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The sim of this study i o subjest the plays of Jobm Iyly to
close oritiesl caalysis in order 1o define the nature of the chemges
wiich take pluoe over the remge of his dvewsatio output, Change may be
due to slupie experimeniation, but 1t may also e the result of a process
of self-eritioisn, or a desire to sxplove uore complately aitustions al-
recdy touched upon; this wore profound change we may oall develojwont,
and 1t is the mark of a writer worthy of serious attestion if he is sble
to sustain 2 oonsistent development.

lyly's texts, on the wiole, are clear and free from eorruption,
but there aro indiontions that scus of the plays have besa revised; In
pasrtioular, [iidaz 1o for a mmber of yessuns uwasatisfactozy, ond 1 have
proposed & thaory of the genesis of this play which allows it %0 be
assessed in its proper stage of Iyly's caresr.

4 pley is an sxperience of the thiatye, not of the printed pege;
in exder ¥ appreciate the uss lgly made of the msdiux of the drama, I
have dizcusesd at length the nature of the stsze he wroie for, and have
pioposed « nethod of production which, I believe, gives to the playn a
tautnens of aotion, and even of symdbolism, of which we would othervise be
unaNare.

iyly's drsmatic technique Devans progressively sore flusat as
b lonrned o wae vith greater effoet the wiial medium availadle to him,
the boy-actors with their peculiarly lizited vocalulary of ssotion, He
moved stosdily towands & wified drvon, with its own strict rales of de-
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loves Yetmorphosis and fhe
synbolinm.

The position of & Court drematiat 4id zot lemd itself to con-
troversy; it need not surprise us that Iyly's attituds to cosmic and
political oxder was comventional, and changed little during his 1ife.
Heny of the plays are ceutred upon a compliinemt t¢ Quess Rlisebeth, and
it is interesting to observe tho vay that lyly made use of basically -
drematic material. Conflict Detween different levels of social order -
pagos, courtiers, aympha, kings and gods - provides drematic interset in
many of the plays, but the snd resuit is aluays, except posaidly in The

Yomen in the ¥oops the msintensnoe of oxder.
Iove is the great theme of lyly's works, and it 15 in his atti-

tude to lowve that we may discover the most consistent and impreszive de-
velopmnt, from comventional courtly love snd the artless love of Apeiles
and Cempesps, to a complex and wwmsusl view of the ifmperfection of humen
love in Bodimion end loves Me'snprpbosis, snd finally to a statemsnt of
passionate rewmoistion in fhe Woman in the Noope
Tae classic atudies of lyly have placed him in the wider
changes of the Elimabethssm poricds 4t is ny oomcarm to tuxn atteation
inward, and to lock for a developmest within the range of Iyly's dremm.

0one & more subtle unity of




This thesis, as far ss I an avare, contains ac material previously
publiaked or writtsa by smother pereon, excopt when due reference is
made in the text., Yo part of this work has besn accepted for the
award of & degree or diplows in any Univeraity,
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The texts of Iyly's plays are wmusually clesr mnd free from
corruption. In format, they are obviously *literary’ texts, for they
are divided formally imto acts and scenes, with the names of the charsc~
ters involved heading each scene, whether they are on stage or not,
There ave few obvious printer's errors in the texts, suggestiag that
either Iyly himself supervised the prianting in some way, taking some
care over the proofs, or alternatively that the printers were sufficient-
ly respectful of the work of the muthor of Buphuag to ensure that extra
care vag taken. Host of lyly's plays hod relatively short stage
histories, ond this asy further explain the semmingly virginal mature of
the texta. 7Those pluys which hod an extended staze hiatory inevitadly
became corrunt as they were wodified to suit changing tastes in produo-
tion, und as suitable topical references were added. Ye may be fairly
cortain, with the possible exosption of Loves Metsmorphoais,'l) tnat

iyly's plays were not subject to this proceas of attrition, not only be-
cause the plays did not hold the atage for long, tut z2lso because they
may well have beem under the directiom of their suthor the whole tin.(z)

(1) Sec p.0,p-T! below.

(2) we cannot be sure of Lyly's precise degree of imvolvoment in the
Psul's boys. G. K. Hamter, in the most recent work published on
lyly, Jobn lyly: The Humanist s Courtier, (london 31962) 14 just-
ifisbly sceptical about Iyly's supposed job as 'Vice-lMaster'of
Paul's, tut that lyly ‘had some measure of comtrol over
Pmal's boys' (p.75).
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We may ssmume, therefore, that Iyly'a texts are to be trusted. For
this reason, howsver, if there are secming inconsistencies in the texts,
they must be tsken seriously, for we cemnot blame them on stage corrup~
tion, foul memumeript or printer's errors. We shall find that, although
mplmvmmmmmm.mm-dmotmm,m-
sumably by lyly himself.

Une further characteristic of the texts of the plays is worth
commsnting on; they are partiocularly retiocent in the smount of informe~
ton given by stoge-directions, with the exception of The Women in the
£oone, which will be dlscussed soparately below.!) 1In tne two parts of
Toxburlaing ~ the only plays by farlows to be published in his lifetime,
and hemce to sacape the extemaive corruption that is s obwious in his
other plays -~ although the texis, like lyly's, are formally divided and
literary in presentation, they are full of picturesgue stage-directions,
pany of which give & fascinating insight into Flisabethan stage techniques
and stage apectacle. In the secomd part of Tapburlaine, where
Temburlaine enters in a chariot drmm by his victime, the stage-direction
roads

Tasburlaine drewen in his chariot by Trebison and Soria with bittes

in their mouthbes, reinse in his left hand, im his right hand &

whip, with vhich he scourgeth them, (2)
is is 2ot an 1sclated exmeple, for Harlowe cleerly had an eye for
spectacular stage-effects, snd wantod his resding sudience to understand
the action fully. Iyly never indulges in spectacle of the kind indiceted

(1) See pe20-2.

(2) c¢. P, Tucker Brooke, The Yorks of Christopher Ysvlowe, (Oxford,
1910), p.120. The direction appears at the head of act IV,
scone iii,
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above, tut even when the action of the play requires some explanation,
Do leaves it to the imagination of the resder. In Kndimiom, for ex-
snple, the restoration of Hndicion‘'s youth (V,114,198), and the meta~
morphosin of Bazoa frow a tres %o her originsl shape (¥,113,284) may be
understood from the text, dut we have no indication of the wammer ia

vhich they were staged. Wwith the exoeption of JRo Womsn in the e
to be discussed delow, 't the most informstive of Iyly's stage-

Phen, act 111, sceme 131, The scense opems
with the dirvectiom *SAPHO im hor bed...* and after lins 36 we arc told
that ‘Shee falleth asleepe. The Curteines drewne.' £. K. Chssbers
mekes the obvious inferemce that the ourteins referred %o are bed cur-
tains, () ut snother stege-dizection from the second part of Tasbur-
laine denmatrates that this may not be =0,

