1593-I
(The edition of 1599 'has '"beautuous' for 'beatuous!.)
| —
. Bleepe Nell, the fairest Swan mine eies haue seene,

| Edward I, 167L

But even the queen-mother, in eager expectation of Edward's

return in the opening scene of the play, pictures %o

#erself her son, 'louely Egward', coming.back like 'bliﬁdy
Lrested Mars', but also : !

| Marfching along ag bright as Phoebus eyes,

1- EGward 1, 13 |

; Indeed it may be s2id that in Peele's plays beautf

is Tegarded as one of the supreme gifts in life and thit
the charms of beauty are universally felt. At the ené
6f David, for instance, Joab reproaches David for his

unceasing lamentation of Absolon's death and tells him
%o deck his body 'with blisful robes! in order to cheex
ﬁp his soldiers after their victory. No other king, says
{oab, would sit frowning in the dark |

i When his faire lookes, with Oyle and Wine refresht,

Should dart into their bosomes gladsome beames,

| David, 1973-l

I £ it is necessary to justify this obsession with the |

charms of beauty its justification is to be found in

Barig' apology in Arraignment:

And tempted, more then euer creature was, :
With wealth, with beautie and with chiualrie;

And so preferred beautie before %Them all, |
The thing that hath enchaunted heauen it selfe, '

Arraignment, 1020l
This apology must, I think, be also regarded as Peple's
apology. Peele is otherwise well balanced in the outlook

on life he shows in his plays. The sense of transgression

azn d/
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|

and retribution is strong in him, and in this respect |

he differs markedly from Marlowe, who tvhreatens to reverse
' . . |
%he gcale of all morals, and from Greene, who in hisg plays

seems to deny the existence of any real evil and pardons

all transgressions with alarming magnanimity, Byt Peele

in his plays often allows the spectacle of beauty to dazzle

and distract him, as I think one must feel in resding David
|

1f not Edward I, so that one almost has the impressionithat

he falls with every temptation a character is faced wlth

Likewise the character succuuds %o the temptation, Apd
yet Peele'é subsequent judgement is clear and severe, %or
he is fully aware of the consequences of nride and 1us%
These are the chief transgressions in his plays and théy'are
closely linked with the charms of beauty,
. It is hardly necessary to follow the Elinor story ana
%he different stories in David to bring out Peele's moral,

Every guotation already given from Elinor's or Absolonl!s

| s
fpeecnes is evidence of the pride, wilfulness, and

sensuousness rooted in consciousness of thelr own beauty
: i

Pecle means to portray. Bethsabe's song at the begin?ing

bf David at once sets the mood of the play and hints at

subseguent events;

Let not my beauties fire,

Enflame vnstaied desire,

| Nor pierce any bright eye, |
That wandreth lightly, i
i David, Hh-7 !
[
Edward at the death-bed of his queen gives voice to the

same bitter lesson:

Blushing/
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Blushing I shut these thine inticing lampes,
The wanton baites that make me sucke my bane,
Edward I, 2788-9
; £ E=
Beauty's fire will indlame the impure, but the innocent!|must
suffer along with the guilty. In David not one transgressor
ig spared, except only the evil counsellor Jomadab, I go over
I 3
the list: Ammon and Absolon who are killed, sAchitophel,

Fho dies by his own hand, and David and Bethsabe, pubished

ﬁn the death of their child and in the unnatural conduct
%f Ammon and Absolon, This of course is so in the |
original story, but it is Peele who chooses to follow
%hat story.

| Looking Glags by Lodge and Greene also deals with

S e e e e T

he themes of beauty, pride, sin, and repentance, But in

i

this play the treatment of these themes 1s merely

Bpe ctacular, The characters sin monstrously, half in
ignorance, and the enormity of the sins is only matched
by the suddenness of the repentance, The portrayal

;of both borders on burlesque, We are left to lament

the untimely execution of divine punishment on Remiliai
|

and Radagon who would no doubt have saved their own souls
! |

through repentance had@ they survived, But the theme of
@eauty ig treated in this play with an extravagance of |
@hrase which outdoes Peele, I guote, for lmstance, some

lines from Remil®a:
| Bhut close these Curtaines straight and shadow me,
For feare Apollo spie me in his walkes,
And scorne all eyes, to see Remilias eyes,
Uymphes, Knancks, sing, for Mauors draweth nigh,
Hide me in @losure, let him long to looke, etc,
Looking Glass, 505-7
(Dyce emends 'Knancks' to 'eunuchs'.) |

lBut/ : |
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But Remilia's boasts about her beauty are often warred by
a faint suggestion of beauty as a commercial commodity,
,?he speech from which the above lines are takeh is
followed by Alvida's remark:

¢ Beleeue me, tho she say that she is fairest
I thinke my peny siluer by her leaue, :

Looking ‘Glags, 512-3
Similarly the praise of her own beauty in an earlier
passage is spoiled by such lines as:

The costly paintings fetcht fro curious Tyre
Hauve mended in my face what nature mist,

i Looking Glass,lt50-1

Pride and lust take pleasure in beauty; beauty in this

ﬁlay is hawrdly the mainsgpring of these, It is dealt |
ﬁith only as an atitractive vice, among the many other i

%ices depicted, ' - B
| Peele's other plays are also characteriged by moral
severity. In Ojdeives Tale of course there is littl%
Lore than poetic justice, But in Arraignment Thestyl%s

|
Fs punished and held up to Paris as an example, In |

ﬁlgazar the ambitions of Sebastian, Stukeley, Muly
Molocco, and his son, and the treadhery of Molocco and|
%he king of Spain lead to a general massacre.- The

; i

bresenter's speech in Act V of this play gives a comment

|
to the action
| >
I11 be to him that so much ill bethinkes ;
Alcazar, 1258

though, to be sure, the action illustrates far more than

the one comment, But the idea appears to be fixed in |

Peele's mind, In the poem Honour of the Garter, he

dwells/
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dwells more than once on the posy of the garter;

I11 be to him it saith tn@t evil thinks,

| w)m |
fIn ngid also are found such oomments on the action:

Sname be his share that GOuld such 1ll contriue, |
David, 769

(Here it is Absolon commentlnb on Ammon's oehav1our

but it need not be taken as Absolon's ge@timent alone,)

If holy Dguid so shoke hands with 51nne
What shall our baser spirits glorie in,

David, 587 8
This is paralleled by the sentiment exp ressed by Stukeley's

companlon in Alcazar, III,i,:

If kings doo dally so with holy oaths, ;
| The heuens will right the wronges that they sustaine
! Alcazar, 888-9

As moral.sentiments these are mere commonplaces, As
éworking principles from which to evolve the action of
31ays they ar e notable, Peele I think does try to bage
;his plots on such principles,

| In contrast with these themes Peele seems to be
Ifond_dﬂ drawing characters in whom are shown constancy

and humility, Edward I is the foremost example of the

istoioal constancy found to some extent.also in Stukeley,

'in Abdelmelec, in Eumenides, and in Urias, Edward I |
i : ?
'ig in fact a chronicle of the trials of that king, who

rises on every occasion to his duties but is hardly ever

I |
glven.a moment of respite, But the trials include at)

least one unusual situation which seems to be favourea by

!Peele. It is that of the lover couselling the husbanﬁ

| |
not to take the wife's virtue too strictly to task, ?he

husband of course will not heed the advice and will qusmst

mq/ |

|
|
|
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in uncovering his own shame. At the end of Edward I

Lancaster counsels Edward not to listen to the queen's

¢onfession in disguise:

A goodly creature is your Elinor,
. Brought vp in nicenesse and in delicacie,
' Then ligten not to her confession Lozrd,
| To wound thy heart with some vnkinde conceite,

Edward I, 2607-10
A similar situation is found in David when Dyvid oersuades
Urlas to spend his leave at Lome with his wife: |

Vrias hath a beauteous sober wife,
Yet yong, and framd of tempt ing flesh and bloud,
Sinne might be laid vpon Vriss soule,
If Bethsabe by frailtie hurt her fame:

: David, 478 ete

Both lovers, I should point out, try to convince the
husbands that beauty is an excuse for possible misconduct
in the wife, I have not noted the situation in other |

plays of this period,

; The theme of patriotism 1s often related in Peelels

ﬁl&ys with the theme of constancy, The characters are

endowed with a sense of duty towards their country, In

ngard I, for instance, Luelle n's brother David, treao#eroua
towards England but loyal to Wales, his fatherland, isi
portrayed with sympathy. In Alcazar the Bishop asserﬁs
-fhat the only justification for not doing hmmour %o oné's

country is 'matter of congcience and religion', a sentiment

which so pleased the editor of England's Parnassus that
he reproduced the Bishop's lines (L67-72) in his colleétimn

under the heading 'gountry’, At the same time Peele takes

mévery/ |
| !
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| i %

ievery opportunity to express his own love for England
and to praise England's sovereign in her beauty, wisdom
might etc, These are common themes, but the expressibng
fof love for England seem to be accompanied by real;feeling.

In Arraignment the praise of Zabeta and Elyzium is merely

éformal, but the opening scene of Edward I rings with
| = i

petriotism, beginning with the exultant cry of the queen-

mother*

Illustrious England, auncient seat of kings,
Whose chiualrie hath roiallizd thy fame: etc.
Edward I, 16-17

|
|
|
and ending with Joan's advice to her mother the queen %o
icheck her pride:

The people of this land are men of warre,
The women courteous, milde, and debonaire,
Laying their liues at princes feete,

That gouernes with familiar maiestie,

Edward I, 272-5

Here also the Guties of the king, as often in Peele's plays

WU

and poems (of gupre p.ll) are stressed. In the entvir

play rbhe theme of patriotism occurs again and again as

the story turns around Lluellen and his Welsh followers,

% |
Baliol and the Scottish nobles, and the Spanish gueen |
{ : |
of Edwazrd, In Alcazar Sebestian has a long speech

which glorifies Elizabeth and England:

i :

The wallowing Ocean hems her round about,

Whose raging flouds do swallow vp her foes, .

And on the rockes their ships in peeces split, eilg, |
Alcazar, (45-5 |

| |
But the heartiest expression of patriotism 1n Peele 135

%o be found in the poem Fgrewell to Drake and Norris, |

The/
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The feeling of patriotism is, as only to be ex?ecled,

iinked in Peele with a strong anti-Spanish feeling, as;
in Edward I, Alcazar, Farewell etc, It is also mixed:
ﬁith an antagonisgm toward the Cgtholic Church and toward
?riests and friara: I note, for instance, Elinor's reqﬁest
for holy friars to be fetched from France for 'gecret

| -
conference' with her, the appearance of Superstition and

| - ,
Ignorance in the shapes of a friar and s priest and their

vain plotting in Descensus Astraeae, and the 'Friar !
| i

Js i Ao cds e .
indefinit and a knaue infinit' who is 'the veriest knaue

hn all Spaine' in Qld Wives Tale (469). The friar in |
|

Edward I should perhaps not be taken seriously, Farewell

_ a _
also expresgses strong sentiments ag&nst Rome in phrases
|

Like 'to deface the pride of Antichrist', But it is
i _

easy to make too much of such sentiments in Peele,

Feelings were high at the time against Spain and the
Roman church, Marlowe, who nowhere alludes to England

b : = . = = :
with pride, will yet hit at Spain in Jew, as, for instance,

in this line:
|

. Now where's the hope you had of haughty Spaine?
: ew, 2103

And iIn Faustug, when the devil first gppears, Faustus

finds him too ugly:
i

Goe and returne an old Franciscan Frier, |,
| That holy shape becomes a diuell best,

| Faustus, 260-1

Later in the play Faustus gives the Pope a box on the ear

(after 883 ). For purposes of comparison it is not

barticularly important whether Marlowe is responsible for

%hq/ |
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|

the episode,

: In Peele's works constancy and humility are also
| {
Fepicted in pictures of old people. A charactsr which

recurg is the old soldier who becomes a beadsman, In|

#he opening scene of Edward I the stage directions

éescribe 'the Ancie'nt' elaborately as 'borne in a Ghaiﬁe,
ﬁis Garland and his plumes on his headpeece, his Epsigne
in his hand,' (48-50) Hé is made the beadsman of the

ﬁueen mother at her request:
i
| And whilst this auncient Standard bearer liues,
| He shall haue fortie pound of yeerely fee,
And be my Beadsman father if you please,
Edward I, 1h8-50

in Polyhymnia the old knight 8ir Henry Lee resigns his

place of honour at tilt before Queen Elizabeth,
. Protesting to her princely majesty,

| In sight of heaven and all her lovely lords,
He would betake him to his orisons,

And spend the remnant of his waning age,
Unfit for wars and martial exploifs,

In prayers for her endless happiness,

Polyhymnia, 29L-9

The 'Sonet' appended to the poem: closes with the same

|
i

[theme:

Goddess, allow this aged man his right,
Ta be your beadsman now that was your knight,.

I should also mention the frier's reference to himself
iin Foward I, Scene XVIII: 'like one of Mars his frozen
%nighta I must hang Vvp my weapon' etc (2590-1). Bullen

%xplaina 'frogen' ag''numbed with age' and thinks thati

?here may be lan'allusion to the gladiators' custom of{

hanging/

|

|

‘ y |
|
|

| ]

\ |

|
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ihanging up their weapons, when they retired from theif
{prOfeSBiOﬂ, a.s a votive offerim to the patron deity,'
| , i

(Bullen, I, 190) The subject seems to have an attraction

'for Peele.
An idyllic picture of the aged and humble is that!
!
of Clunch the smith and his wife Madge, the 'Gammer',

in the Induction to Qld Wives Tgle, There is a

restraint in the delineation which keeps its objects

huaimt and pictures.que against the background of the !
Feath on a dark night. Tpis picture may be compared |
ﬁith the picture of the family of Alcon, the 'poore man'
ﬁn Looking Glags, which is also drawn with sympathy. aBut
%he gtory of Alcon etc, is low comedy, The theme of a
smith and his wife on the heath on a dark night recurs|in
#eele, In Edward I in the scene of the rising of Elinor
%t Pottershive the potter and his wife talk of the thunder

| .
ond lightning and prepare the stage for Elinor's rising,

! _ Peele seems to show in general a sympathy for thei
#owly and humble, as, for instance, in the depiction of
ﬁampﬁriscus with his domestic problems and of Jack's i

¢ompanions in Qld Wives Tale, In the opening scene of

idward I there is a long digression from the story re- |

garding provision for the maimed soldiers, I should |
|
|
also note the apology of the hermit in Zpeeches 10 Queen

Ellzabeth at Theobald's, and the opening line of the
| !

prologue to Honour of the Garter:
|

‘ Plain im my coat, and humble is my gait:

fhlgf
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E

|
| |
This last of course is autobiographical, as also are the
| ' |
lines in the poem itself:
!
. I 3aid me down, laden with many cares,
| (Hy bed-fellows almost these tweaty years),

| Honour of the Gartexr, 7-8

But Peele, I have triéd to show, does reveal some of
!

his convictions and feelings in his plays, and the oomﬁent

to his works is often to be found in the works themselves.
|

I quote, for example, Edward's comment on Elinor's pride:

Milde is the mind where honor builds his bowre,
And yet is earthlie honor but a flowre,

Edward I, 179u-5

The lines are full of irony, At the end of the play

Edward, full of sorrow and anger at Elinor's dying coni

fession, finds in Glocester a sympathetic listener;
| Gloster thy King is partner of thy heauines,
Although nor tongue nor eies bewraie his meane,
For I haue lost a flowre as faire as thine,

A loue more deare, for Elinor is dead,

Egward I, a908—Ll
I do not wish to read too mueh into the psychology of the

portrait, or to dwell on the echo of the very common image

of the flower in its beauty and transience, The 1rony

|
of the earlier comment holds true of Edward's 1ater !

i
sltuatlon even without the later lines, !

Likewise in the poem | The Praise of Chastity, ﬁhlch

I am convinced is a sincere exXpression of his attitude,

Peele supplies a comment to his plays and perhaps to hiF
own life:

Believe me, to contend 'gainst armies royal,

To tame wild panthers but by strength of hand,
To praise the triumph, not so special,

As ticing pleasure's charms for to withstand;

Praige of Chastity, hl—%

IC1mpter 1V /
|
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Chapter IV: Some Possible Scurces of Peek's Vocabulary.

In this chapter I have collected together two groups of
material which I think ought to be examined as sources or
‘possible sources of his vocabulary in an estimate of Peéle's
poetic diction and style: firet, passages from Marlowe,
Greene, and other dramatists which parallel passages'in
Peele in construction, diction, image, or sentiment, and
secondly, extracts from the account of the story of David

land Bethsabe contained in the Great Bible, the Bishoﬁé

| Bible, and the Genevan Bible, each of which seemed toéhave
‘supplied Peele with words and phrases used in the play.
Within the limits of these two groups I have tried to .
keep the material relevant but complete, yet even for

David and Bethsabe +this chapter is not a complete study

of sources; it is only a study of two possible sourceé of

1
Peele's vocabulary. David and Bethsabe, for instance,

contains vorrowings from Du Bartas, not through Sylvester's
' translation, as Mr. Sykesl has shown. The imagery in the
épla.y is usually deliberately tinged with Biblical_allﬁsions,
but where the images are not found in the actual account

of the story in II Samuel, X1 - X1X, I have not tried|to
trace them to their sources, a few of which are given in
the notes to the play in Bullen's edition of Peele's works.
As for the parallel passages from Marlowe and the others

it is possible, in a very few instances, to call them

' passages /

| 1. Notes and Queries, Vod.147, 349 -51, 368 - 9
’ (Nov.15 and 22, 1924.)
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passages borrowed or imitated by Peele, but the bulk
'must be left alone as mere paralléls, - indicative ofé
| possible relation, suggestive not conclusive.

The parallels will also reveal something of Peelé's

debt to Marlowe, in David and Bethsabe and in Alezazar,

though not necessarily in the sense of conscious
;borrowing or imitation. In the construction of
speeches also Marlowe seems to have influenced Peele in
many points, as seen in chapter II. Peele, I have
tried to sﬁow in Chapter III, does not come under theé
| spell of conguerors and conquests, and in this respecf
is original. But many of Peele's themes are also the
themes'of Marlowe and of other plays of the period.
The slaughter of a brother (Absolon and Ammon), for
'instance, is dealt with in Gorboduc, as also the themé
of fixing the line of succession (Nathan, Bethsabe, f
Solomon in David, Abdelmelec and Muly Mahamet Seth iné
'Alcazar). The armed rebellion of the son against the

' father (Absolon and David) is found in Misfortunes of

Arthur and Selimus. These themes deal with gthical
'relations. In personal behaviour the characters in
Peele meke extravagant vows and promises, calls earth
to witness and the heavens to record their truth or

their misery (as in Arraignment, 576, David, 1577, ete.).

utter curses and imprecations or breathe forth their
' woes in solitary haunts (Thamar, Achitophel, David,
in David, the Moor in Alcazar) in much the same manner

' characters /
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characters in Tamburlaine and other plays are made 0 |

'behave. In particulaf Peele is fond of putting owls |
:and night-ravens and blasted trees or woods scorched |
by lightning in their speeches, as in David, 341, 3475
1639, 1894 - 5, Alcazar 298 - 9, 519, 520. Blasted
trees are quite a common image in the plays of this

period, as in 1 Tamburlaine, III.i.973, IV.ii.1468-9,

V.1ii.2025, Spanish Tragedy, IV.ii.18. Night-ravens |

and owls come directly from Spenser, Faerie Quéene
II.vii.23.3%; II.xii.3%64-5. The hunger scene in Alcazar
is paralleled by similar scenes in Locrine (Humber im

the forest), in Dido (I.i.), and even in Looking_Glasd

(the forty days' fast). Situations in David and Bethsabe

find parallels in other plays. David takes Bethsabe
as his wife again after his reconciliation with God:

Bring ye to me the mother of the babe, -
That I may wipe the teares from off her face,
And give her confort with this hand of mine,
And decke faire Bersabe with ornaments, i
That she may beare to me another sonne, '
That may be loved of the Lord of hosts:
David, 732 - 7

Likewise in Looking Glass Rasni and Alvida receive the
pardon of God, after which Rasni promises to make Alvida

his 'wedlocke mate!':

Faire Aluida looke not so woe begone:

If for thy sinne thy sorrow do exceed,

Blessed be thou, come with a holy band,

Lets knit a knot to salve our former shame.
Looking Glass,2334-7.

I should mention the character of the prophet (Nathan,'

Jonas) /
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to Ammon is a situation often found in Greene; but-

lparticularly closely parallekad-by a gimilar situatior

|in John of Bordeaux. Both passages begin with the

gmelancholy of the young prince,

| Ionad: What meanes my lord, the Kings beloued sor
That weares vpon his right triumphant arme

The power of Israel for a royall dauor,
That holds vpon the Tables of his hands,

To suffer pale and grisely abstinenc e
To sit and feed vpon his fainting chekes,

David, 257-64,

|In John of Bordeaux the counsel of the nobleman to

%Ferden&nd starts from the same observation:

Ly

Banquets of honor, and all thougihts content

Jonas) in both plays., Im David also Jonadab's counsel

And sucke away the bloud that cheeres his [1ookes,

: = : =
what Cher my lord what over clad in dumpes the prince that
swellith in his his one eee content and hathe the empier tied

to his will )
and sitt as one that sorowed fol want .,

John of Bordeaux,

The Arraigsnument of Parig with its gods and goddesses
shows affinities with Dido and with Lyly's plays,

I note, in particular, the contention between Juno and

both plays, as the plays of Lyly, were written for ;

audience,

i

i =
ithe manner of declamation, and the comstruction of

speeches/
i

15=5.

VYenus and the scene of the storm in the woodland setiing

in Dido, which are also found in Arraignment, But indeed
performance by the children of the chapel before a selectd

The themes of contemporary drama and the vocabulary,
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speeches found in that drama went into the compositioﬁ
of Peele's plays. Peele on his part also contributed
'to these elements, and his work must also have had
effects on the writing of other dramatists. But
contemporary poetry and rhetoric are also an important
factor behind the work of these dramatists. A concrete
'instance of this is the pervasive influence of Euphuiém.

'In Peele the influence of Euphuism is seen at lesast iﬂ

'David and Bethsabe in those speeches betﬁeen David ané
‘Solomon borrowed from Du Bartas, which are charaoteriéed
by antithesis and parallel construction (1783 ff.lBO?éff.
etc, ) Another important influence on the dramatiété
both in diction and in style, but also, in part, in
choice of theme, is the poetry of Spenser. The
pastoral tradition survives in the drama, and not only

in postoral plays. Marlowe's thundering congueror is |

: 1

the transformation of a Scythian shepherd. #r. Crawford

points out the line |
Ioue sometime masked in s Shepheards weed, 1 Tamﬁurla;ne,
L.i1,59

a8 xXxxfxxmsx copied from the opening lines of Faerie Queene:

(I quote from the text of Dr. J.C.Smith)

Lo I the man, whose Muse whilome did maske,
As time her taught, in lowly Shepheards weeds,

Peele's first hero-orator is a shepherd, or a prince

‘disguised as a shepherd. The pastoral element comes up

in /

1. Collectanea, I.T7Z2.
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in Peele again in David and Bethsabe with ite sheepfeast
and shearers, Such images in the play as

What would the shepuneards dogs of Israel

Snatch from the mighty issue of King Ammon etc.
David, 190-7

The mastiues of our land, shall werry ye,
David, 216 .

hre not in the original account of the story, The
|

pastoral setting of David and Bethsabe and Tagburlaine|

s &t least one clue to the link between poetry and drama

;
i
@f the time,

A. Parallel Passages from Marlowe, Greene, and the

! others

The parallel passages given are confined to plays

of known authorship, most of them before 1590, My purpose
in collecting them together is to discover possible
borrowings or echoes on Peele's part from other plays of

the period, I have therefore listed them under the play.

by Peele which contains a passsge parallel to one of tﬁem,

giving, in each instance, first the passage from Peele,|
| {
and then the corresponding passage from larlowe etc. |
David and Betheabe |

|
s Hence from my bed, whose sight offends my soule |
As doth the parbreake of disgorged beares ' =

David, 322-3

0 life more loathsome to my vexed thoughts,
Than noisome parbreak ol the Styglan Snakes,
1 Tamburlaine, V.ii,2036-7

The source for 'parbreak' in both dramatists is possibly
i |

Spenser's line

| Hor filthy parbreake all the place defiled has,
Faerie Queene, 1.1,20,9

|2 To / |
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| ,
2., To desart woods, and hils with lightening scorcht,
With death, with shame, with hell, with horrour sit
David, 5b1-3 ‘

| And then shall we in this detested guyse, ,
i With shame with hungar, and with horror aie I

1 =
|
!

?

| . 1 _Tamburlaine, V 11,?016 -8

The repetition of 'with' and use of the same words 'shame'

and 'horror' in both are perhaps noteworihy. It is

Fnterestlng that the last word of neither of the two 1ast

llnes makes sense to editors, who havectried to emend the

!
words. i

5. Rend Imire and garments as thy heart is rent,

| David, 552
| And rent their hearts with tearing of my haire,
Jew, I, L68

I give this parallel because of the association of nai}
énd heart with the act of rending in both lines,

i, Earth cannot weege ynough for Dauids woes, s
. "Then weepe you heéuens, and all you clouds dissolue)
That pittious std¥s may see our miseries,
And drop their golden teares vpon the ground,
David, 1062-5

Weepe heauens, and vanish into liquid Feares,
Fal starres that gouerne his matiuity,

And sommon al the shining lamps of.heauen

To cast their bootlesse fires to the earth
And shed their feble influence in the aire,

2 Tawburlaine, V.iii,

Bcth speeches end with a refrain, The lamentations 1n

the scenes from which they are taken, David, Sc, X (in

U)%‘T

Bullen's edition Sc, VIII) and 2 Tamburlaine, V,iii., are

similar, Peele clearly echoes Marlowe here,

5. O thou that holdst hés raging bloudy bound,
Within the circle of the siluer moone,

David, ll}O—l

| 0 thou/
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. O thou that swalest the region vnder earth,
And ar t a king as absolute as Ioue,
2 Tamburlaine, IV,iii N0Lll-

|
no

?rofessor G.C, Moore Smith proposes to emend David, 1130
ito:- raging £flood y-bound (Hates and Queries, 105" IX,181-2,
March 7, 1908)., Professor J.M, Manly also auggests this
as a possible reading in the notes to his edition of

hhe play. I give the parallel because of the similazrx

|
construction of the first lines,

6., But now my lords and captaines heare his voice
That neuer yet pierst plttious heauen 1n vaine,

David, 1L56-T

And with my prayers pilerce lmpartiall heauens,
oW, LiT, 12%5

I thenwould tempt the heauens with my laments,
And pierce the throane of mercy by my sighes, 1

Looking Glass, 2125-6
But these are very common parallelks.

7. Wnat angriée angel sitting in these shades,
Hath laid his cruell hands vpon my haire,
And holds my body thus twixt heauen and earth?

David, 15357-9

i What daring God torments my body thus,
! And seeks 1o conguer mighty Tamburlaine,
2 mburlaine, LU3L-5

Tt is more or less a formula in plays of this period fér

characters to rage against some hidden power or god for

any afflictions they suffer, ef, 1 Tamburlaine, V.ii, 2185:
?What cursed power guides the murthering hands' etg;
Looking Glass, 1233: 'What exorcising'charme, or hatef@ll
hag' eto,; Eounds of Civil War, 10167 'What furie ha#nts
ths wretch on so&alne thus?' Nevertheless the aaraliel

between the two passages given above 1s rather Sullklﬂg

Them/
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They 2re each followed by another question (rhetorical

o

'of three and two lines Tespectively, The construction

of the two passages is very similar and suggests that

Ieele may be echoing Marlowe, In Q]& Wives Tale Peele

also has another example of thiss

Wnat hand inuades the head of Sacrapfi?
What hatefull fury &Ouh enuy my happy state?