The Arres is drewen, &nd Zenocrete lies in her bed of stats,
Tomburlaine sitting by hers thiwe Phigitiens adout hor bed,
tenpering potions. Thoridasas, Tochalles, Vsumcszsane, znd the
three somnes, (3)
This muggests that the bed was within a larger atructure, curtained off
Wth&’m',mﬁthatthmmnlmmmmuahnwy
bed, all presuoably within the arras. krmﬁmmm“)
I beliove that Sapho was sisilarly ia her Ded within a larger struoture
which was curtained off. hy igly iscluded eo few stage-directicas we

esa only guess. It may be hecsuse b produced the pluys himself and

(1) See p.
{2) Iug Rlissbethwe Stave (iomdon, 1923), wol.lLi, p.33.
(3) Tucker nmm, o, _sit., .95, at the head of il,i.
(4) 3See p.
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hence d4id not include information he could pass on verbally o the
actors, and visually to the sudiemce; but since it is likely that the
mamuscript was carefully prepsred for printing, it msy be that Ilyly de-
liberetely included as little information sbout stage business as he
oould, in the hope that ithe plays would be considered purely as liter-
ature by his readers. He was aiming at s rather different reading
sudience from thoss who, like Marlowe, published plays which hsd been
acted upon tho public stage, It would have been at the public which
was still buying Ruphies, rether than the play-going pudlic, that Iyly's
plays were simed. Although the firat editiom of Alexsnder and

went through thres editions in its first year of publication, ) 1
think it would be fair to say that Iyly's plays wers never populaw

the sense that Tpeburlaine wass they were fashiomable. They would have
had something of a wuob appeal im an age when s nocossary accomplishmont
in polite soeiety was to ‘Parley, Tupmeisss'.(?) 1o sudience of the
socially protentious would probably have regerded as wilgar the kind of
spectacle by which Farlows held the popular stage.

fhres of Iyly's plays, Gallathes, loves Fetaporphosis and
Hides shov some signs of revisiom. Gallathes was published im 1592,
tut 1t vas entered in the Stationers' Register om 1st April 1585, and
vas probably performed at Court o lst Jmusry 1587/8.5) here are

(1) See V. Y. Greg, od. A B

 (Lomdom, 1939-1959), wol.I (1939
(2) “The s Trom the 'Epistle Dedicatorie’ of Hlowst’s 1632 ad-
itiom of the pluys. See, for a fuller discussion of the kind of
popularity that was Iyly's, Hunter, op. ¢it., ch.¥ 'The Yictim of
Fashion',
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some indications that the play was revised for the Court performance,
Re ¥. Bond‘L) potnts out that the part of Neptuns, as it stanis in the
play, is rather unsatiafactory, and J. R. Grown and Hargavet Collier'Z
point out the differsmce between the usual formula of Iyly's title-
peges, 'Played before...', and the title-page to Gellathes, which reads
'As it wos playde before...', suggesting that the formula wus deliberw
ately varied to indicate that this was a revised versmion of the play.
The foroe of this argument is somewhat wesksned when we consider that
Fidag, which hes mch stronger svidemce of revisios, ") has mo swh iz~
dication. Z2rown end Collier also suggest that the remark of the
Astroncmer 'l can tel thee what wether shall be betweene this smd Octo-
Bilia 3 “"4° e Tl e ayaes b
the very day of performance, uung it suitadly high-fiown nonsense.
This would of oourss indicate that this scutence wsm added for the Court
performance. {ps other small point which seems to have beem overlooked
is the significance of the completely irrelevant appearance of feiries in
the sub-plot. Reffe, after a short soliloguy, interrupts himself
Bat what be these?
1 vill follow them: %o hell I shall mot goe, for o
faire faces neusr can hsue such hard fortunes. What dlscke
boy is thia?
Bater the Alcumists boy POTRR, (11,411,5-9)
It looks as if the imterruption originally was caused by the ‘blacke

(1) Ihe Com s of Johm Iyly (Oxford, 1902) wol.II, pp.426-7.
(2) BeleB., I (1956) pp.220-1, *A Bote on the Dats of Iyly's
Gallathes'.

(3) Seep.%ff valow.
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boy* only, but that the fairivs were added to provide extra spectacle
at the Court performance. A reason for the use of fairies is not hard
to find.  Just ons month after Gallathes wes presented at Court, the
Pal's boys perforned Endimion, t) a play in wihich fatries also appeer,
though rather sove relevantly. Perhaps Bodimion was in rehearssl when
Mmpmtd,mmruwmmmm.n
thvnmmthmbmﬂdcantthutnmemhhm
Autlilmuﬁ:tthpm'utaum“pfarpeﬁomatm.
but thet the revision wes probably not very extemaive.

Joves Metssorphouis wes the last of Iyly’s pluys to be pub-
lished (1601), and it differs from the others in {hat its title-page
announces that it was *First playd by the Ciildren of Paules, snd now
by the Chiliren of the Chappell.' The sccepted interpretstion of
ta1s'?) 14 that the play ves performed st Paul's before 1591, when the
Paal's boys wers put down,(>) and revived by the boys of the Chapsl vhen
they resumed acting in about 1600, Jloves Hetssorohosis further differs
from the reat of Iyly*s plays in that there is mo comic subeplot of
cheeky pages; ithe fact that it ia also appreciably shorter then sny of
the other plsys has led to the oonjecture that the sub-plot was cut when
the play was revived. The suggestion that the sub-plot was cut becimse
it contained anti-Sarprelats material is attractive, but it would put
the date of the writing of the play rather later than is usually

(2) See Cuambers, op, git., vol.III, p.416 end Funter op, git., p.SO.
(3) See Bond, op. cit., w1.III, p,298 and Hunter gp, cit., p.82.
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accepted. Iaﬁuofthcﬁnqmtlahalmtfommw
Mxmuwmmmmmunuormw
being involved in the Aurprelate comtroversy.'d I do mot believe
thtitiammtomhapodﬂnmm:hwtthumm
of the revision of loyes i hogis, ut there are at lesst two ine
dications in the text that it has survived in a revised form. Cupid
asmthelhmmtmmthqnutmtthﬁrmlﬂsm.
mawﬂnmumwwumw.utom.mm
scenes later (V,i) Cores complains to Cupid that they have indesd boen
changed. ﬁmu.m,mmofmm,uwm
mmmtnommum-.tmwmmmm
and Petulius seo tham (V,ii). At the hesd of ome scene (V,i), Tirtems
iewﬁﬂﬂ:&mm&%&.hﬁmﬁuﬁl&tmmm
throughout the scens, This, again,msy indicate mome reviaiom, but
aumﬁrtmhamﬂmreunmmm:mulyhmtm
Ceres (ste spesks only two lizes in the play, in II,i), it may be that
sho is there sisply as decoration. ihe poseibility of revision due %o
changes in staging techmiquos is discussed below, 2! wut, on the wiole,
1 believe that Jowes Setmsorphosis is not greatly different from its
original form; I do not mee how a sub-plot of pages could fit into the
aehmofthopkr.uittartthudiﬁimlttomahoumtm
Mth.&,hmoau.thoplq:hnﬁhunnb-pht,wa
serious one, in the story of Frisicthon, Protea and Petulius.
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The cnly other play of Iyly's which shows any signs of re-
vis;loa is Midag, in mmy ways the least satisfactory of Iyly's plays.
Although it was written well towards the end of his career, Migas shows
little of the growing techmical facility in plot and sub-plot manipula-
tion that we notice in those other plays written at about the same time,
or just before. The action of the sub~plot is obscure, and the main
plot develops its themes much less completely than Endimion ox loves
Hotamorphosis, for example.