Old Wives Tgle, 101l-

8. On dreadfull pesident of his iust doome,
| David, 1647

i
\J1l

0 iust and dreadfull punisher of sinne,
2 Tamburlaine, II,1i[2925

| - ‘ lines
The combination of 'just' and 'dreadful' in both suggests

some relation betweén them, I have not found it in the

Concordances, But 'just' and 'dreadful' also occur in
the following lines:

Sacred and iust, thou great and dreadfull Ioue, g
Arraigngent, N3 |

Ah mercifull and iust thou dreadfull God, ,
Looking Glass, 956

9. Well done tall souldiers teke the Traifor downe,
| ~ David, 1634

I Hold ye tal souldiers, take ye @ueens apeece |

! 2 Tamburlaine, IV,iil, joL9

‘Tall' in the sense of 'brave' is a common word at the!

tlme, but I have not IJund the expression 'tall sdﬂlcrs'
}n other plays, Peele need not of course have taken 1t
$r0m Mnrlowé,

10, Against his life, for whom your liues are blest,

nnnnnnn o-..o.-onoo-v-&"r‘d‘v“t"‘o-ﬂ'-i‘-a-.-.- P Y
In whose iust deaths your deaths-are threatened
Dbavid, 1678,80

For by your life we entertalne our liues,

2 Tamburlaine, V, 111 u560

He.re/ '
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! |
| Here louely boies, what death forbids my life, I
' That let your liues commaund in spight of death.

2 Tamburlaine, V,iii, L552-3

lof. also 1 Tgmburlaine, V,ii,2119-20, Pecle's lines keem
i |

an echo of these lines in the idea of wmany 1iﬁes'being‘f
depenuent on one life, and in the contrast of life w1t?

death,
|

11, David and Bethsabe, Sc.XVII (Sec. IV in Bullen's edition)

| 11,1877-1929;
2 Tamburlaine, II,1ii,2969-3110

|

#o verbal parallels are found between these t wo passages,
%n the one David mourns 1o hear the death of Absolon, in
the other Tamburlaine raves upon the death of Zenocrm:q.
%heir ranting is in the same vein: e |

[Qusgx;] Hig haire was tangled in a shadie oaxe,
_ And hanging there. (by Ioab and his men)
Sustalnd the stroke of well deserued death,

Dawid, Hath Absalon sustaind the stroke of death?
i Die Dauid for the death of Absalon
| And make these cursed newes the bloudy dart
; That through his bowels rip thy wretched breast,

| David, 1886-91

The musicke sounds, and she dies,

73]

| Tam, Wpat, is she dead? Techelles, draw thy swozrd,
And wouna the earth, that it may cleauve in twaine
And we discend into th' infernall vaults eto
g Tamburlaine, IT.1i1i,
50647 |

bmburlﬂlne's next speech hegins the wailing wi th an echo

2

oi the last worde of the previous speaker, as in the paSsage
f&om David:
I
[Igerldamag ] Nothing preuailes, for she is dead my Lora

'! Tam, For she is dead? UThy words doo pierce my
i soule,
: Ah sweet Tperidamas, say so no more,

2 Tgmwburlaine, II,iii,

30924 |
Thq/ |
i
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The lamentations of Bethsabe and Zemocrate (before shel

dies) are also similar in sentiment,  Ejch eXpresses her

[

iwillingness to die to relievé her lord of suffering, éThe
fform-of repetition 1in Zenocrate's sﬁeech gseems 1o anti—
clpate Peele's numerous rspetltlons in Dgvid, cf, __nga,p.107
' - |

Edward I

1. Whose footepace when saee progrest in the streete,
Of Aecon and the faire Ierusalenm,

| Was nought but costly Arras points:

| © Fgire Iland tapestrie and Azured silke,

My milke white steed treading on cloth of ray,
And trampling proudly vnderneath the feete,
Choise of our English wollen drapery.

|
|
Edward I, 1124-30 ‘
I

And as thou rid'st in trlumph through the streets,|
The pauement vnderneath thy chariot wheels !
With Turky Carpets shall be couered; 5
And cloath of Arras hung about the walles, *
Fit obieets for thy princely eie to pierce.

2 Temburlaine, I,iii, 2532-6

That I .-may view these milk-white steeds of mine,
All loden with the heads of killed men.

1 Pampuriaine, I,i,85-6

The parallel is not particulariy apt, nor need Peele

borrow 'milk-white steed' from Marlowe, The expression
i

'milk-white steed', however, is not found in the Kyd and

Spenser Goncordances, though only a step removed from

!

'milk-white palfrey' 'mild-white ass' etc, which are- |

| .

pommon.

. Frier a dittie come late from the cittie,
To agke some pitty of this lasse so pretty: -
Some pitty sweete mistres I praie you, .

Edward I, Lh6l—j |

PR e S S e R S T R t.I-‘HeI ‘
eiesg like two potcht eg?es, great and goodly her legs

but
markq/
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marke my dolefull dittie, alas for woe and pittie: | a
souldier '
L YORES 5 v vease

Wounds of Civil War, 243L-7

II note the riming of 'dittie! with 'pitty' in both

épassagés. In general also Poppey's doggerels in Wou%ds,
%V, are reminiscent of the verge in { he comic scenes ié
i'Eciwa.rti I, cf, also Wounds, 2407-9 'could a man iﬁ naﬁ&re“
etc, and Edward I, 35U-7 'Heere sweare I by my shauen [crowne!
ete, :

3. Gape earth and swallow me , and let my soule

gincke downe to Hell etc.
Edward I, 2ih8-9

Gape earth, and let the Feends infernall view,
A hell, as hopelesse and as full of feare eig.

1 _Tawburlaine, V,ii,2023-l

tef, also the following:

Earth gape, O no, it wil not harbour me:
Faustus, 1Lu2

Ope earth, and take thy miserable sonne
Into the bowels of thy cursed wombe,

David, 1B97-8
Such perallels need not be significant, I note the same
construction 'Gape earth ... and let' in the first pair of
parallels, In the examples from Faustus and David the parallel
goes beyond the invocation, ag may be seen from Faustus'
subsequent lines:

Now draw vp Fzustus like a foggy mist,
Into the intrailes of yon labring cloude, :
, That when you vomite foorth into the ayre, |
{ My limbes may issue from your smoaky mouthes,
Faustus, 1UL5-8

- |
Here the invocation is to the stars, but the 'body' images

of 'intmiles' and 'bowels...of wonb' (David, 1498) parallel each
; !
| other, In the passage from David the next two lines| spoken

by Achitophel -are; (still invoking the earth)

Once/
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Once in a surfet thou diddest spue him forth,
Now for fell hunger sucke him in againe,
David, 1199-1500

The 'spue' here parallels 'vomite' in Faustus, 1u57.
-Peelé seems to me to be copyimg Marlowe, though all the

concelts and images are ratner common, 'Earth gape' efc.

is found in Rijcnard IIT, I,ii,.65, IV.iv.(5, and 3 Heanry VI,
T, 85T o i

L, The carelesse sleepe rule on the mountaines toones:
! That see the Sea-man floating on the swerge, |
i The tnreatning windes comes spTringing with the floﬁds

To ouerwnelme and drowne his craised keele,

2

U I B B A R R R R TR R SN I R T R IR R I ] . % s % 8 8 8 2 n

j Wringing his hands that ougnu'to plaie the pompe,

i Maie blame his feare that laboreth not for life,
Edward I, 2690 £f,

| ; |

The passage is badly corrupt, but the general sense ‘is

|

clear, It containg the image of a person safe on land

watching a ship battered by stvorm on the open seas, I
|

find such an image in Tamburliaine:

Than in the hauen when the Pilot stands ° |
And viewes a strangere ship rent in the winds, |

| And shiuered against 8 craggie rocke,
: 1 Tamburlaine, IV. iii, 1602-L
|

|

Mr, Grawford thinks that the passage from Tamburlaine,

which is followed by a vow in the same s eech, is oorrqwed
i

from three stanzas of Faerie Queene, III,iv,8-10, and |

quotes a parallel from Sglimus (l1,176L-83), But the
passages from Faerie Queene and Selimus, which parallel

| |
caon/

L, Qollectanea, I. [6-8 |
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|
each other closely, do not contain the idea of an on-

looker from the shore,

' There are a number of parallels between Edward I

and Marlowe's Edwerd II, parallels so close that they

i
_ _ |
must be considered borrowings, whether intentional or |
through corruption, These parallels are listed in thei

'Introduction to Edward 11, ed, H.B, Charlton and R,D,
Waller, I inclime to the view that they were originaily

in Edward I, But if they were originally in Edwazrd ;i

|

Fnd had crept through corruption into Edward I (since %he

%ext of Edward I is badly corrupt) they would not be

iexamples of Peele's borrowing., So I have left them

|
alone,

! Qld Wives
=

Marlowe's character Fgustus. TheTe is a glight resemblance

L = s I
between the last speeches oi the sorcerer and the magicilang

Sacrapant in this play seems to be a faint echo of

!
Then Secrapant these are thy latest dayes, f
ARd Now ' my timelesse cdate is come to end; {
\© He in whose life his actions hath beene so foule, |
{ |
|

Now in his deatsn to hell desends his soule,

Qld Wives Tale, 1016 ff,

Ah Feustus, : ;
Now hast thou but one bakre hower to liue,
And then thou must be damnd perpetually:
Their soules [i.e, the souls of beasts] are soone
< digsolud in elements,
But mine must liue still to be plagde in hel: ;
Fgustus, 1419-21, 1lub5-0 i

2. For thy sweet saxe I haue crost the frosen Rhine, !
¥ Leauing faire Po, I saild vp Danuby,

‘ As farre as Saba whose ilnhansing streames,

Cuts twixt the Tartars and the Russlans,

Qld Wives Tale, 1072-5

| These. /.



iTneae lines are foupd. in more or less the same shape

them from Greene,

o

TS L I

Qamburlaine, 5830 is noteworthy, 'Death! and 'blood!
|

ocour. in all three lines, i ' |

he similarity in the rhythm of Alcagzar, 185,5, and

»
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in Qrlando, 7)-6. Dr. Greg has shown that Peele borrowed

Battle of AlcaZar

Of death, of bloud of wreaxe, and deepe reuenge,
Shall Rubin Archis "frame her tragicke songs,

In bloud, in death, in murther and misdeede,

This heauens mallice did begin and end,

Alcazar, 1835-7

I must apply my selfe to fit those tearmes,
In war, in blood, in death, in crueltie,
2 _Tgmburlaine, IV.i,5829-50

liadame, gold is the glue, sinewes, and strength of|war,
Alcazar, 221

I would |
wigh that euerie tning I touched might turne to golde:
this 1is the
sinewes of warre, and the sweetnesse of peace ...,

Midas, I.i,58-U(

L

The parallel is so close that it must be a borrowing, | An

|
important theme of Jidas is gold; the speech in Midas, I.1i

from which the passege is taken is &n essay on gold,

I

have also found:

The sinews and true strength of chivalry,

?eele is here 1the borrower, For 'sinews and strengthi

LRI B .Yet pOllCY,

Tale of Troy, 562-5
(edition of 160L)

And/

Review of Works of Greene od. J. Churton Collins,
already cited,
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| Ané backt by stout Lanceres of Germany,
The strength and sinewes of the imperiall seat,

2 Tamburbine, I .112180-1

|
i
I should note that in Jgle of TIOE (edition of 1589)

the lines run as follows:

’,,"-......Yet pOllcy,
That hight indeede the strength of chivalry,

%eele, I think, borrowed 'sinews and strength' from

Igmburlalne after its publication in 1590, This may

have some bearing on the date of Aicazar, as also the |
borrowing from Lyly, But 1 Henry VI, II,iii,63 has: %

l Tnese are his substance, infwes, armes, and gtrength,

(cf “also 3 Hemry VI, II. L =

). Wihy boy, is Apmuraths Bassa such a bug,
That he is markt to do this doubtie deed?

Aleazsr, 2L0-1

| -
[ How now ye pety kings, loe, here are Bugges
i

Wil make the haire stand vprlgnt on your heads,

| 2 Tamburlaine, III,vV. 9550_1

In the latter passage Tamburlaine refers to his lieutenants

Theridamas etc, The parallel is not striking, I give i%

?ecauae in the speech in Alcasar rfrom which the passage is

%aken there is specific allusion to Tamburlaine (Alcazé;
248, 250).
4. Traitor to kinne and kinde, to Gods and men, g
| Alcazar, 320 5
| Traitour to kiumne and kinde, to sire amime,

i Gorboduc, IV,i, )51

|

The line from Alcazar is as likely as not to be an echo
! !
of that from Gorboduc, |
By Tnere shall no action passe my hand or .sword,

. That cannot make & step to gaine & crowne,

No word shall passe the office of my tong,

That/
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That sounds not of affection to a crowne,
o thought haue being in my lordly brest, ;
That workes not euerie wale Lo win a crosne, i
Deeds, wordes and t houghts shall all be as a kings ete,

Alcazar, L9L-500 =

For when I come and set me downe to rest,
_ My chaire presents & throne of Maiestie;
|  Apd when I set my bonnet on my head,
| lMe thinkes I fit my forhead for a (rowne:
And when I take my trunchion in my fist,
A Scepter then comes tumbkling in my thoughts. |
My dreames are Princely, all of Diademes, &tc
Orlando, 258-6k

'The original of all such passages, whether written in

imitation or burlesque, is of course Tamburlaine, but fthe
Irhythm of the two passages is strikingly similar, thouéh

'Stukeley's speech contains an elaborate example of the|

lepiphora,
6

Good madame cheere your selfe, my Fathers wife,
He can submit himselfe and liue below
Make s@new of friendship, promise, vow and sweare,
| Till by the vertue of his faire pretence,
’ Sebastian trusting his integritie,
i He makes himselfe possessor of such fruits,
' Ag grow vpon such gleat aduantages,
: Alcazar, 568-75

| Madam, the king your fathers wisdé gnough,
|

He knowes the Countie (like to Cassius ‘

Sits sadly dumping, ayming Caesars death, i

Yet crying Ave to his Maiestie,

But lMadame marke a while, and you shall see,

Your Father shake him off from secrecie,
Qrlando, L56-61

%n the first line of the passage from Alcazar editors |

%orrect 'wife' to 'wise', The first lines of the passages
@ay'be regarded as verbal paralleds, but indeed the

construction of the two speeches and their sibject

&atter are alike, and together with the parallel passages

ébove (5), suggest that one play echoes the other,

7. Knd/
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'{e And they my lord,as thicke-as winters haile,
Will fall vpon our heads at vnawares,

; Alcazar, L18l-5

; And fell as thick as haile vpon our neads,
| 2 _Tamburlaine, II,ii,.2872 |

‘This image is so common that the parallel is of no vakue,
ﬁ'give the lines because of the identical words 'fall!
!

]'thick' 'hail' and 'vpon our heads' found in both,

A pprallel between Alcagar and Edward II is cited

Fn the Inptroduction to the edition of'Edwgrd II by H.B.

E{Jharlton and R,D Waller: l

The bels of Pluto ring reuenge amaine,
Alcazar, 190

Let Plutos bels ring out my fatall knell,
Edwerd I, 1956

I think that it is clear from this that David and|
|

Bgthsabe and Alcazar show definite traces of the influence

of Tamburlaine, Whether Edward I echoes Tamburlaine or

ﬁot cannot be decided, Two elaborate parallels Detween

leando and Alcagzar seem to indicatie that the author of

one was indebted to that of the other. As four lines |in

|
Jlg Wives Tale were borrowed from Orlando, it is logical

%o gsurmise that the passages in Alcazar echo those in
Orlando, but indeed conjecture is nardly salfe with tneée
ﬂwo plays. Thé parallels have shed little real light:
dn Peele's diction or style, but I hope may be useful for

reference, Tpey provide an answer to the question regarding
|

?eele's style: these are not examples typical of Peele;

B, Extracts/
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B. Extracts from II Samuel XI-XVIII in 01d Versioms
of the Bible, : , 3

| I give in the following pages extracts from three

iversions of the Bible for comparison with passsges in

Peele's David and Bethsabe, The versions are;

L The Great Bible, Fo_ Prynted by Rychard Grafton
| & Edward Whitchurch, 1559 [National Library of
' Scotland, L,2.b]

The Bishops' Bible, F°, [1568]
. [“dinburgh University
Library, Df.1,l4] |

The Genevan Bible, F° Printed in Edinburgh be |
| Alexander Arbuthnet, 1579 [National Library of|
: - Beotland; H.9.a_ ]
i
For convenience of reference I also give those passage?

L. ; : S e = |
in David and Bethsabe which closely follow or parapnrase
f =
the passages from the Bibles, adding brief comments on|words
i i

?nd phrases and images founa‘in the play whlchaTe already
in the sources and on t ne a&lterations which Peele nas ‘
nade from the original readings with regard to the

can struction of speeches and tricks of style, Only

passages which have supplied Peele with speeches of

several lines containing words and parases in the original
:

nave been given, Where the paraphrase ia loose and
ﬁhere no particular verbal correspondence is found i
#etween the verse in the play and the reddlggs of the |
ﬁibles‘ I have not thought it necessary to give the
ﬁaralLel passages. iy reason for thnis is that for

|

éeneral consideratvions regarding treatment of source,

especially from the point of view of plot and ;

characterization/
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characterization, the Authorised Version may well be

sed, Peele adheres in fact so clogely to tne original

o

ccount tvhat it is hardly necessary to indicate those

e

passages in II Samuel, XI - XIX, which contaln ¢ae story

and the substance of a large number of speecnes 1n David &ad

|
Beuwngabe,

I snould give a word of explanation about the use| of
extracts from the three different Versions of the Bible.

I have done so because the reading in the play oiten

follows in one passage the reading of one version and in
|

gome other passage uthat of another version of the Bibl?,

While it has not been my aim in assemiding the exnractsg

to determine which version or versions of the Bible Peele
%sed in writing the play &and what, if more than on%deraiou
&as used, Peele's principle of selection was, I have,
for any, given passage, usually given the version which
éivea the reading corresponding most closely to that of

ﬁ&vid and Bethsabe, To pass on from this to the

onclusion that Peele must have used all three versions

of tne Bible is perhaps arbitrary, but close correspondence

| |
in word and phrase between the play and now one, then

i

another, version makes it difficult to resist this

|

conclusion,

In assembling the exuvracts I have not been guided oy
|
: . : 1 : : '
he variant spellings of proper nzmes, chiefly because

he/ |

A, D U

1. I should point out Mr, Richmond Noble's eonclusion regarding

| differences in the gpekling of Biolical hames in Shakespeare,

that too much weight should not be attached to them as evidence

of the particular version of tae Bible from which any| allusion

1s taken, R, Noble: Shakespeare's Biblical Knowledoe, Pp.bl and
I o -
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the Genevan Bible, which supplies many expressions ini
the play not found in the Great or Bishops! Bible,
contains forms of names which do not agree at all with
ithose in the text of the play. I note, for instance%
in the Genevan Bible the names Bath-sheba, Vriah, Cusﬁi
and Hushai, and Shimei. The forms for these in'gggig:

and Bethsabe are: Bethsabe and Bersabe, Vrias, Cusay,

Semei, which agree much more closely with the forms in
‘the Bishops' Bible: Bethsabe, Vrias, Husai, Sewei.

Yet the Genevan Bible gives the following readings not

in the other two versions, but found in David and

Bethsabe:

1.II Samuel, XV. 26: But if he thus say, I haus no
delite in thee, behold, here am I, ete.

David, 1112-3: But if he say my wonted loue is worne,
And I haue no delight in Dawid nowsete.

‘The Great Bible and The Bishops! Bible both have 'I hﬁue
éno lust vnto thee'.

2,11 Samuel,XV.30: And Dauid wé t vp the mou t of
olivss and wept as he went vp ... i

David,1057: Then should this mount of Olives seema
4 a jlalne

:Ths Bishops'! Bible has 'mount Oliwet!, the Great Bible:
"mount olyuat!

3,11 Samuel,XV.34:... then y* maiest bring me the
counsel of Ahitophel tc noght.

David, 1151-2. So thou wilt be to him, and call
him Xing,

Achitophels counsell may be brought
to naught.

The Bishops!'! Bible has 'thou mayest for my sake destroy

the counsel of Ahithophel!, as also the Great Bible.
i 4./ ey S e
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4.11.8amiel,XV1.7 ...Come forthe, come forthe thou
mirtherer, and wicked man ...

David,1356. Come forth thou murtherer and wicked man

The Bishops' Bible has 'thou bloodsheder, aﬁd thou maﬁ
of Belial'!, as also the Great Bible.

| Other expressions in the play which are found iné
the Genevan Bible will be found in the commeﬁts to the
extracts. The Great Bible and %he Bishops! Biblel
also supply unigue readings which ;ave been noted.

'In/

'1.The Song of Sclomon 1,4-5 in the Bishops' Bible
seems also to have suggested to Peele Bethsabe's song:
I am blacke (0 vz daughters of Hierusalem) but yet

fayre and well fawoured, like as the tentes of the
Cedarenes, and as the hanginges of Solomon.Marueyle
not at me that I am so blacke, for why?! the sunne
hath shined vpon me:
| The Great Bible has 'but yet am I fayre & Welfaucured
with™all' not before'like’ the tentes' but after !'the i
hanginges of Solomon'. i
The Genevan Bible has: I am blacke o daughters of
ierusalem, but comelie, as the frutes of Kedar, [&] as
the curtines of Salomon. Regarde ye me not because I
am blacke: for the sunne hathe looked vpon ume ...

Hot sunne,coole fire, temperd with sweet aire,

Black shade, fair murse, shadow my white hairs

Shine sun, burn fire, breath aire, and ease mse,

Black shade, fair nurse, shroud me and please me etc.
David, 28 - 31. |

The contrast between 'black' and 'fair' and the idea)
of the sun shining on her and how she should have
shrouded herself in the song may all be found in the two
verses from the Bishops' Bible (also the Great Bibls).
Another definite parallel between the play and the Son
of Soloman is found at II. 9-10, though here no particular
version need have been followed:

Bishops' Bible: Me thinke I heare the voyce of uy
belowed: lo, there commeth he hopping vpon the
mountaines, and leaping o%er the litile hilles.
My beloued is lyke a roe or a young hart,......

Genevan Bible: ... he cometh leaping by the
mountaines, and skipping by the hilles.

Now comes my louer tripping like the Roe, David,lél.
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In other instances fhe readings of two versions agree |
‘substantially with each other and with the play. For.such' !
passages I have given the reading of the version which hag |
‘been chosen for some passage preceding or following tée one
'in guestion. In this way I have (unintentionally) di&ided
up the extracts into three neat divisions:
" Bishops' Bible: II Samuel, X1, X11, X111l

Great Bible : II Samuel, X1V

Genevan Bible : II Samuel, XV, XV1, XV1l, XV1ll |
éBut the passages have been arranged in the order in Wﬁich
‘they occur in the play. I have noted variants betweeﬁ the
|different versions when they touch upon the reading ié the
‘play. The second book of Samuel is given as II Kings in
the running titles of Bishops' Bible, but not consistently.
fo avoid confusion I have headed all extracts 'II Samuel'.
The verse numbers have been supplied to extracts fromﬂthe
Great Bible in square brackets, being the corresponaing

verse numbers in the Bishops'! Bible. ;

11.237-246 Bishops'Bible II Samuel,X1l 26-28 .
Icab.Here take him with thee 26. Then Ioab fought against Rabba
then, and goe in peace, of the '

And tell my lord the King children of Ammon, and toke the
that I haues fought citie of the

Against the citie Rabath kingdome. 27. And Ioab sent

with successs, messengers to

And skaled where the royall Dauid,saying: I haue fought
pallace is, 240 against

The conduit heads and all Rabba, and hauwe taken the citie
their sweetest springs, of waters.

Then let him come in person 28.Now therefore gather the rest
to these wals, - of the people

With all the souldiers he together, and besiege the citie,
can bring besides, that thou mayst

And take the city as his owne take it:lest I take it,& 1t be
exploit, - called a.fter

Least I surprise it, and the wmy name
people giws

The glory of the conduest to

my name.

111.448/
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11.448-459

'Vrias.Thy seruant Ioab
| fights the chosen wars

{With truth, with honour, The Genevan Bible has for the

and with high successe, last part of verse 28,

And gainst the wicked King 'lest the victorie be atitributed
‘of Ammons sonnes, 450 to me!'; The :

Hath by the finger of our Great Bible gives: 'lest I take
souereines God, it, and call ,

' Besieg'd the citie Rabath, it after my name!,
'and atchieu'd

The court of waters, where
the conduits run, -
And all the Ammonites
‘delightsome springs:
‘Thezefore he wisheth Dauids
mightinesse

Should number out the host
of Israel,

And come in person to the
citie Rabath,

That so her conguest may be
made the kings,

Aud Icab fight as his
inferior.

11.746 - 753

David. Now armes, and
warlike engins for assault,
Prepare at once ye men of
Israel,

Ye men of Iuda and Ierusalem,
That Rabba may be taken

by the Xing,

Least it be called after
Ioabs name, 750

Nor Dawids glory shine in
Syon streets,

To Rabba marcheth Damid with
his men

To chastise Ammon and the
wicked ones. Exeunt Omnes.

Though the passage is not closely paraphrased

it is used

three times in the play. The phrases used in the first

two speeches are similar.

< S
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| 1,281 the conduit heads and the springs ar e added by |

Peele, who uses them again in 11, L55-L |

1.245 'besides' is used to fill up the line, making it
| strongly end-stopped, ;
i11.2h5—6 These lines seem to follow the reading of tﬁe
; : Bishops' Bible  verse 28, (o5 e 1R 7u9—5o =

§11 TL9-50 These lines follow nhe readlng of the Blsﬁops‘

i Bible, verse 28, : : ‘

[l 278-282 Bishops' Bible, 11 Samuel, XIII, 5
élona Thus it sall be, lie downe Ionadab saide vnto him,
vpon thy bed, Lay thee downe
Falnlng thee feuer 31c;e and ill on thy bed, and make thy
at ease, selfe SlCKG And
And when the. Klng shall come to when thy father is come
3 visit thee, 280 + to see thee, saye vihto
D351re thy sister Thamar may be him: I pray thee let my
- sent sister Thamar come,
To dresse some deinties for thy and geue me meate, and
maladie: dresse it in my

: syght, that I may see it
j : and eate if of (her

' hand,
| The Genevan Bible gives a reading closer to the play: |'And
Ionadab said vnto him, Lye downe on thy bed, and make thy

selfe sicke: and when thy father shal come to se thee,

| say vnto him, I pray thee, let my sister Tamar come, gnd

%giue me meat, and let her dresse meat in my sight, that I
i'ma.j,r gse it, and eat it of her hand,' |

This 1s an example of the way Peele adhereg to tﬁe
original in his paraphrase, Longer passaes which areiclosely
!paraphrased are II Samuel, XII, 1-6, 7-12 (Bishops!' B%ble),

: ; 1
. 278 The reading would seem to follow the Genevan version,

s also k,280, but the evidence is not conclusive,

1279/
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| the line,
13, hil-y3h

j{Ja I am content, then graunt ay
lord the klng
Hlmselfe with all his other loxds
. would come
Vp to my sheepe feast on the
plaine of Hazor,
Q& Nay my faire sonne,

. with-all my lords
U&ll bring thee 00 much charge,
yet some shall goe,

Agg. Byt let my lord the king
' himselfe take paines,
Tre time of yeare is pleasant |
| for your grace, 420
And gladsome Summer in her shadie
! robes,

crowned with Roses and with
planted flowers

ny selfe

Wlth atl. her nlmpns shall enterteine

lord,
That from vhae thchet of my
verdant groues,
Will sprlnskle hony dewes
. about his brest,
And cast sweet balme vpon his
. kingly head,
Then grant thy seruants boone,
E and goe my lord,
Deu. Let it content my sweet
! sonne Absolon,
Thet I may stay and teke my other
lords, _
But shall thy best beloued
Ammon goe?
Dau. What needeth it that
f Agpmon goe with thee,
Abs, Yet doe thy sonne and
| seruvant so much grace,
Dau, Apmon shall goe, and all my
| other 1ords,
Bécause I will giue grace to
Absolon,

144 /

1, 279 *i1l at easge! repeats ' feuer sicke! and fills up

130

. Genevan Bible: 26,

|

i
Bishops' Bible II Samuel,

X111 24-27 |
2lt, And came to the|king,
and saide; Beholde,
thy seruaunt ha b sheepe
shearers, I
pray thee that the king
with his seruauntes
come to thy seruaunt 25, The
king
aunswered Absalom:
sonne, I pray
thee let vs not go-
lest we be
chargeable vnto thee,
Absalom laye |
sore vpon him; howbeit he
. would not
go, but blessed him,

Nay ny
all,

And

26, Tnen saide Absalom: but
I pray thee

shall not my brother Ammon
go with vs? |

And the king aunswered him:
what neeaeuh'

it that he go with thee? 27,
But Absalom

made such instaunce,
let Ammon !