In the Prologue 'in Paules' Iyly describes the play as a
‘gallicaufrey’, a ‘mingle-mangle’, and wittily jJustifies it "because
the whole world is become an Hodge-podge'. 'Gallimsufrey' has become
a tern for Iyly's dramatic technique in gonerel,!) and in some weys 1t
is appropriate smough; in context, however, it seems that Iyly is msking
a specific apology for what ho himself considers to be an inferior play.
The key passsge is this:

Time hath confounded our mindes, cur mindes the matter, dut all
cozmeth to this passe, that what heretofore hath been¢serued in

seudrall dishes for a feaste, is nov minced in a charger for a
o If wee present a mingle-mangle, our fault is to

be excused, hmmth.mhnrldchmaaﬂou‘-{gﬁm)
If we analyse this image carefully - Iyly's images are usually as preciss
as they are ingmnious - I believe that we shall discover that Iyly was
apologising for a particular fault that both he and his sudience were
avare of. The *‘gallimaufrey’ clearly represents the play as it was pre-
sented on the occasion when the prologue was used, that is, the play as

(1) See, for example, G. X. Hmter, gp. ¢lt., p.220.
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we have it before us; but, if this is s0, Iyly would also be referring
to Kidap as 'heretofors serued in seusrsll dishes for a fesste.® The
*severel dishes’ may be an allusion to the two logends about King lidas
that the play deals with, but I suggest that the image is more precise
than this, and that the clue to its wmeanimg lies in the contrest of
*charger’, & singlo large plate, with 'asuerell dishes’. If ¥idas is
the charger of scoond-rate fare, the ssversl (separate?) dishes could be
interpreted as representing two (or more) earliecr plays, which Iyly e~
garded us saperior, & 'feast’, and which were *ainced' together to form
the play as ve have it. There is & good deal of evidence, intersal snd
external, which supports this theoxy: thet Midss is a yehashed version
of two sarlier plays by lyly, which we may term, postulatively, wifidas 1
end ypiiidas II.

The most striking point which supports the theory is the ob-
vious and untypical dualism of the main plot of jidas. Iyly was mot
sbove including in one play two separate and alwost independemt plots -
for exsmpls - running comourrently to a common
dencuemsnt, dut in no other play does the sction, after reaching a climax,
start again on a different tack as it doom im acts III wmd IV of Xidas,
The link beiveen the two aotioms is confined to the last few lines of the
third act. Historiczl plays like The Trouk
England (published in 1591, but probably written csrlier) smd the sequel
to the popular Teaburlzing were beimg played on the public stage at about
the same time as Igly wea writing Hides, and it is possidle that Iyly
sdapted this genre $o his own needs. It wam not long after ¥idas was
written that a less well-known playwright then lyly was trying an
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apprentice hand at pevisiag the three parts of Henyy VI. A wmore immed-
iate and decorous example of the twi-play genre is Yhetstone's Promos
and Cagsandrs, which was published in 1578; we camnot be certsin that
Iyly was influenced by Whetstone, but we cam say, if iyly dramatised the
two legends of Hidas in separate plays with a common dramutis permsonass,

that there is presedent enough.
Obscure references in the main plot to Midas's unnatural love

(11,1,88 sni V,3,61) which seas to have mo obvious relation to the play,
and which heve beem variously interpreted by Bosd') and munter,?) cona
conveniently be explainsi as the result of & revision which has left
these remaxis umsupported Ly the texé. It is, however, in the sub-plot
of Nidap that ve find the mcs! interesting and otherwise unexplained in-
oconsistenciea. ‘The first two scenes of the sub-plot ave, iypically, de-
pendent almost entirely cm verbal mmour, as the pages licio and Petulus,
snd the servant girl Pipinetisa, parody oourtly leove. It is mot until
the third act, when the ‘golden touch' episode has almost resched ite con-
clusion, that, with the introduction of the bLarber and his boy, the sub-
plot produces amy active intxigue. Ihe presence of the barber in the
play poses ons of the majo>r questions which will concern us. Iyly's
mm(” clearly suggested the barber as one of the drsmatis

for in the original legend of the ass's ears the bartsr is the mesns
whereby the scandal is sede known. Iyly has ingeniously comnected him

(1) ©op. eit., III,524, note to II,i,88.
(2) Op. cit., ppe.182-3.
(3) Ovid's Hetamorphosos, XI,90 £f, and XI,146 £,
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with the "golden touch' legend by mesns of the business of the goldem
beard. Tus remoyikable thing shout Motto, however, is that he does not
fulfil his obvious fumction im the second part of the play.. There are
a mumber of indlcztions that Moiio was originally intended %o be the
csuse of the reeds’ somg, but that, for a reasom vhick I shall iadicate
later, iyly excised from the secomd part - from the second play, accord-
ing to our theoyy - those scemes which involved him.

Immediatzly before the reeds are heard for the first time,
Sophronia says of i‘ides ‘lone hath acesse to him but liotto, as thogh
melancholy were to be shau'n with a rasor, not our'd with & medicin’
(1IV,iv,48-50). This would secs to be an umnecessary and irrelevant
reasric, unless in preperation for the discovery of oiio as purveyor of
the secret. If indeed Motto hed been the cause of the roeds’ song,
Sophrcnia's remark becomes meaningfally barbed with unconsedous iromy.
‘mtey, Kidas procisims

eesif there be any sc cumning, that cam tell the reason of theee

rocdes oresking, he shal heue my daughter to his wife, or if she

refuse it, a Dukedome for his paines..., (V,1,45-51)
which is ressonsble emcugh, snd soundis as if i% is preparing the way for
an effective ¢emousment., HNothing, however, comes of this. Instead,
the final scene of the sub-plot is motivated by the proclamation which
follows, ’...and withal, thot whesoeuer is 80 bolde as to say that Mydas
hath ssses eares, shal presently lose his,' (V,1,51-2) an afterthought
which, even in the stylised world of lylysn comedy, seems contrary to
sonse and, indeed, runs counter to the inecresse in mmility which is
neceseary for iiidas's salvation, These same proclamstions are sehced
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in the final sceme of the sub~plot, in almost idemtical words (V,11,72-5).
If lyly bad excised the business connected with liotto from the
'ase's ears’ sectionm of the play, the scene where the reeds leamm of
iides's punishment sust have beea entirely recomsisucted. A glance at
this scene (IV,ii) confirws our suspicioms, Five shepherds, who appeer
novhere else in the piay, enter, having apparently cverhzard the nymphs
who Judged the contest discussing Midas's ase’s ears, and repeat the news
to sach other, along with a good deal of allegorical referemce to Yidas
as Philip of 3pain. The siepherds supersiitiously resark that even
reeds have ears (?x’.u.lg), and this, sppercotly, ie how the reeds leam
the secret. It is an excessively feeble way of trsnsmitiing the inforwe-
tion, particularly az the machinery for passing it on in the way suggest-

od by the legand was corefully prepared. The scems can most chm;ably
be explained as an interpclation for the court performance (hemce the
allegorical references flattering to the Gueen; replacing an original
scene in whioh Motto pasced the secret on to the reeds.

Tnnedintely after this scene there is direct evidence that the
pley has desm revised,; possibly thai {he scenss have in some way been re-
organised. Towards the sud of the fourth act, the Huntsmen exouses him-
self '...but T must be gone, I perceiue Hpdas is come' (IV,115,73), but
after a fow lines it is lzllacrites, Martius amnd Eristus who enter,

#idas does not appear until zct V scene i. (his same scene is interest-
ing in that it introduces amother character wkc sppears nowhere else in
the play. idnutiue is recruited by Iicio end Petulus to Ycousen the
barbas? (IV,ii1,74) = ¢o which he readily assents - but he is not heard
of again, Instead, in the last sceme of the sub-plot (V,ii), it is
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Pipinetts who joins the two boys. The names Pipinetta andé Minutiue,
like Zpiton in Endimion and Halfpemsy in Mother Fombie, suggest = very
mmall hoy =& sefoxr. Both Endimiop and Mgther Bombie involve omly cue
such part, :ud would have duabtless used the seallest hoy in the company;
if ve think of Midas ae two plays, Pipinetis would have been associated
with yrifidss I only, and Minutius with yrMidas 11. Is the extant play
the actor might have had to double the tws paris.

“his final scene of the sab-plot, 2s=in, is in many weys va-
satisfactory. Xf-‘_&ow not in any way unite the sub-plot Yo the mainm
plot, although, f;on Galisthea om, igly's cther mib-plots end with some
kind of wnifying gesture; the intrigue within the sub-plot is screppy
snd oconfused, and the whole thing comes to a vather feeble end.
®o W. Bomd, in a loRg wh.(m sttempts dravely to comstruct a coherent
story from the various sub-plot scemes. His theory is probably correct,
tut the fact that 2 note is roguired st all smggeste styongly that the
sub-plot has heen in some way ‘misgle-asagled', 5%, ¢ven in iyly’s most
complex vlay of sub-plot imtrigue, iother Bombie, the sction is never so
involved that the sudience does not know preciscly what is happening.
Iyly*s umour tends to develop from & situation in whick the sudience
understards mor: of the action than any of the imdividuel charecters on-
stage.

The scene begins in the style of the first two scemes of the
sub-plot, with verbal humour provided by fotto's ‘irmemorie’, This
hmour ie lzrgely of the cuckold kind, and extends the parody of courtly

(1) Op._cit.s vol.III, p.534, note to V,i1,%
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love which occupies the early scenes. Pipinetta ~ not imutius ~
enters, snd contirmes this thome with her song, in which she luments that
her msaidenbead is still intact. The rather strange additiom to Midas's
original procismstion, that "shosoeusr saith, thet Mydas hat: asses ecares
shal lose theirs' (KV,411,74), is made the means by wiich the boys avenge
themwelves on itotto, and brings the whole actiom of the sub-plot to &
partionlariy lame conclusion, The feeble ending becomes even stranger,
vhen ve realise that the origin
iglysn wit, end would have provided the pages -~ vho could eo essily have
thmrtailmaamtmmmuumamlmat
'shauing the Barbars house' by suitable blacimail.

there is, then, a good deal of evidence from within the play it

al story had so neny opportunities for

self to suggest that it has undergone considersble revimion; ia partic-
ular that the bavrber seems 0 huve been excised as a csusative element of
the plote I believe that we are in possessionm of external evidence which
uniquely supports sid explains the nature of the revision.

It has been genarally sccepted t’ that the Peul's boys were ine
voived in the Marprelate contzoversy, and that the most liltely reason for
their dinsolution was that they were illegally engaged in vresenting snti-
Yartin plays. 'fhere are two relevant refevences tu the Kidas logend in
the Harprelate pamphiets; since Hjidag was writtem, so far as we can

teu(z) at sbout the time of J ichet. iyly's contribution

to the controversy, it is at lsast possible that these are yvoferences to

(1) Chawbers, gp. git., wol.II, 2.18; Iiumter, op, ¢it:, p.8u.
(2) Seo Pomd, 9. git., W1.III, p.110 £ Hunter p.76.
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iyly's play. One reference, in fact, occurs in Harvey's attack on lyly
The othayr is a rather obscure remark made
written in Pebrusry or March,

...madqu. nmmwthmuhmtnthgmuitmormu
las pabet sures aiininsz: im great Romaine letters, but hee shall

hea m dmor of & Mthor disnleasure.

I suggest that this reference may be exploized as a direot allusion to

the scene in yrifidas 17 whioh lyly replaced with the five shephiords.

It ic easy to imagins Hotto, 1o longer able to contaln the secret he was

entrusted vith, writing it 'in greot Fomaine letters' (Motto 'has latin' -

V,11,160) and burying it ia the reeds, The substitution of a written

for o whiwpered message would have been an effectively dramstic realis-
ation of the original legend. If this is & reforence to the missing
scene, btto must have becn some kind of a Eartin- or Harver-figure.

v further points may suppert this posuibility:s Nashe dedicates Have
(1592) to a barber, a mmorous touch which may
have had further fromical ocntent if Harvey had alresdy beem identified
with a darber, and, st the close of the ssme pamphlet, Nashe remarks

that 'The Paradoxe of the Asse, M. Lilly hath wrowght vppon’, ®’ ap
allusion, othervise umexplained, which may refer to yptidess II, psrtice
ularly if the original demouement of the play contained some such busi-
ness as “otto inheriting the asa's ears from Mides becsuse of his detray-

(1) See R. B. HoKerrow, The Hopia of Thomss Kashe (Oxford, 1958),
vol.IV, p.451l, Text from III,341-2,

(2) ﬁz—l gtqy WL.IIX' 9.159-
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al of the secret. If Notto was a satirical figure, comnected with the
Harprelate controversy, th reasom for the sunpression of the scenes in~
volving him is wot haxd %o find, On Gth November 1589, the Frivy
Council issusd its order tc stay all plays in the city, pemding censor-
ship by a committee represemtimg the Church, the Staie, ond the Master of
the Revels.!)  if Miges in 1ts original fora weed Hotto, sui tably
wocked by the pages, as a meens of satirising the Hurtimists. it is
posaible that the cemsors required that all such scenes be excised,
forcing lyly to subatitute the wemier scenes already discussed.

The notable thing about this revision is that it is comnected
with the 'su='s sars' section of the plays such sub-plot that revains is
largely ccncerned with the 'golden touch® businese ¢f the golden beawd,
By relating the thsory,that Mides was originsily tiwo plays dealing with
these themes separately,to the text as we have 1t, it is possible o
arrive at o fairly coherent picture of the nature of the revision that

iyly was foreed to make.

Uriidas I. dealin: with the golden touch, is relatively com-
plete. The main plot has no obvious omissions, except that the theme of
courtly love, parodied in the sub-ploty for whieh there ie ample oppor=
tunity of expressicn im the relationship betweom Existus eud Celia, mnd
perhaps in Midas's umnaturel love, is %ouched upom only in one ahwort
passage (11,1,145).(2) 4180, 1n & foller versiom, we would expect aome
kind of tidying-up scene after ’idss recovers from the golden touch,

(l) Chonbers, m.’ v0leIV, ppe305-6,.
(2) Humter has remarked on this imbalance, op, ¢it., p.183.
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The sub~plot is also fairly complete, although there is probubly at
least one soene missing -~ hemce the necessity for ivnd's mote - betwesn
111,41 and V,ii. 'The references by both Kotio and Dello to the pages
overhesring them (II1,1i,10 end 75), and thus cosening them of the gold-
en beaxd, nay indicatc another sissing soene. Ve cannot de sure hew
the business of the golden heard wes originally ooncluded; s fitting
end would be 2 heve it change back to ordimary hair omstage while iddes
is offstage is the river Pactolus, thus eutomatically resolvimg the
strug:le for owmership.

Apparently uriidsg I was not deeply involved in the Harprelate
controversy, for such sosnes as miy have been cut would sesm, on the
vhole, to have been izcidemtal to the main parpose of the play, sud were
presumably omitted for the sske of brevity. 'his play, clesrly the
eeriier, may wall have becn writtem before Iyly became interested in the
controversy. Uriidss 11, however, ia mmoh less compliete. In the main
@htum&umbapouﬂblcommﬂthmm at the mmt, eand a
probable scene in which the cause of the reeds’ soag would have been re-
vealeds OF the sub-plot, however, we have cnly ocne complete socens, the
huntemen sceme (IV,iii), eud possibly a part of V,ii, afier the satrence
of ibtto, Frem line 99 in tide scens, Pipiwstia, who wes presumabdly
replaced by iimutiue in ypMidas Ii, is silent, The busisese involving
Hotto in uttering the forbidden words sust, like the soene with the five
shepherds, belcmg to the reviaion, but before this {i.e. about 1.125), and
after liotto's entry, may be o survival from the sub=plot of yr¥idas 1I.
it is siguificant that, to my kmowiedge, the omly echoes in amy of Iyly's
plays from Pappe with an Hatohat occur precisely at this point, The
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(¥,i1,1663 Feppe, Hond, op. eit.,
06 . ‘
vell.IlX, p.itﬁ} ocours in both, snd in Pappe (p.410) lyly threatens
that if Martin *sticke to libelling' he will ',...mske kixm pull his
powting croscloath ouer his bestle browes for melancholie, and then my
next booke, shall be Martin in his subble fubbles.' This is striking
enoughy for - true to his threat - this is ezactly how lyly introduces
¥otto at his entry im V,4i4,

Pet. How now Notto, what all a mor:?