& all the kinges chilldren go
with him,

thet he

| And the
King answered him, Jpv shulde
he go with thee?

Great Bible: [26] Then sayd
Absalom: YT thou wilt not
come, then let my brotLer
Amnon go wt vg, |
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i it
1. L1Y 'content': Peelée seems to be fond of the word. |I%

“: ocours again in 1, 428, At the end of the play, after

Absolon's rebellion, David still thinkslof'sweet Aba?lon’

|

as'the image of content' (1,'1765) cf, also 1,973,

li,k19-26: enlargement on 'And Absalom laye soTre vpon ﬁim.k
i The images are fresh, as sometimeg in Peele's plays, more

often in his poems, 1,419 'Bui let my lord the king! and

1,427 'grant thy seruants boone': these impersonal

references are found in the original, verse 2l,

Bible

1L,030-1; 1,431 follows Bishops' verse 26 (also Great Blble)
|

| 1.130 follows the construction of Bishops' Bible; '#hg
1 |

best beloued Ammon", a very skilful touching up of f?y

brother Amnon' in the original, i

¥

1i.h86—h95 Bighops' Bible II SaggeliIXI,
| . |
Vriag, The King is mush too Vrias aunswered Dauid: The
; tender of my ease, : arke, :
The arke, and Israely and Iyda & Israel, and Iuda dweil in
dwell
Im pallaces, and rich paullllona, pauilions, and my 1or%e Ioab
and the
.t Ioab and his brother in seruantes of my borde abyde
the fields, in the open
Sufferlng the wrath of Winter fieldes, and shall I qnen go
- and the 8Sun; 490  into myne
And shall Vrias (of more house, to eate, and dnlnke
shame then they) & lye with ;
Banavet and loiter, in the my wyfet? By thy lyfe; and by
2= worke of heauen? the lyfe of
As sure as thy soule doth thy soule, I will not do
liue my lord, this thing,

liine earee shall neuer leane
to sueh delight,
When holy labour cals me forth
to fight,
Great Bivle:; .... my lorde Ipab and the seruauntes bf ny
lorde lye vpon the flatt erthe, Tpe Genevan Bible has 'tents!
fdr 'paunilions',

11,487-9; The/
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Ll. 187=9:

i pallaces, and rich paulllions':
I

gynonymous exXpressions for one,

The Bishops!': Bible reading is followed, 488:
use of two mnearly

nge Peele does not

1In

seem to have caught the sense of the original in enlarging

Vrias:

14091

|

original,

1. 637-657
Mhthan‘ Thus- Nethan saith vnto his
Lord the King:

There were two men both dwellersg in

one towne,

The one was mlgnty and exceealng
rich

In Oxen, sheepe and cattell of ©6LO
the field,

The other poore hauing nor Oxe,

| nor Calfe,

NOr other caltell, saue one
little Lambe,

Waich he had bought and nourisht
by the hand,

ﬁﬂd it grew vp, and fed with him
and his,

And eat and dramke as he and his
were wont,
And in his bosome slept,
to liue
ks was his daughter or his
deerest child,
There came a stranger to this
i wealthy man,
And he refus'd and spar'd to
! teke his owne,
Or of his store to dregsé or
| make him meat,
But tooke the poore mans sheepe,
partly poore mans store,
And drest i¥ for this strangar
in his house:
Nhat (tell me) shall ba@ done to
him for this?
_ﬁ_" Now as the lord doth liue,
. this wicked man
Is/

and was

650

. geems to be that it is a time of crisis,
|

upon the splendour of the pavilions, when what is meant

reference to himself by name, not in Eh%
|
|
!

Bishops' Bible, II Samuel,
YIT 6 —

onk,  There were tw01°en in one

citie, the one rich,
& the other poorel 21 The
rich man had!

exceeding many sheepe and
oXxen: 35, But

the poore had nothing saue
one litle T

sheepe, which he had bought
and nouryshea

Vp: And it grew vp with

nim and with|his
children also, ané did eate
of his owne |
meate, and dramcke of his
owne cuppe, &

slept in his Dosome and
was vinto hlml
as his daughter, |lI., And

there came ai
straunger vanto the-rich
man, and he spared
to take of nis ownhe sheepe
and of his owne

. oxen to dresse for y©

straunger that was come
him: But toke the
poore mans sheepe,
and daressed iY¥ for the man
that was come 1O

5. And Dauid wes
exceeding wroth

VOGO

him,

with the man, andgside

to Nathan: As the
|
|
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Is iudgd, and snall become the Lorde lyueth, the man that

child of death, ~hath done this

Foure fold to the poore men shall thing is the childe pf death.
he restore, 6. He shal restore

|That without mercy tooke his the lambe foure; “olde,
lambe away, because he did Ghis thyng

(646 1lius, editors read 'him',) and had no pitie,
| .
Genevan Bible: 4. ... vnto the rich mf, who refused %o

bake of his owne sheép€... 5 ... the mf that hathe done| this

(thing, shal surely dye,

Great Bible: [L4] ... cam a szfaunger vato the ryche m&, And

- - I
he coulde not fynde in hys heart to take of hys awne sPepe...

{ The passage is gollowed very closely by Pecle, bu% the
%araphraée is characterized by end-stopping, filling u# of the
ﬁine with unnecessary words, and the uSe of two words in
place of one,as in: 1,640, 'Oxen, sheepe and cautell'é
11,641-2 'nor Oxe, nor Calfe, nor other castell', 11,6lli-5
tand fed with him and his, And eat and dramke as he ang his
%ere wont', 1, 67 'his daughter or his deerest child'
1.649 trefus'd and épar'd to take his owne', 1,650 'to
Gresse or make him meat', In each instance a word or

expression is added to the one already in the original,

ﬁ, 619 trefus'@' is found in the Genevan, 'spar'd' in|the

? Bishops' Bible, (verse L) |

il,th-S"this'wicked man Is iudgd': Peele's addition,g

él cleverly echoed by Nathan's reply in the next |
speech (1,658) '

1,655 'child of death! follows the Bishops' Bible, verse 5,

(also Great Bible)

11, 656-679/
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11, 658-679

i ath, Tpou art the man, and thou
| hast iudg_d thy selfe,
..Daula, thus sayth the Lord vhy

God by me:

the man:

|

Bishops' Bible II Samuel,

XII 7-12

{. And Nathan saldé to

Dzuid, Tnﬂu'jrt
Thus saith the
Lord God ofllsrael

I thee annognted King in Israel, 660 I annoynted thee klna ouer

And sau'd thee from the
tyranny of Baul,

Thy maisters house I gaue thee
to possesse,

His Wiues into thy bosgome did
I giue,

gnd I,da and Ierusalenm nltnill

And might (thou knowst) if this
had ben too small,
Hﬁzﬂ giuen-thee more,

Wherefore then hast thou gone
so far astray,

And hast done euill, and sinned

| in my sight?

Vrias thou hast killed with the

i sword,

o8 with the sword of the

’ vacircumcised

Thou hacthim slaine, wherefore

| from this day zortn,

The sword shall neuer goe from

| thee and thine:

or thou hast tane this

Hethites wife to thee,

qurefore behold, I wil (saluh
Iacobs Goa)

In thine owne house siir eulll

‘ vp to thee,

Yea I before thy face will take

! thy U1ues,

And giuve them to thy neighbour

i to possessel

Thls shall be done to Dauid in
the day,

That® Israecl openly may see thy
shame,

670

Tbc/

IsTagl, and
ryd thee out of % Pe hand
of Saul, 8,|I
gaue thee thy malsters
house, and thy maisters

wyues into thy bosome, and
gaue thee |
the house of Israel and of

Inda, and L

might (if that had ben 10
1it1€ haue

geuen thee so muche more,
9. Wherefore

then bhast thou despised
the commaundement

of the Lorde to do euill
in his sight? Thou

hast kild Vrias the Hethite

with the sword,

tak en his yxe to
thy wyfe,; a d
hast “slaine hlm with the

& hast

- sword of the children
of Ammon, 10, Now| therefore,
the sword
ghall neuer depart from
thyne'hquseQ beecause

thou hast desplseq me, and
taken the wyfe |

of Vrias the Hethite to be
thy wyfe, 11,

Wherefore thus saith the
Lorde: Beholde, I

will stirre vp euil

against the, euen

~out of thyne owne.house,

and wyll take

thy wyues: before thyne
eyes, and gaue

them vnto thy neyghbour,
and he shalll lye

with thy wyues in the sight
of this sunne.

12, For thou diddest it
secretly: but I wil do

this thing pefore al Israel,
and in the Qpen sunne
lyght,
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The Great Bible has the saume reading for the above

passage with the exception of verse 9, wnere it has 'to

do wyckednesse' for 'to do euill', The latter reading

(Bishops') agrees with the play. The GenevanBible
§differs in many places from the above and from the play,
It has for XII, 8: 'And gaue thee thy lords house, and

thy lords wiues into thy bosome, and gaue thee thechouse

|rof Israel, and of Iudah, & wolde moreouer (if that had,

?ene to litle) haue giuen thee suche and suche things,

|
=1

*1t omits the connectives which Peele seemsuto be fond‘

%f: 9. 'then' is omitted after 'Wherefore!'; 11, the

opening word 'Wherefore'!' is omitted, (The‘play has both
| . = |

connectives,) It also has 'raise' for 'gtirre' in verTe
L1

|
i The passage is closely followed by Peele,

1, 658 'thou hast iudgd thy selfe': Peele's addition,

echoes 11, 65L-5

: |
11,659-66 follow original (verse 8) very closely, but words

are ‘inserted to fill out the line, as in 11.662,3,l,5,

1,666 has only two feet but is probably correct since

. i . A > = T
there is nothing more in the original before 'Wnerefore®

then,..' of the next line,

1,668 the two 'ands' join three phrases more or less

11, 680-693 |

synonymous, cf verse 9 in original,

11,670-1 repetition of 1,669, but is already in the |

original, verse 9,
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|
|
11, 680-693

Douid, Nathan, I haue against

l the Lord, I haue 680
Slnned 0 sinned greeuously,
and loe

From heauens throne doth

l Dyuid throw himgelfe,

And grone and grouell to the

gates of hell, He fals
downe,

th, Dauid stand vp, Thus

i saith the Lord by me,

Daula the King shall liue, for.

| he hath seene

The true repentant sorrow of
thy heart,

But for thou hast in this

! misdeed of thine

Stlrd vp the enemies of Israel

To triumph and blaspheme the
God of hosts,

And say, He set a wicked man

| to reigne, 690

Ouer his loued people and his
Tribes:

Tne child shall surely die,
that erst was borne,

His mothers sin, his kingly
fathers scorne,

Bishops' Bible II_ Samuel,
XI1,| 15-14

15. And Dauid saide| vato
Nathan:; I haue
sinned against the Lord.
And Nathan saide
vnto Dauid: The Lord also
hath put away
thy sinne, thou shalt not
dye. 1ll., Howbeit,

because in doing this deede
thou hast geuen

y° enemies of the Ljyrd a
cause to blaspheme,

the childe that is borne
vnto thee snall

surely dye. :

|

The Great Bible has| 'a caase
to rayle' for 'a cause to
blaspheme’,’ The Genevan
Bible has 'Howbeit because
by this dede thou|hast
caused the enemies of the
Lord to blaspheme_,_

. 680-1 The kind of repetition often found in Pecle, not

in the original,
1L, 683-L

5 original,
|

1@.706ﬂ726

| ter Cusay to Dauid and his
| traine,

eruus, What tidings bringeth
i Cusay to the King?
Cusay, To thee the seruant of
King Dauids court,

An example of alliteration in Peele,

not in the

11, 691 'his loued people and his Tribes’: use of two expressions

for one, not in the original.

Bishops' Bible II Samuel,
. X1I,18-20

18. And the seuenth day the
childe ayed
and the seruauntes bf Dauid
feared to
tell him that the childe was
dead: For
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This bringeth Cusay, as the
Prophet spake,
iThe Lord hath surely striken
i to the death,
The child new borne by that
Vrias wife,
That by the sonnes of Ammon
_ erst was slaine,
Seruus, Cusay be still, the
King is vexed spre,
How shal he speed that brings
this tidings first,
’When while the child was yet
alive, we spake,
And Dauids neart would not be
comforted?
Da,.., Yea Dguids neart will not
be comforted,
What murmure ye the seruant™s
of the King,
What tidings telleth Cusay to
the King?
Say Cusay, liues the child, or
is he dead?
Fg ay, The child is dead,
that of Vrias wife,
Dauid begat,
@a, Vrias wife saiest thou?
Eﬂe child i s dead, then
ceaseth Daulaa shame,
Feﬁch me to eat, and giue ue
Wine to drinke
Water to wash, and Oyle to
* cleere my lookes,
ring downe your Shalmes,
‘ your Cymbals, end your
Pipes ete,

710

720

i
1.709 'This bringeth Cusay!':
' question,

J

they said, beholde, while
the childe wasg yet

alyue we spake vnt
and he would
not heark® vnto ou
how will he
then vexe him self
tell him that
the childe is dead
Dsuid
seing his seruad ©
whispering, pe
that the childe wa
Dauid said
vnto his seruaunte
childe dead?
Tiey saide: he is
20,
arose from the ear
washed and
annoynted himgelfe
cheunged his
apparell, and came
the house of &
Lord, and worshipp
afterward

came to his owne h
bad that they

should set bread bef

him, and he
dyd eate,

The Genevan Bible
essentially the sam
readingsg Great B

And Dauid|

O hym,

T voyce:
e, if we
719, -Bub
es

rceaued

s dead: &
s, Is the
| dead,

th, and
, and

into

he

ced: and

buse, &

ore

}Pas

1Dle:

[19]

.. Dauid sayd vanto hys

seruaunies: 1s the|
They sayde:i

dead?

childe
vyee.

a formal reply, echoing the
Cusay refers to himself by name,

;.717 the 'echo'! effectively brings out David's sulky uua.ue

of mind as conveyed in the original,

David is re

fereed %o

| by name or title rather than with a promoun, 11,717,8,9,

7eLl,3.

%11.538 -850/
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ogb, Hannon, the God of Israel

hath said,

|

Daald the King shall weare that
: crowne of thine,

That weighs & Tslent of the
finest gold,

And triumph in the spoile of
Henhong towne,

hence,
@nd turne them to the tile-kill,
man and child,
Anéd put them vnder hATTOWeS
made of yron,
d hew their bones with axes,
and their liams
fith yron swords dewide and
teare in twaine,
this shall be done to
thee and thine,
Because thou hast defied Israel,
To armes, to armes, that Rgbba
feele reuenge,
And Hannons towne become king
Dauids spoile,

= l-rr — =%

fennon ,

Tpe nparrative account in % he original is cnanged into a

%ureat of what would soon be done to the Ammonites in 1§

play,
|
11, 921-948

Widdow, God.saue King Dauid,
King of Israel,

And blesse the gates of Syon for

| his sake,

Dag, Woman, why mournest thou, °

| rigse from the earth,

Tell me what sorrow hath Defalne

| thy soule,

#iddow Thy deruants soule O
King is troubled sore,

Qna greenous is the anguish of

her heart
And from Thecoa doth thy

-handma 16/
|

840

When Israel shall hale thy people

850

tand cast them into the tyle kylne.

Bishops' Bible II_Samuel
XII H50-31

50, And he toke their
kinges crowng from ofc
his

head (which wayed a talent
of golde, & in it were

pr ecious stones) and it was
get on Dauid

head, and he brought away the
spoyle of the

cltie, in exceeding great
abundaunce,

51, And he caryed gway the
people that wasg

therein, & put tAeﬁ vnder
sawes and vnder

iron narrowes, and|vnder axeB
of iron, & |

chrust them into the tyle—
kyll: “hus cyd he

with all the cities of the
children of Ammon, ..

The Great Bible hast 'and
put th& vpon sawes and
vpon yron harowes, and
vpon axes of yron' etgc.

The Genevan Bible has

he

Great Bible Nuel, XIIIT

,10-11]

[4] And when the woman of
Thekoa had fallen on
her face to the Erounae a nd
done obeyS@unce

she sayde vato uhe'vyng:
helpe me O kynge,

[5] The kynge sayde vato
her: what ayleth the?

Spe answered: I am a wedow,
and myne

husbande is deed, [p] And
thy nqndmayde na&

two sonnes, and tnay two

fought/ |
|
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handmaid come

Dau.Tell me, and say, thou
woman of Thecoa,

'What aileth thee, or what
|is come to passe.

fought together in

the felde, (where was no man to
go between them)

but the one smote the other
and slew hym,

Widdow.Thy servant is a [7JAnd beholde, tné whole kynred

widdow in Thecoa, $30

is rysen

Two sonnes thy handmaid had,agaynst thy handmayde, and

and they (my lord)

Fought in the field, where
ino man went betwixt.

And so the one did smite
'and slay the other.

‘And loe behold the
‘kindred doth arise,

'And crie on him that smote
‘his brother,

‘That he therefore may be
'the child of death,

|For we will follow and
destroy the heire.

So will they guench that
sparkle that is left.

And leave nor name, nor
issue on the earth,

'To me, or to thy handmaids
husband dead. 940
‘Dagid. Woman returne, goe
‘home vnto thy house.

I will take order that thy
sonne be safe,

| If any man say otherwise
then well,

Bring him to me, and I
shall chastise him:

{For as the Lord doth live,
{shall not a haire

‘Shed from thy sonne, or
fall vpon the earth

‘Woman to God alone belongs
revenge,

Shall then the kindred slay
him for his sinne?

The /

they sayd: delyuer

ve him that smote hys brother
that we maye

kyll hym for y© soule of his
brother whome

he slue. We will destroye the
heyre also.

And so they shall quencha my
sparkle which is

left, that he shall stere vp
(to my husbade)

nether name ner issue vpd: yé
erth.[8] And

the kynge sayd vato the woman'
go home to

thyne house, I wyll geus a
charge for the ... _
[10] And the kyng sayd: yf any
man saye

ought vnto the, bring hym. to
me , and he

shall murte the no moare, [111] .....
as sure as =
the Lord lyueth there shall
not one hesre

of thy sonne fall to the
erthe.

~ |
Bishops' Bible:T7... my sparkle
which is left, .
and shall not leaus to my
husband neither
name nor issue vpon the earth.
Genevan Bible:6... and they
stroue together in
the field: (& there was none
to parte them).. |
7. And beholde the whole
familie is risen ...
& shal not leave to umine
housband nether
name nor posteritie...d...Go
to thine house ...
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The speeches in the play follow the readinés of
 the Great Bible and the Bishops! Bible closely. But in
| the passage immediately following(X111l, 13 f£f), the i
Great Bible is followed. |
11.921 - 30 an elaboration of verses 4 and 55 11.925/- 9
are actually superfluous. 11.928 - 9 expand the qu?stion
'what ayleth the?' in the original; 'Tell me, and;say,'
| is characteristic of Peele. |
1.938 'quench that sparkle' is in the original, [71 |
?1.939 follows the reading of the Bishops' Bible, versé T
'1.947 'to God alone belongs reusnge': Pecle's only |
addition in this speech. It is characteristically in
& moralizing strain and gives a definite point to
the speech,which is not found in the original. Thé

woman of Thekoa seizes on the point in the next

speech (1l.953). This is a definite improvement on.

the original.

11 949 - 97 Great Bible II Samuel,X1111[13- 14,18-2d
"Widdow.Well hath King Dauid [13] The woman sayd: wherafore
'to his handmaid spoke, thé
But wherefore then hast hast yu determined such a.
thou determined 950 thing agaynst y© people of
So hard a part against God? For y® kyng doth speake
the righteous Tribes this thyng as one
To follow and pursue the which is fautye, that he shulde
banished, not fett home agayne
When as to God alone, his banesshed.[l4 For we must
belongs reuenge. nedes dye & perysh
Assuredly thou saist as water spylt on the grounde,
against thy selfe, which canot be

Therefore call home againe geathared vVp agayne: Neither
the baniehed, doth God spare any
Call / soule /
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Call home the Banished,
that he may live, ;

And raise to thee some
fruit in Israel.

‘Da.. Thou woman of Thecoa
|answere me,

Answere me one thing I
shall aske of thee,

Is not the hand of Iocab
in this worke? 960
Tell me is not his finger
in this fact?

Wid. It is my lord, his
hand is in this worke,
Assure thee, Ioab captaine
'of thy host,

Hath put these words into
thy handmaids mouth,

And thou art as an angel .
from on high,

To vanderstand the meaning
‘of my heart,

‘Lo where he commeth to
‘his lord the King.

Genevan Bible : 13..
14 /

soule. Let the kyn% therfore
fynde y© meanes, y

his banysshed be not vtterly
expelled frc hym ... -

[18] Then the kyng answered,
& sayde vnto y© wom& :

hide not fro me (I praye ye)
y© thyng y* I shall

aske the. And the woman sayde:
let my Lord y®

kyng now saye on. [19] And
the kyng sayd: Is not

ye hade of Ioab wb the in lall
this matter? The

woman answered, & sayd: as
sure as thy  soule lyusth

wy Lord kyng, there is els

no ma on y€ right

hande nor on y© leaft but las
my Lorde y© king hath |
spoken, thy seruafit Ioab: he
bad me, and he put all |
these wordes in the mouthe

of thyne handmayd,[20] For to
y® intét ybt I shulde alter
my comunicacid, hath

thy seruvalit Ioab done this
thinge. And my Lord is

wise, euf as an Angell of God,
to vnderstand all thynges
that are in y€ erthe.

Bishops! Bible: l}...Wherﬁore
then hast thou thought '
suche a thing against the |
people of God?... 1l4. Forx
we must nedes dye, and are as
wather spilt on
the ground, which cannot be
gathered vp againe:
Neither doth God spare any
person, yet doth he
supoynt meanes that his
banished be not
vtterly expelled from him.
20...And my lorde is
wyse, according to the wisdome
of an angel of God,
to vnderstande ...

. Wherefore then hast thou thoght...

I —
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14... nether doeth God spare anie persone, yet doeth?

; he appoint meanes, not to cast out fré him him that is

| expelled. 20... is wise according to the wisdome of:

an Angel of God to vnderstand ...

- 1.950 'determined' comes from the Great Bible, [13].;

5 1.952 'follow and pursue': the use of two nearly

synonymous expressions, not expanded from the original.

' 1,953 echo of 1.947 in the previous speech, a skilful

| use of the device. }

1 11.955-7 follow the Great Bible, [14].The Bishops' and
Genevan versions give a different senss to the verse.
The repetition of 1L955-6 is frequent in Peels, of.11.958-9

11.958-9 'answere me' is repeated in a manner freguent in
Peele. In this speech of four lines are found twice
tanswere me! and onee 'tell me'! for filling out thé

lines. The two questions (11.960-1) say also the

same thing. s
111.969 - 984 Great Bible II Samuel,X1111[21,22,25]

Dauid, Say Ioab, didst thou [21] And y© kyng sayd unto Ioab:
' send this womwan in beholde, I

'To put this parable for am cdébent to do this thyng. Go, .
. Absalon. 970 and fett home

Iocab. Ioab my lord did bid the childe Absalom agayne..
this woman speake, z1And Ioab

And she hath said, and thou|fell to the ground on his face,
hast wnderstood. ad bowed

Dauid.I haue and am content him self, & blessed the kyng.

'to do the thing, And Ioab
Goe fetch wy sonne, that s%yd' now thy sermaunt knoweth,

‘he may liwe with me. y =
Ioab kneeles I have fouUde grace in thy syght (my

Ioab / Lorde /
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Icab. Now God be blessed Lorde O Kynge) in yb the Eing

for King Dauids life, hath

Thy serwant Ioab hath' fulfylled y© request of his
found grace with thee, seruaflt ,

In that thou sparest

Absolon thy child, =3

A beautifull and faire [25] But i all Israel there
young man is he, was not so

In all his bodie is no goodlye a ma as Absalo, for he
blemish seene, 980 was ver

His haire is like the butifull: in so moch, y?¥ fro
wyer of Dauids Harpe, ¥® soole of his

That twines abcut his fote to y© toppe of his heed,
bright and yuorie necke: there was no

In Israel is not such a blemeshe in him.

goodly man,

And here I bring him to _
entreate for grace. |
Bishops!'! Bible: 21...Behold, I
have done

this thing: Go & bring the
young man

Absalom againe. 22. And Ioab
fell to the ground on his face,
and bowed

him selfe, and thanked tha
king:... 25 But

in al Israel there was nome

to be so muche

praysed as Absalom for beautie
from y© sole ... |
Genevan Bible: 21...Beholie now,
I hamse i

done this thing: go then, &
bring the |

yong man Absalom againe. 22...and
thanked the King. Eg.Eessentially
as Bishops' Biblel,

11.973-4 follow the Great Bible [211,'I am oStent to do this
thyng'. ef note to 1. 414, supra p.!73.

1.977: 'Thy sermant Iocab': this impersonal reference ils in
the original.

_ verse

11.979 £f. The cause of this outburst is to be found in %.25
of the original, C¢f, supra, pgf 'beautifull! in 1.979
follows the Great Bible, and also 1.983 'In Israel is

not such a goodly man '.

11.1090 /
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11,1090-1120

|
|
Dauid, But waerefore goest
|

Thou art a stranger here
| = in Israel,
‘And sonne to Achis mightie
. king of @Gath,
‘Therefore- returne, and
| with thy father stay,
Thou camst but yestekrday,
| and should I now
Let thee partake these
troubles here with vs?
Keepe both thy selie, and
ahl thy souldiors safe,
Lot me abide the hazards
of these armes,
And God requite the
=== fpiendship thou hast
| shewd,
Ith, As sure as Igraels
|~ God giues Dauid life,
|What place or perill shall
| containe the King, 1100
|The same will Ithay share
'in 1life and death.
{Da, Then gentle Ithay be
|thou still with vs,
'A ioy to Dauid, and & grace
|to Israel,
{Goe B8gdoc now, and beare the
larke of God
Into the great Ierusalem
|lagaine,
If I find fauour in his
gratious eyes,
|Then will he lay his hand
vpon my heart
Yet once againe before I
vigit aeath
\Giuing it SuTEﬂng and
vertue to mine eies,
To tast the comforts, and
behold the forme 1110
Of his faire arke, and
holy tabernacle,

But 1f he say ny wonted
loue is worne,
And I have no delight in

' Da_uifg/

Genevan Bible II Samue1;

19. Then said the King &

thoa to the wars with ¥s,l090 the Gittite,

Xv.19-22,
25-28

o Ittai

Wherefore commest thou also with

vs? Returne _
and abide with the King,
thou art a
stranger: departe thou
to thy place,

for

therefore

20, Thou camest yesterday, and

shulde I
cause thee to wander to
I wil go whither I can:

therefore returne
thou, and cary againe th

brethren: mercie
and trueth [be] with the

And Ittal

afiswered the King, and s
Ag ¥° Lord liueth,

& as my lord the Klng 13
in what place my

Lord the King shalbe, wh
in death or life, eu’

day
and go with vs? i

3

Q.

ald,

meth,

ether

there surely wil tny sexuant

be, 22, Then Dauid
sald to Ittai, Qome, and
forwazrde.,.... e
25, Then the Klng sald v
Zadoky Carie the Arke

of God againe into the ¢
if I shal finde

fauour in the eyes of th
he wil bring me

againe, and shewe me [bo
it and the Tabernacle

g0
nto
itie:

e Lord,
the |

aus

nere

thereof, 26, But if he %
gay, I have no ;
delite in thee, beholde;
am I, let him

do t0 me as semeth gooa
his eyes,

lP

(Great Bible: 20, Thou camest but

yesterdaye,
the to day to go wb vgp |

and suu}de I wnquyet

26, But and yf the Lorqe thus
sayey I haue no lust wuto the,

Bishops' Bible, 20,,.