¥otls., I am an melancholy as a cat.

Jdgiz. He 1y? marie gup, is melancholy a word for a barbare
nouth? shouldst say, hesuie, 7ulil end doltish: welansholy
is the creast of Courtiers ammes, and nov suerie bese companion,
besing in his muble fubles, sayes he is melsncholy. (11.99-104}

if iyly completed myiidas II at skout the time that he wiote
the secondi part of liatohiet, itself completed halfway through
.. (1}

October 1589, there would have been just time for it to reach the stage
before the Privy Council ediot of November Gth, It is possible that it

was never performed, but Harvay's reference, in

dated November Sth, suggests that he had heerd of it. If the evidence

of an snoxy is %o be trusted, lyly must by then have wiitten some kimsd of
anti-Martin play,

veoill you, that tender the preseruation of your good nemes, were
best %o pleass Pap-hatchet, and fee Buphues betimes, for feare
lesse he be mooued, oy some One of his Apss hired, hm:.PhT
af youe (2

It ie in the same gemeral attack om Lyly that yrMidas 11 seems to be re=-
ferred to:

(1) See Bond, 9, Cile, wW0le111, peJ923 i“mm vol.iV, !a“’.o

(2) a. 2;5 Crosart, The Works of Usbriel Harvey (Lomdom, 1884) wol.ll,
p.Z 3
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Indeede what more easie, then to finde the men by his hamour, the
Midas by his eaxes, the Calfe by his tomgus, the goose by his
guill, the Play-maker by his stile, the hatchet by the Fap? (1)
If ve suppose that, soon after Novesber 12th, when the censor-
ship comaittee wvas Jformed, lyly found that much of his latust play was
useless, we can sec why he decided to p;tchupwhatm left yrather than
try to produce another, for the Psul's boys performed the 'gallinaufrey’
Midag at Court on Jamuary 6th, 1589-0, after, mo doubt, public re-
hearsal =t Pauls, where the apclogetic 'Prologue’ wes used. Presun=-
ably, after the fourt performmnce of Hidag, the Paul's boys survived to
present fotner Bombis, snd perhape lovesFetamorphosis, tut before Oct-
ober 1591, when Iyly's plays were entered in the Stationmers’ Zegister,
they had in some way transgressed, perhaps by puttimg om yritidas II or
some other anti-Nartin play, and were dissolved as a result.(2) e
sequence of ovents is interssting emough to put in tabular form:
Urfides I writtem mnd probably uriidas II begun, before lyly became
involved in the comiroversy.
First part of Pappe with sn Hatchet writtem.
uriidas II, with anti-Marprelate material, writien.
ghe§ complsted, halfway through October, 1589,
fiovember 5th, 1589.
Privy Council edict, banning all plays, November 6th, 1539,
Cencorship committee formed, Bovember 12th, 1589.

(1) Ibid., wol.II, p.215.

(2) See the apistle 'The Printer to tho Reader' at the begimmning of
Endimion (Bond, op. cit., vol.IX, p.8.)
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Midas, revised, rehearsed at ?aul‘s and

performed at Court on January 6th, 1589/S0.
Nashe laments ihe oemsorship of uriidss 1I, Pebruary-fiarch, 1589/90.
Paul's boys put down before Uctober 1591.

fhis, incidentally, wouléd rule cut the possibility sf loves ietamor-
phosis, or any of the other plays, being involved in the controveray,
for the schedule is too tight to allow amy other play %o fit in.

The theory that Midas is & revised version of tws sepavate
plays is of more than purely bibliographical importance, for it provides
an adequate externsl resson for what must othorwise be comaidered sn un=
acoountable lepse in the stesdy techniocal development of Iyly's art. In
the only substantial woris of litersxy criticimm of irly's plays yet ad-
vanced, funter's John lyly, iides is consistently diascussed before
Endimjon., although it is generslly agreed to have been written after.
Thuis 4s largsly becsuse, as we have it, Eidag is uwndoubtedly a work of
lesser achievemani, its themes less balanced, ite nlot disjointed, and
its paris less inter-related. The chief stremgth of the theory thet
Hides is & ‘aingle~mangling' of two separate plays is that it allows us
to see Midas in its true place i the development of iyly as playwright.
pcne involves rather different problems from
the carlier plays. It is the only play of lyly's written in blank
verse; it is divided formally into acts and scenes, tut the characters

involved do not head cach scens as in other plays; the stage-directions
are more mmerous and informstive, zome, perhaps, zdded after the others,
as they sppear im different types in the quarto, and may represe:t &
different hand in the printer's copyj the stage machinery used is more
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elaborate than in the other plays, as this is the only ocossion wiem
iyly used an upper level (the throme) or a trep {the cave)s and,
above all, the maturs of the acting parts is different. There are mo
cheeky pages, as is usucl with Igly, but Gumophilus, a ¢lown not a page,
mature emough to make love to his mistress,as his name indicates, and
the parts of the shepherds require a much wider expressive range of
enotion than any part in ihe other plays. Yo realise this, we need only
compare, for exmmple, the vivid anger and viclent imagery of Stesias, as
he prepares to kill Fandors,

(o life, flye soule; go wreiched Stesias!

Curst he Vtopia for Pandorsss sakel

Let wild dores with their tuskes plow ¥p my lawnes,

Deuouring Wolues come shake my tendor lacbes,

Driue vp my goates vate some steepy rockes,

And let them fall dowme keadlong in the sea. (v,1,243-8)
with Erisicthon's clock-woric, unmotivated anger, snd the conventional
imagery, c¢f no obvious relevance ic the emotiom, in loves Hetamorphosia,

¥hat noyse is this, what assembly, what Idolstrie? Is the modestie
of Mrgins turnd to wentounessse? The honour of Ceres accompted
imtiortal? And Zpisicthon, ruler of this Forrest, esteemed of no
force? Iaspudemt giglota that you are, to disturbe ny game, or dare
do honour to any but Eprisicthon. It is not your faire faces as
smooth as JTeat, mor your entysing eyes, though they drew yrom like

Adsments, nor your filed speeches, were ihey as foreible as

Thessalides, that shall make me any wey flexible. {I,41,58-65)
It is generelly agreea‘l’ that Ing
characteristics, and because it is the omly play of lyly's which does not
mention the Pmul's boys on thz title-page, was probably written for the
public stage - iyly's last attemp’, premmably unsuccessful, to retain

popularity es e playwright. & comparisom of the two passages guoted

(1) See Chembers, op, git., vol.III, p.417; Hilledrand, The Child
Actoys, University of Illimois (1926) p.142; Hunter, lyly, p.82.
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shows howfhr Iyly managed to adapt his style %o the demands and re~
g is a play
of strong emotions, imagery smd vhythm, but to the auéience of about
1594=6 it must have seemed mmall beer.

The text of The Wuman ‘ s them, was probably aimed
more at the usual play-reeding public. It is mot noticeably more
corrupt than Iyly's cther plays, and sgain we may place confidence in
its general accuracy. It is, I suppume, possible that the added stage~
directions were the result of a revision by lyly himself before it was

sources of the public staze; for iyvly

printed. There is no evidence that the play was ever revised.