1/

should
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Dawuid now,

Here lie I armed with an
mmble heart,

T!'imbrace the paines that
anger shall impose,

And kisse the sword my lord
shall kill me with,

Then Sadoc take Ahimaas
thy sonne,

With Ionathan sonne to
Aviathar,

And in these fields will

I repose uy selfe,

Till they returne from you
some certaine newes, 1120

I wnquiet thee to day
to go with ws? 26, But if
he thus say, I

haue no lust wnto thee:) |
[l vl

7. The King said aﬂaine wnto

Zadok the

Priest, Art not thou a Seer?
returne into the

citie in peace, & ycurtwo
sonnes with you:

[to wit, ] Ahimaaz thy sonne, &

Ionathan the
sonne of Abiathar.
I wil tarie

in the fieldes of the wildernes

wntil there come some worde
from you to be tolde me. !

The words and phrases in this passage aTe mostly-

Icarried over into the play, but the arrangement of cl@uses
and sentences is altered with advantage.
well=constructed and coherent.

and compressed the dialogue in the original in writiné them.

It is not a close paraphrase and thus the verse is not

;completely end-stopped.

11,1091-% 'Thou art a stranger!,
| rearrangement of verse 19 in original with expanéion.

11.1094~8 rearrangement of verse 20.

‘returne thou!

11,1099 -1101 Skilful péraphrase and compression of verse 21.

1.,1109 !'strength and vertue', use of two expressions for one,

not in original.

'Therefore returne! éto,

The repetition of

in the original is omitted.

1. 1113 follows the Genevan Bible, verse 26.

1. 1145-1157/

28. Beholds:

The speeches are

Peele has carefully expanded

2
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Sl

1, 1145-1157

| Da. No Cusay no, thy presence
i vnto me,
Will be a bur then

tender thee,

Anm cannot oreqce
- Dauids sake:
But if thou turne
, Ierusalen,
And say to Absalon, as thou
hast been
A trusty friend vnto his
fathers seat,
So thou wilt be to him, and .
call him King,
Achitophels counsell may be
ﬁh brought to naught.

lhen hauing Sadoc and Abiathar,

since I
thy sighs for

to' faire

1150

|

All three may learne the

| secrets of my sonne,

endlng the message by
Ahimaas,

And friendly Ionathan, who

_ both are there,

Then rise, referring the
successe O heauen,

ST Vnto whoae Dauil
g0 wo me,
thou shalt be a bur

me,

3k, But if thou retu
the citie,

Absalom, I wil be T
o King,

(as I haue bene in

Genevan Bible, II Saﬁuel, XV.33-36
: |

B
I

said.

q” If thou

tﬂen vnto

urne %o

@qE say vnto
Y

4 gseruf %,

tlme

past thy fathers

scruant,
thy seruant)
meiest bring me the
of Ahitophel
35,
not there wit
4a.Gok and Abiathar
therefore

noght.

x -1
g0 wil I now

And haj

e
then y4
counsel
ife)

st thou
h thee .
tae Priests?

Whatsoeuer thou shalt hear e

out of the Kl
house, thou shalt s
Jadok and Abi
the Priests, 36, B

o]

ewe to
étnar
eholde,

there are with them
their two sonnes, Ahimeaz

Zadoks [sonne
Ionathan Abiathars

by th& also s
ye soend me euerie

that ye can b

Bishops' Bible 34!

X=ms thus long ben
thy fathers seruaun

and
sonne:]
=
thing
eaTe,
}
|
B )

t, so am I

nowe thy seruaunty,

thou mayest for my

-::a:K e

cdestroy the counsel of

Ahithophel, {also G

"eat Bible)

As with the preceding passage (II Samuel; XV, 19—22, 25-28)

the paraphrase here is rather freer and more skilful

many previous passsg es.

1,114%5 'No Cusay no':

this trick is Pecle's own,

1,1152 follows the Genevan Bible, verse 3l.,

ﬁ11243-1260

o Y i
oll&a&n

in

... as I haue
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|

41, 12).8-1260

AChi: Let me chuse out twelue

|  thomsand valiant men,

And (while the night hides with

| her sable mists

The close endeuors c:*;;xm.l:l.n,__a

| souldiers vse)

1 will assaulit thy diseon-—

. tented fire,

And waile with weaqmesse of

their wearie armes,

Surcharg”d with soile Go shun -
tﬂy suadai ne power,

lhe people flie in huge

| digordred troupes”

To saue their liues, and leaue

| the King alone,

Then will I smite him with his

| latest wound,

And bring the peOple to thy

| feet in peace,

Abs,.Well hath Achitophel

| gluen his aduise,

Yet let vs heare what Cusay

| comnnsels vs,

whose great experience is
well worth the eare.

(1251 fire; editors read

'gire!
(ef,11,1313-1325,1h20-113%2)

1250

1260

11.1249 - 50/

Genevan Bible II Samuel, XVII,
1=5

1, Moreouer Anhithophel said to
Absalom,

Let me chuse out now
thousand men,

and I wil vp and follpw
after Dauid this |

night, 2, And I wil come vp8

twelue

him: for he
is weary and weake handed: soO
I wil

feare him, and all the
people yU are with
him, shall flee, and [
smite the |
King onely’, 5, And I wil
bring againe !
all the people wvnto thee,
[&] when all shal
returne, (the man whome thod
sekest [belng Rt
slaine]) all the ;eople shalbe
in peach:.
L., And the saying Dle&sed
Absalom wel,
and all the Elders of
Israel, 5, Then said
Absalom, Cgll now Hushail the
Archite also, &
let vs heare llkew1se{what he
sayeth, {

e

Bishops Bible, 2, And I wil
come vp8 Rim whyle

he is weery and weake | handed,, .

Gpeat Bible: [1] . | folow

after Dguid '

by nyght [2] ...
werye and ,

weake handed, and wyll feare
hym:..[3.] and

will bryng agayne all|the
people vnto tne, ;

euen as eawely as yf I wolde
bring i

anye other thing, And whan I

haue slayne ;

man whom thou sekest, all

ye people

shall haue rest.

whyle he is
|

the
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ﬂl.lEhB—ﬁO Peele's eiaboration

él. 1251 'discontented’,
| to 1,hlli, supra, p.173.
1 1261-1292

il

Qus,Though wise Achitophel be
much more meet
To purchase hearing with my
lord the King,
For all his former counsels,
then my selfe,
Yet not offending Absolon ox
| him,
Thls time it is not good, nor
i worth pursute:
For well thou knowest thy
' fathers men are sirong,
Gnaflng as shee beares
' ‘fobbed of their whelpes,
Besideg the King himselfe a
| vaeliant man,
Tgaind vp in feats and
stratagems of warre,
End will not for preuentlon a2
of the worst 1270
Lodve with the common souldiers
| in the field:
But now I know his wonted
: policies
Houe taught him lurke within
; somre secret caue,
Guamded with all his stoutest
souldiers,
Which if the forefront of his
{ battell faint,
Will yet giue out that Absalon
doth flie,
And so thy souldiers be
i discouraged,
Dauid himselfe withall,
angry heart
Ils as a Lyons, letted of hig
: 'WEﬂke
Wlll fight himselfe, and all
his men to one,
Before a few shall vanguish
him by feare,
My counsell therefore, is with
Trumpets sound
T/

whose

note use of 'content', cf, note

1280

Genevan Bible II Sam e{g XVII,
ﬁ—i

7. Hushai then answered vnto
Absalom, The I

counsel that Ahithophel hathe
giug, is not good

at this time., 8, For|, said
Hushai, thou knowest

thy father, & his men, that
they be strong

men, & are chafed in minde
as & beare

robbed of her whelpeg in
the field: also thy

father is a valiant W&IIlﬂlr,
and wil not |

lodge with the people, 9,
Beholde, hé is

hid now in some caue), or in
some place: '‘and:

thogh some of them bg ouer-
throwen gt the firgt,

yet the [people] qnal heare,
and say, The

people that followe ﬁosalom,
be ouerthrowen, i

10, Then he algo that is valiant
Whose heart 1is ;

as the heart of a 1lon qhal
shrinke and faint: |

for all Israel knoweth &hat
thy father is

valiant, & they \Alch be w1tn
him, stowte men,

11, Tperefore my counhsel'is,
tha all Israel

be gathered vnto thee,
Dan euen ©o

Beer-gheba as the sand of
the sea 1n nomber, |

and that thou go to battel
in thine ,

owne persgoneyull,; So shal we
come vpon him

L01]

from

in some place, where|we shal

finde him, and we
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To gather men from Dan to Bersabe, wil vpon him as the dewe
i falleth on thel

That they may march in number ground: and of all the
E . _like sea sands, men that are with
IThat nestle close in anothsrs him, we wil not leaue him
| necke: one, 13, Moreoter
Bo shall we come vpon him in our if he be gotten into a
’ strength, - citie, then sial all the
Like to the dew that fals in men of Isrgel bring ropes

ghowers from heauen, to that citie, and
And leaue him not a man to we wil draws it into the

- march withall, riuer,vntil thezre Dbe
Besides if any citie succour not one smale stone found
s 5

him, - 1290 Fh Te. ‘

The nnmpers of our men shall Great Bible: [8].| Thy father
fetch vs ropes, is a mf also practised
And.we will pull it downe the in warre, & maketlh no tarieng

: riuers streanme, : w' y° people, |

That not 2 stone be left %o [q]jBeholde he lurketh now im

| keep® Ve out, _some caue, or in some

(1290 annmbers, editors read other place,..[le].. euen as

: ' mambers! ) thicke as the dew falleth on
; the grounde,..[13] .. ¥f he

| (of.11,1315-1325, 1420-1L32) be go_tt&€ into|& towne.,,

Bishops' Bible: 8{. Tnhy
father is a man also
practised in warre, snd wil
- not lodge with{t he people,
15... 1T he be gopten into
a. towne

11,1261-5 an el boration of verse 7 in the oratorieal manner
found in the speecheB in Arraignment, This manner| is

certainly Peele's own,

1,1267 +the image comes from the original, verse 8

111,1268,71 seem to follow the Genevan Bible, verse 8,

1,1269 elaboration of original (verse 8) with a qualifying.

phrase. The line is filled up with two nearly synonymous
]

expregsions, ,

%’1.1275 'lurke', the Great Bible has 'lurketh', [9]

11, 1278~9 a lion's heart: in the original the image Gescribes

|, ‘the imaginary valiant soldier, not Dyvid, verse 10,

1.3282/
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1.1282 'My counsell therefore, is':

B
11.1284-5 the image in the original

| making it end-stopped.

for the falling of the dew,
1,1556-1576

- Semeil, Come forth thou murtherer
and wicked man,
The Lgrd hath brought vpon thy
| cursed head
Tme guiltlesse bloud of Baule and
I all his sonnes,
Whose royall throne thy basenesse
2 hath vsurpt,
And to reuenge it aeepely on thy
: soule, 1560
The Lord hath giluen the kingdome
to thy sonne,
And he shall wreake the traitrous
! wrongs of Bgule,
Euen as thy sinne nath still
importund heauen,
S snall thy murthers and
F adulterie
Be punisht in the 31ght of
| Israel,
As thou deserust with bloud, with
' death, and hell,
Hence murtherer, hence, he
ihrew at hiam,

=

Abig, Why doth his dead dog

I curse my lord the King,

Let me alone to take away his
head,

QQ Why medleth thus the son

of Zeruia 1370
Tq interrupt the action of our

God?
S:;mef/'

|

igalready in the original, ‘verse 11.

upon, The qualifying clause (1,1285) completes a 1i

| a@@ition 'in showers from heauen' is sarely too much

this orator's phnase

(verse 11) is enlarged

Genevan Bible

ne,

41,1287 +the image is int he original, verse 12, Peceld's

ifor

muel,

XVI.|[-12

T. And thus said 8

imei when

he cursed, Come
forthe, cous loruhE thou

murtnerer ang

wicked

man, 8, The Lord hathe
proght vpon mhee all

the Blood of the hb

use of

Saul, in whose stead

thou hast® re&gned:l

and the

ord hathe deliuered
the klngaome into Fne hanﬁ
of Absalom thy .
sonne: and beholde, thou

art taken in
wickednes, because

art & murthere

{Bishops' Bible: Lo

thy

thou
:r. :

thou

bloodsheder, anu thou

man of

Belial, 8..Denoiaa, thou

art come to thy mischiefe,

because

thou art a olooasnedel)(a;ao
Great Bible,) |
9. Then said Abishai the

gonne of Zeruish vnto the
tqis dead

King, Why doeth

dogge curse my lord the

King? let me go, I pray thee,

and take awav
head. 10, But the

nis
King said,

what haue I to
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'Semei wseth me with this do with you, ye sonnes of

| Teproch, : Zeruiah: for he curseth; |

| Because the Lord hath ewen because the Lord hathe

' sent him to reprous bidden him curse Dawid:

'The sinnes of Dawid, who darre then say, wherefore
printed in his browes, hast thou done so? f

With bloud that blusheth
for his conscience guilt;
Who dares then aske him
why he curseth me?
11.13%99 - 1407 (Bishops' Bible:9... let me
- go nowe, and take of the
' Dawid.Why should the sons head cf him) (also Great
of Zeruia secke to checke Bible)
'His spirit which the Lord 1l.And Dauid said to Abishai,
' hath thus inspir'd: 1400 and to all his

' Behold my sonne which seruants, Beholde, my sonne

| 1issued from my flesh, which came out of

With egquall furie seekes mine owne bowels, seketh my
to take my life. life: then how

How much more then the muche more now may this sone
sonne of Jewini, of Iemini? Suffer

Cheefely since he doth him to curse: for y®© Lord ?

nought but Gods command, hathe bidden him.
It may be he will looke 12. It may be that the Lord

on me this day will loke on mine
' With gracious eyes,; and affliction, and do me good'
for his cursing blesse, for his cursing this !
'The heart of Dawid in his day, i
bitternesse. '

(Great Bible:[11]...which came
of myne awne body¢..
[12] haplye the Lorde wyll|
loke on my wretchednesse...)
?1.1356 'mirtherer and wicked man', the phrase is in
the original (Genevan Bible, verse 7) : =
1,1357 = 9 'thy cursed head' 'The guiltlesse bloud!
!Whose royall throne' (also 1.1362 'the traitrous
wrongs!) the adjectives areuwsed to fill out the line.