One further point of texiusl importance remains to be dis-~
cussed. . W. Greg, in an article which has prompted a great deal of
discussion, cast doubts upon the suthemticity of the scmge vublished
for the first time in Hlount’s 1632 edition of six of the plays.'l)

Ce Ko Hoster, in an apg@mi?g(” has restored some welcome zenity 4o the
disoussion., iis theory is that Hlount obtained the songs from the music
librery of the Paul's choir, where they hud been kept, separate from the
playe of their repetoire. The reasoned simplicity of this theory must
gein its acceptance,

Funtor, however, does mot refer in detajl to & number of songs

(1) ‘'On the Authorship of the ivngs in Iyly’'s Plays® J.L.R., I (1905).
He also contributed a letter on the subject to the T.L.S. (Jan.
3rd, 1924). See also Y. J. lswrence, 'On Izly's Songs', T.L.S.
(Dec. 20th, 1923); Hoore, J. R. ‘The Songs in Iyly's Plays'
m., ALIY (192’)’ -GMI G. ¥W. Vhiting, 'm Vine and
Canpagpe®, H.L,N., XL¥ (19%0), p.1483 R. . Hond, Lg_tg_., v1 (1930),
PP.295-299 'Iyly’'s Songs® ond ‘Addendus’, R.E.S., VII (19%1)
ﬁua:é;g Doddm, H. He., 'Somgs in Iyly's Plays', T.L.S. (28th

A8, A Je

(2) M&o, @.367 L.
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which earlier critics have suggested h&‘é& some relation to the songs
attributed iz iyiy,. Jo Ee Moore and K. . Dodds have suggested that
& total of four songs writtem before 1632 are related in some way to the
songs published by Biount im that year. The songs ooncerned are inc
blackenith's song from the Mountebemi' (1827~18), which has been
attributed, on doubtful evidence, to Harstom (of. Gpllathes IV,ii), a
song from Arabis Siticns (1601) by Percy (of, Midas V,iii), Valosn's
song from lopdon's Tempe (1610) by Dekker (of. Supho and Phas IV,iv) mmd
'The Payries Dewnce® (cf. Endimion i¥,ii1) from Thomas Ravenscrofi's
0s00. (1624},

Hone of ihese scngs ie an obvious imitation of the equivalent

song printed Ly Blount, and thare is some justification of the view that

there ie no direct relatiomship betwesr them, und that any sinmilarities
are due cither to coincidence, or to the dependence of both scags oz &
common spcestors The poasibility of a direci relatiomship between the
songs, however, far frum casting doubts on their authenticity, accords
aduirably with Hunter's theory.

wo of the songs, those from Apehin Sitiens end The Founte-
bank's Vasque, are metrically identical with the equivalemt songs im
Blount, and could, in keeping with their musical rether then literary im-
portance to ithe Papl’s boys, have used the same music. Ravenscrofi's
song cleo has & musical link, as it was published in & specificslly
misical context, hence the only momg which hae mo apperent link musically
is Dekker‘s,

Une other fact clarifies the pieture, The three writers we
can be certain ¢of were all associated with the Paul's boys at a time whem
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some of iyly's plays may bave been revived. Thus ithay would probably
bave had access to the songs, if they were indeed retaimed in the Peul's
library, and say oeven have had thefir attention drewn to them on the
stage. VPercy was sssociated with the Psul's boys with Aysbis Sitiens
itself, in about 1601, Dekker with Satizomastiz (1601), () and Bavens-
croft, born in about 1592, wes, according to the Dictionary of Natiomal
Biography, a chorister at St. Faul's « cld enough 0 have been ome of the
‘fayries' who seng the related song in Endimion, if the play was revived

st the same time as Shere is some rather striking

support of this conjecture. Two songs from
also acted at sbout ihis time by the boys of Paul'as, appear in the same
songbooky it seems reasonable t3 suppose tha® Ravenscroft usci his act-
dvities a3 a e&ﬁmor at Paul's as a source for several of his songs.
If Harston was indeed the author of the
reasoning is complete, s Antomio and Nellids was produced by the Paul's
boys in ebout 1599. Tuis is one link which sust remain conjeotural;

but whoever the suthor was, it is at lesst possible that he also had
access to the Pmul's library,

This suggests that those early reainiscences of songs later pub-
lished by Blount were the result of their aveiischility in the 1ibrary at
St. Paul's. Percy amd the euthor of Arabia Sitiers may have written new
words, with a glance at Iyly's, to the original musie; Dekker's
reminigconce (if it is one) mmﬁy verbal; and Ravensoroft pub-
lished a polished and generalised version of the original he may have

(1) Tese dates, of produetion, are taken from Ghembers, op, cit.
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known when a chorister at Paul's. The theory that Blount obtained the
songs from the library of the Paul's choir givee a piquant accurscy to
his claim in the epiatle 'To the Feader',
These papsrs of [lgly's], lay like dead Lawrels in & Churchyard;
But I haue gathered the scattered brenches vp, and by a Charme
(gotten from Apollo) made them zrceme 8gaiNG... (1)
A chare from Apollo might well be concernod with music as well as
poetry, end perhaps the *Churchyazd' wes St. Paul's, )

Finally, we mast consider briefly the oueation of the relevance
of works outside the accepted canon whioh hawve been atiributed to Iyly,
and we mst establish how much we can rely on the acoepted chronology of
the plays.

In his edition of the Works, R. ¥. Bond includes a number of
rentortainmente? 2) written for the Gueen om progrsss, a large mmber of
posms, and one play, IThe & ja, considered ‘doubtful’.

The inclusion of a lavge body of undistingaisind lyric poetry as Iyly's,
op little or no evidence, must prejudice ue against the other attributions.

thers is no doubt that Bond, once he had steried, let ihe game of hunt-
the-lyly so too far. ‘o be fair, The layies Hetamorphosis wes origin-
ally attributed to iyly, not by Bond, but by Willism Vinstanley,'>’ and
Bond is of the opinicn that at most Iyly only had a part share in it

Hunter does not mention the play, snd I thisk we may safely assume that

(1) Bond, gp, eit., wl.III,
(2} See also o E1i sabef

(3)

Died~3e

L

- .

8 Untertainment & GO LGN (!&1‘9 1%3)
buted by him Iyly.
(1687). DBond points out that, since

vyes Metemorphosis it is probably a
uistake (see ond, op, cit., vole. III, pue334-5).
% 'T\'\e substanca ""G +l’\;$ C ammev\'\' on +i‘\°. sSongs has been

ou:u.&ﬁeci Dy Notes and Querias for pubiicaticn, omd appeared vm
Mareh 1gbY (hla\o Series vol.xi1, mo 3, Pk.q3—-4).

od, lesiie ' &t
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its importance in a critical study of lyly's plays is negligible. The
ismue is not guite w0 clear-cut when we come to consider the various
‘entertainments’ attributed % lyly. Hunter admits that eone of them
could have been written by lyly, but warns that 'the fact that they all
contain figures that may be termed Fuphuistic iz no evidence of Iyly's
mﬁhornh;p'e(z) The importance of the entert

inmentes in any case 1is
minimal, for ihey are slight psrformances, with wit commonplace enough,
and carefully tailored sontiments, but ihere are one or twe that meem %o
have a touch sufficiently deft io suggest that igly may heave had & hand
in writing them. In partioular, those performed in 1592, during & iunll
in Iyly®s playwriting activities, at Quarrendom, Bigham, Sudeley and
W@oea(z‘} deserve attention. The quasi-dramatic dfialogue betveen
liberty and Constancy in the Entertainment at Quarrendor, for example,
provides an interesting wounterpoint to Joves HMetmmorphosis, and may even
indicate why that play was mever perforned at Court.>)  Of ome thing we
may be certainy vhether or not these entertainments were written by iyly,
they demonstrate that at the tine of their performance Iyly's iafluence
in matters concerning courtly drama and ocompliment was st{ll strong, I
have nyself indulged in some mmt-the-iyly, and have come to the cone
clusion that Nashe's play Summerh last Will and Testament may be the re-
sult of a collaboration between Nashe and Iyly, with Nashe wvorking ©iom a
half finished 'show’ of Iyly's. Certainly it contains a gre:t deal of

(1) Hunter, op, git., p.84.
(2) Bomd, op. gite, voleI, pp.435-490,

(3) ™is entertaimment, however, has more recently besa ascribed to
Richard Bedes, of Oxford (See Chasbers, 9p, ¢it., vol.III, p.407
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p-rabo.h\y
satirical comment on the Paul's boys, who acted it, and alsoc on their

best known writer, Iyly.(!) Again, any part Iyly may have had in
Summer's Last Will is of more importance to a general study of Iyly's
life and influence than a critical study of his works, although ths fact
that the play ie in blexk verss may be 2 significant link between the
earlier prose comedies and the later blank verse play, Ihe Voman in the
Moope. If Iyly did write part of Susmer's last Will, this would increase
the peesibility of his involvement in the entertaimments, for it would
demonstrate that he did not consider hiwself above the writing of mere
‘showa' .

It remains for us to determine how rigidly we may establish
the order in which Iyly wrote the plays. Some of the evidence which
ensbles us to arrive at a chxonology of the plays has been montioned
" briefly in the preceling pages, but there is further evidence, both in-
ternal and external, which must be considered.

e can be pretty certain of the order of four of the eight
plays, as each has a referencs which would be intelligible only if the
previous ome were writtem. In Gellathes, Venus says (V,1i1,85) to Cupid
*Syr boy where haue you deene? alwates taken, first by Sapho, nowe by
Diana...'; an obvious reference to Sapho ond Phao. In loves
Hetamorphosis, Ceres says, referring to Gallgthes, ‘Dianss Nyuphes were
as chast as (eres Virgines, as faire, as wise: how Oupid tommentsd them,
I had rather you should hesre then feels...' (11,4,76), and in The Voman

and Clifford leech, 'Sir Henry lee's Entertaimment of Elizabeth in
15927, H.L.Re XXX (1935), pp.52-5.

(1) See Appendix A below.



in the ¥oone, learchus swears ‘by Ceres and her sacred Nymphis' (III,1,
50). These four plays were publiched in 1584, 1592, 1601 and 1597 re~
spectively. Into this framework we must fit Slewander and d_Cempaspe,
published in 1584, Endimion (1591), Midas (1592) snd Mother Bombie
(1594).

were both proéuced
at Court in 1583/4.(") on lst January and 6th February respectively.
Although it was produced at Court after Alsxander snd Campaspe, Sapho
and Phap is o rather inferior play; and it is possible that it waas
written before Alexande and that iyly decided to begin
his career ss a Court drasatist with his latest preduotion. There ie
uo way of deciding priority with certainty, but I feel that Sapho apd
Fhao ie inferier, 1ot because of lack of expertiss, but because, while
working with less drematic muterial, Iyly was striving too much afier
anbitious effeot. HMuch of the vertally spectacular “wraturel netursl
history' in Sapho ard Phgo, for example, wes invemted by Iyly, whereas in
¢ iyly induiged in it less frequently, and usually
found an authentic myth for his amalogies. It is probably safest to
assume that the two plays were roughly comtemporsseous iz writing as well
as production,

Endiniop was not mentiomed with Gallathea when that play was
entered in the Stutioners' Register in 1585, sc we may assume that it was

written after 1585, and bsfore its perforwance st Cowrt on 2nd February,

(1) See Chembers, gp, cit., vol.III, pp.4l4=55 Hillebrand, op. oit.,
p.134; Hunter, m» po”‘o
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1567/8.7 1t we scoept the muggestion that loves Metsmorphosis is
dependent on Creene’s Alcinds. @) vnich ves published i 1588, this
would put Zndimiop between Gallathes snd Ioves
urifidas II and Midas we may date after Endinion, &8 we have ceen above,
and Mother Bombie, because of its later printing, may be assumed $o come
after Hidss, but where is comet in relatiom to these two
we can only conjecture. irnmtoattnhmumﬁmmtm
table drews up by C. G. ui24>) analyning Iyly's styrstic changes, ve
will put Jo hosis between Endinmica and Midas, a plausidle
enough positiom. But, although such evidence cannot be wholly dismissed,
and it must be admitted mtihcﬁmmﬂswamuhwmtn
know of the chromology, it seems that the safest attitude is to consider
the thres plays as a group, writtenm botween 1588 end 1591, whem the Pmul's
toys wers put down. e may safely put Jhe omen in the Moors as iyly's
last play. It was only when the resources of Psul’s boys were no longer
available to him that he turmed to the publie stage,

These conclusions may be expressed in tabular form:

written before 1583,

m@“ 15%.
befors 1588,

(1) Sso Chembers, op, cit., vol.iII, P.415; Hmter, op, oit., p.T6.

(2) see F. Brie, ‘Iyly and Greene' Englisci iden XLIT (1910),
PP 21T=222,

(3) See p. 166 below and Appendix B.




before 1591,

before 15927

before 1595,

Throughcut the rest of this work, except vhere ibe argument requires
acknovledgenent of its comjectural basis, I heve cosumed this chronology.
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Before discussing in detail the way in which Iyly's plays were
staged, ve mst esiablish, as far as possible, whick stages he wrote for.
Alszander and Cempaspe and Japhe snd Phao present no problem; they were
clearly written for Court performance, and were presented first as 'exoer—
cises’ at the theaire in the Blackfriars. They were published in 1584
(the sntry in the Statiomers' Register for Sevho sud Phao is om 6tk
April), presumably because the Blackfriars theatre was closed at Esster
1584, ana the *oxford Boye* aspersed.'?)

Sailathes is met =0 casy to place. It seems to have been pre-
sented at Court on let Jamsary, 1527/8, but was earlier entered in the
Stationers® fegister om lst April, 1585, mot bedng printed, howsver,
until 1592, after a second smbry, with Bpdimion and Midas, on 4th Oct-
ober, 1591, It is understemdable that Iyly should have kept Geliathes
lomger than Aleysnde: e or Sspio and Phao, cven if it had
reached the stage of production at Hlackfriars, as it hai apparently not
been prosented at Court, After yaiting & year for a chemce to produce
it, iyly mst have decided that he might as well publish it, but for some

(1) See Hunber, op. eit., DeTdy and 934 below.

(2) The "Oxford Doys' were probably some combimation of the boys of the
Chapel, the boys of ‘indsor and the Paul's boys. (See Hillsbrend,
M.’ P133 ffo' HEunter, Mo' PeThe !

31,
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reason changed his mind, snd withdrew it after it had been entered im the
llegisters ihat the reawon for his change of nind was, we camnot tell,
Paicer'l) asacciates it with the writ fesued to Nathantel Giles om pril
26th euthorising him to teke up boys for the choir, taking ihis us sn in-
dication that the Paui's boys were once agoin active. Or it may be that
about this tipe the Gueen made one of her ill-fatsd promises to inly
about the possibility of a career at Court. In a letter of December
1597 t» Sir Robert Cecil, lyly complains

t

I hene not byn importunst, that thes 12 yeres w vawearied pacienc,
heue entertayned the p'roguing of her maities promises... (2)

which vould put the promise sometime im 1585, thc year that Sallathesn
was withdram from pullication. It may be, then, that Gallathes was
played on three stages; at Blackfriars, beiore 1585, at Courd, pozaibly
in a slightly revised form,*> in 1567/8, snd presumsbly ai the seme iine
as an exceroise at Paul's, Ve know, from comiemporary referencee, thut
at about this time plays were prescnted at Foml's. In lyly's ewn Lappe
¥ith en fatchet, in a marginal note to the cutlime of a suitably scurrile
ous ‘Tragedie® with Martin as villain, we are informed that °If it he
shewed at Paules, it will cost you foure psnce: at the Theater two

(4)
pences at Sainct Thomas a Watrings mothing.' - an interesting indication

(1) %. P. Baker's edition of Fndimion (.“ York, 1894)' p.cxxiv 7,
(2) Ses mma, op, cif., vol.I, p.68; i. Peuillerat, J

bpibution a )1'Histeire do 1a § : n Ang
1910}, in A',
(3) See p. 5T adove.