1.1369 'take away his head', follows the Genevan Bible,

verse 9.

(11,1554 /
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11.1554~1569 . Genevan Bible II Samel,XV111,10-14
Sould.My lord I saw the 10. And one that sawe it, tolde
| young prince Absalon Ioab, saying,
{Hang by the haire wpon a Beholde, I sawe Absalom hanved
shadie oke, in an oke.
‘And could by no meanes 11, Then Ioab said unto the man
. get himselfe wnlosde, that tolde him,
Ioab.Why slewst thou not And hast thou in dede sene?
the wicked Absalon, why the didest
That rebell to his father not thou there smite him to
and to heawen, the grounde, & I |
That so I might haue wolde hawe giuen thee ten |

giuwen thee for thy paines [shekels] of siluer,
Tenne siluer sickles, and and a girdle? 12. Then -the

a golden wast, 1560 man said wnto

Sould. Not for a thousand Ioab, Thogh I shulde racerne

" sickles would I slay athousand [shekels]

The sonne of Dauid, whom of silwer in mine hand, yet
his father chargd, wolde I not lay

Nor thou Abisay., noz the mine hand wpon the Kings sonne:
sonne of Gath, for in our

Should touch with stroke hearing the King charged thee,
of deadly violence. and Abishai, |

The charge was giwen in and Ittai, saying, Beware,j
hearing of ws all, lest anie [touchel

‘And had I done it, then the yong man Absalom. 13. If
I knew thy selfe, I had done it,

Before thou wouldst abide [it had bene] the danger of
the Kings rebuke, my life: for nothing ;
TWouldst have accudd me as ocan be hid from the King: yea,

a man of death. thou thy selfe

Ioab.I must not now stand woldest haue bene against me.
trifling here with thee, 14. Then
s said Icab, I wil not thus t&ry
\!rlth thee . e 1
|
Bishops' Bible: 10...I sawe
Absalom hange in an oke.
1l...ten sicles of siluer
and a gyrdle ...
Great Bible: [10]...hange...
[11]... ten sicles of
siluer «..L12]...For we
hearde with oure sares
wh€ the kyng charged the,...
[14] ... I wmay not
stand thus taryeng wyth the.

Any version may have been used for this paraphrase.
I note the filling out of lines with words not in the:
original: 1554, young prince, 55, shadia; 57, wicked
(followed by & qualifying phrase, 58) 59, for thy paines.
Bt / |
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But this cannot be avoided in a close paraphrase.

11.1863 - 1884 Genevan Bible,II Samuel,XV11i1,25 - 33
Mess. My lord, thy serwamts25.And the watcheman cryed &
" of the watch haue seene tolde
One running hitherward the King. And the King said,
from forth the warres. If he be alone,
Dauwid.If hee bee come he bringeth tidings ..

" alone, he bringeth newes.
Mess. Another hath thy : '
. serwant seene my lord, 26.and the watcheman called
‘Whose running much resembles wnto the porter,

Sadocs sonne. & said, Beholde, [anotherJ
Da. He is a good man, and man runneth
good tidings brings. alone. And the King said, He
also bringeth tidings. |
Enter Ahimass. 27. And the watcheman said,
Me thinketh the
Ahin. Peace and content running of the formest [13]
. be with my lord the . like the rumiing of '
| King 1870 .
‘Whom Israels God hath. Ahimaaz the sonne of Zadok.
blest with victozry. Then the XKing said, He |
Da.Tell me Ahimaas, liwes is a good man, & commeth |
my Absalon? with good tidings.
Ahim.I saw a troupe of 2d. And Ahimaaz called, and
souldiours gathered, said wnto thegKlng, Peace
‘But know not what the [be wb thee: ] &"fel downe to
twmult might import. the earth Wpd

Daw. Stand by, wntill some his face before the King, and

| other may informe said, Blessed be the :

'The heart of Dawid with a Lord thy God, who hathe shut
happie truth. wp the men that 1lift

vp their hands against my

5 Enter Cusay. lord the King.

Cusay. Happinesse and 29. And the King said, Is
honour liuwe with Dawide °© the yoL_ng man
soule,

Whom God hath blest with Absalom safe? And Ahimaaz
conguest of his foes. answered , When Ioab _

Dawid.But Cusay liwes the sent the Kings serwant, and [mel
young man Absalon? 1880 thy seruwant, I sawe a great

tumulte, but

Cus.The stubborne snemies I knewe not what. 30.. And the

tc Dawids peace, King €aid wnto him

And / Turne /
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And all that cast their

darts against his crowne,
Fare ewer like the young mn Cushi came, & Cushi.

Absalon,
| For as he’ rid the woods
of Ephraim

P s . . . e S e e . e W

11.1925 - 8

Daw. O Absalon, Absalon,
O my sonne, my sonne,

| Would God that I had died

| for Absalon:

But he is dead, ah dead,
Abszlon is dead,

And Dguid liwes to die
for Absalon.

' Bishops'! Bible: 25. If he
be alone, there is
tydinges

in his mouth. 29...1 sawe

a great tumult,
but I wote net what it
Wa.Se

1.1865 seems to follow the

Turne aside, [&] stand here ...
51, And beholde,

said, |

Tidings, umy lord ’

the King: for the Lord haﬁhe
delluered thee this

day out of the hand of all
that rose against thee, |

%2. Then the King said unto
Cushi, Is the yong

man Absalom safe? And Gushl
answered , The

enemies of my lord y®© King,
& all that rise

against thee to do thee hurt,
be as that yong man

is. 33. And the King was mqued,
& went wp to

the chamber ouer the gate, and
wept: and as he

went, thus he said, O my sonne
Absalom, my

sonne, my sonne Absalom: welde
God I had |

dyed for thee, O Absalom, my
gonne, umy sonne.

Great Bible:[25]...yf he be alone,
there is good tydynwes in

his mouth. EES] And Ahimaaz
called; & sayd unto the |

kyng: gocd tydinges, &d he fell..
L29]...I sawe mach adoo,

But I wotte not what it was.

Genevan Bible, verss 25.

1.1868 the repetition of ‘'good! and the balanced construction

are in the original, verse 27. i

1.1874 follows the Genevan Bible, verse 29.

11.1925 - 8 the repetition in 1.1925 is already in the

original, (verse 33),

Peele's addition, the lasttwo lines,

its repetition.

These /

1,1926 is also in the original.

is notable for'
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These extracts can only be regarded as useful in aE
study of Peele's vocabulary or imagery. But thése
aspects of Peele I am not prepared to take up. However,
one conclusion may be reached from the comparison ofi
Peele's lines with their original: Peele hardly evei
goes out of the way to discover unusual or original |
expressions when there is one ready to hand in the

source. In his paraphrase of the Biblical account he

. does not put in unusual words of his own. The same may

; be said of his imagery. With the exception of 11.4é1 -6

| no fresh or striking images of his own are introducéd

into his paraphrase of the original. i
In a few instances speeches have been skilfuily |
expanded or compressed. gf particularly 1090-1120. The
insertions that have been made to make the speeches %cre
intelligible and dramatic are often clever, as in 654 - 5

658, 947, 953. Where the paraphrase is close many

. words have been inserted to fill out the lines. It is
t . |

svidence of Pesle's skill in versification that he uéually

. adheres rigidly to the phrasing and the syntax of thé original.

In this respect, however, the author of the speeches [of

Jonas in Looking Glass does not lag far behind. A féw

gspeeches in that play adhere closely to the account in the

| Bible, as 11.1408 - 24 (Jomah, I.6-9, 12) 11.1477 - 89

(Jonah, II 2 - 9) 11,2202 - 12 (Jonah,IV.10 - 11).

Particularly noticeable is the fact that Peele's many
favourite tricks of style are not found in his paraphrase

of the Bible. From that point of view these extracts are

not very useful.
CHAPTER V:/
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CHAPTER V: Conclusion

-

In the foregoing chapters I have made a survey of the

gtyle of Peele in some of its aspects, Chapter II examines
|

fhe different rhetorical devices found in the speeches @and

%n the verse in his plays, Chapter III is a study of his

#avourite themes and situations and of the principles alccording
%o which he comstructs his plays, Chapter IV lists some
gf his borrowings and'possible borrowings and & ows him,
as 1t wem, at work in paraphrasing passages from the Bible,

The results arrived at along these lines have been set [forth

in the different chapiers, I shall not repeat them here,

I have tried to bring out whai is distinctive of him in each

éf these aspects, but the results are meagre, & s they must
éften be meagre for the work of a minor writer, But t&at
éPeele is original in many points I have tried to bringjout
‘Eand these results can prove, The results also show certain
fine of even minute distinctions between the wrk of Feele
and the work of Marlowe or Greene, but do not justify the

claim of an individualized style for Peele,

Farthe ultimate purpese of such a study even these

ﬁinute distinctions found between Marlowe of Greene and
Peele should be useful, The ultimate purpose of disco?ering
and defining the characteristics of Peele's style is to
fﬁrnish a test for the,identification of plays attriouted
wholly or in part .. to Peele, to see how closely they
correspond to the nharacteristios in Peele's known work,

Bﬁt in this study my concern has only been to supply so*e

carefully/ B




~199-

éarefully assembled dat a which may be used és objective
| _
ﬁvidence for sucnh identificat ion, I have noted here and

fhere the occurrence in amonymous plays of characteristics

gound in Peele, sometimes for the sake of comparison and
illusﬁration, sometimes to show their similarity to Peeie‘s
S mes e identify the anonymous plays,
; The task of identification is indeed a very difficulst
%ne. At every turn in my study I have pointed out the

dangers of regarding some characteristic found in Peele as

peculiar to him alone, I hsve also shown that along

1 |
broader lines dramatic style is not very clearly differentiated

ﬁetween the different pre-Shakespearean dramatists and that
|
ﬁhe greatest care is necessary in any attempt at style

digorimination in their work, This will kmd some students

at once to the conclusion that attempts to discriminate|befween

ﬁhe gtyles of Peele and some other in a possibly coll&bbraﬁe
play or to reclaim an unidentified play for Peele are fhtlle
But for other students who may find this study ob;ectlve and

Jen81t1ve enough for its results tobe used as evldenceiln
;uch tasks I should give the following explanation, Fbr
gny eharacteristic found in Peele I have also given man&
@Xamples from other dramatists, Tpese eXamples are
evidence against exclusive claims for Peele, but they are
ﬁot all of the same value, Those from Tagmburlaine rank
Ilrst in importance, for they suggest imitation by Peele,
ThoBe from Greene are also very important,because they éhow
tnat Greene could as well Ieve written a 81mllar passage
_EE some unlaentlfled play. Those from Lyly's plays and

|

Lpdge'q/
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@odge's Wounds of Civil War are. less imPortaﬁf, being
%&ther illustrations of the usage of playwrights of vhe
%ime, since external evidence does not favour Lyly or even
Lodge as the author or part-author of a large body of
anonymoua plays, Examples from older plays, Gaorboduc
»

%tc., have & similar value, as they are a common source

from which all plays of the time may draw. Tpough the

evidence collected is against any essertion of an

i

individualized characteristic style for Peele, this

evidence_may still be sifted and applied with advantage to

#rguments in favour of Peele's authorship of some

enonymdus play.

| However, great caution must be exercised in the

|
&pylication of the evidence, The results have been reached
krom plays admittedly by Peele, with the exXception of

glcazar, upon which play I have not depended for significant

%xamples. If they are used as a test of authorship, unknown

. l
pfays entirely written by Peele should correspond fairly

clogely to them, more perndps in a few distinctive poi?ts

- - - |
than in a large number of characteristics, Certainly no

| |
pronounced departure from Peele's proctice should be fhund,
e 1 §

Tue problem here is comparatively simple, though ﬂ.lecay
1t will be difficult enough to prove any case conclu81#e 1y,
Dn the other hand if a play shows many characterxstlcs!
hlstlnctlve of Peele and other characteristics entirely
?oreign to him the validity of the method of gpproach é
hill be called into guestion, The only possible

éxplanation is collaboration in which Peele had a Sharé,
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but from the evidence gathered in this study the disentangling

of the exact shares of each cannot go beyond passages
chowing pronounced individual characteristics. In the
case of Shakespearean plays in which Peele may have had
B shafe in collaboration, or im the draftimg or revision,
the discovery of his share is an even more complicated
matter, Tics of style belonging to him, for instance,
will hardly remain after a drastic revision by Shakespeare

or gome other, A great deal of individual judgement musb

enter into the discussion,

Also the evidence gathered from Peele's work is
itself of different degrees of importance, = Evidence Erom
the treatment of themes should be more decisive than that

from rhetorical usage, since he shares the grand manner in

the construction of speeches with the others but deals|with

‘the themes of his plays in his owa way. In eXamining

i

?eele's themes and the way ne deals with them I have tried
1

&0 confine myself only vo what I find in his works, But
!it is clearly something subject to more than one

éinterpretation. In the dramatist it can also be something

éflexible, inviting analysis but eluding consistent
iinterpretation, In a collaborate or revised play the%
Ediffibulty of identifying Peele's hand by the manner ii
which themes are dealt with is increased. All this would
pgain lead to scepticism regarding the discrimination %f
the styles of lMarlowe, Greene, and Peele in unidentifiéd
plays, But 1t is perhaps a step nearer the solution %o

know exactly where we stand in relation to the questioh,
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