(4) omd, op. cif., W1.III, p.408,

2 1a Remaisssnce en Angleterre, {Cambridge,
Pe5543 Hunter, op, oit., 1356, n.63,
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also of the different sudience expected at the more select Faul's
playhouse., Ve wight expeet that Lyly would repeat the convenient
arrangenent which obtaimed at the Blackfriars, presenting those piays
which wers t¢ be produced at Court in the private theatre first., The
prologue “in Psuls' %o Midas alresdy discussed im detail, indicates
that this is exactly what he did.

Endiniop, produced at court on 2nd Pebruary, 1587/8, 1) end
the various fome of Mides, produced in its vevised form at Court on
6th Jenuary, 1589/60, would also have been playsd on the stage at Paule.
Mother Bombie and loves Netamorphogis: the caly two plays of Iyly's
which seeom not to have been presented at Court (although Nother Bombie
is included iv the Sixe Court Comedies pubiished by Blount in 1632, and
§ is called °A VWittie snd Courtly Pastorsll' on the
title-page) were both published as having beem pleyed by the childven of

Paul®s, snd set have been produced om the Pamli's stage before 1591, when
IS

the company was put downe was also produced at
the second Blackfriars theastre by the childvem of the Chspei. The late
date of publication of these two nlays supports the assumpiion that they
were not presented at Couri; Iiyly's foresight in withdvawing Gallathes
from publication had medd-off, and 1t is nabursl that he would have re-
teined these plays while there was & possibility that he might find a
company to produce them. Thsre is ne yeasom, of course, vhy & play al-
ready pubiished should not be presented at Uouré, but publication womld

have allowed any rival company ¢o use ths play, and perhaps to steal

(1) See Chambers, M;,,ﬁ-, vol.1II, p.4153 Munter, %@»&0. ?.760
(2) wyc b'P- above,
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igly‘s thunder, Why loves Megtamorphosis was noi published at the same
time as “other Jombie we camnot be sure, but it may be that Iyiy seld it
to the childrer of the Chapel whem it becume obvisis that he would not
be able to use it himself.

Yo uay summarise our kuowlsdse of the steges that these playe
of Iyly's were produced on in this table:

Blackfriare I Paul's
Alszander end
SEEDSSDS
Sepho and Phao : T~ 4)
e AL ?m'an.i s 1587/8)
Blackfriars 1
closed Easter
1584,
! ' !m Feb, 1587/8)
(uxitides 1)
(uxttides 1)
Jddan Kidag
(6th Jan. 1589/90)
Yother Sombie
Paml's closed
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JZhe Voman in the Yoone has m¢ indication on the title-page of
the company which presented it, Any attempt tc determine what play-
house 1t would have been produced in is bound ©o be mainly guesswork,
but there is encugh evidence for our guess to be 2 relatively well~
informed one. The Homsn i the Moome ves entered in the Stationers'
Register on Ssptember 22nd, 1595, but it was not printed until 1597,

A delay of two years (or at least cighteen months) between entry and
rrinting vas unusual, as & glance ab sppendix L of The Elisabsthun

Stage’®) will demonstrete, end 4t vay be that, as ssewms 1o haye

happened vith Gaiistien, lyly found an opportumity to have the play pro-
duced after he had ontersd it for publication., If we can trust the eve
idence of the title-page, it wae at some time periommed at Court. The
obvious place to look for traoes of such & production, since The Yoms
Xhe Moong was probably written for an adult compsny, is in Henslowe's
Hexys Two pleys, marked am ‘ne', und played betwsen Septembor 22nd,
1595 and the end of 1597, have titles which oould conceivably huve ree
ferred %o The Women in the Foone., "Yopder of a Wemss' was produced nine
tines betwesn 15th October 1595 and ‘maye Daye' 1596, 2 cnd 'omen Fapy
Yo Plessy’ was played twelve times between Jamuary 27th, 1597 and Fay
21th, 1597.3) e firet of thess in remarkably apt, not anly becsuse
the 'wonder' of the title is sc sppropriate o a play about the miracul-

ous oreation of the first women, bLut becmuse the date of its first pro-

(1) ?ox.m Pe379 12,

(2) See Henslowe's ed. R. A. Poakes and R. T, Rickert,
(Casbridge, 1961) ppe32,33,34,36,

(3) Ibid.s DPP+5E,57,58.
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Mﬁmmmm@aﬁt«&cmﬁqhﬂenﬂwhpﬂnﬁu

plausible, ané because the fimal production recorded allows anple tine
for the quartc to appear in 1597. How long it fock Hemslowe's company
to rehoarse a new play is difficult to decide, but at sbout the time

vhen 'Wonder of a Womsn' was produced, the company was introducing a new
p@tht,Wﬂfmmeorme
been over a longer peziod. During the run of ‘Yonder of s Ypman', the
mm'-mwatwmm,mmmmmmm4ﬁ,
mnd on February 22nd and 24th. They did not appesy at Court during the
run of 'foman Hapd %o Flease's although the title ocould well refer to
Pandora, its late date of production and the lack of opportunity for a
Court performance combine tc make it unlikely to have been Iyly's plsy.
An smelysie of the tnunaa(z) resorded for ‘Nopder of & ioman' sccords
with the apparent lack of appeal of The Women in the Moone. It opns
with & ‘gate’ of 53 shillings, & good sum, even when compared with other
mpm.mtmmmwmmwa,w.mmumw@@
The highest tzlce recorded for the play follows, on St. Steven's day,

athm.m@nmeummmm.mmum@htm
the takings fall rapidly to 27 and 11 shillings, After a brea: of three
months, the last recorded performancs, on ‘maye Naye' 1596, grossed only

(1) See Chasbers, gp, git., vol.iV, Appendix A, p.110.

(2) e talings recorded were probably caly Hwaslows's share of the pro-
ceeds from the gallery {see Greg's edition of the Disry (london,
1904-8), II, pp.1334).

(3) Foskes and Rickert, od, ¢it.. pp.32-33.
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22 shillings.

tione of this evidence is sufficient to allow a definite con-
clusion, tut the cvinocidencesof time are remarkable emcugh, I think, to
make the identification of The Woman ir with ‘VWopder of o
Yoman' at least a sound ocomjecture. Two further points wsy be men-
tioned here, for whet they are worth, The stage requirements of The
¥oman in the Mocne (a raised threme or upper level accessible frem the
stage, & discovery-space, and a irap) are sizilar to those of & number
of plays known to have been presented at the Hose, notably A lpokine
Glass for londop (1594) end 014 Fortmatus (1690), %) and the enly other
play known to have becn printed by the same press s
JYoone, ithe Biind Begper of Alexsndiis, (2) by George Chapmen, was pube
1lighed by the ssme man, ¥illiue Jones, and was also produced as 'me' in
the ssme season at & Rowe, four months after 'Wonder of a ﬁm'.(s )
nd Bagaar wes published in 1598, after rumming uniil its last re-
corded entry on lst Aprdil, 1597, (4) almost a yesr after 'Vonder of a
Womsn' was dropped from the repertoire, and secms to have been produced
again in about 1601.3)  The title-page of the 1598 quarto describdes it
'As it bath been sundry times pudblickly acted in Icndom, by the right

(1) &ee p. 76 ff. below for a more detailed discussion of this point,
(2) See the preface to the Malone Society Reprint of The Blind Begzar,

Pe¥s
(3) See Foskes and Rickert, ed. gifi.» p.34.
(4) Mog Pomo
(5) MDO 13-169'



38.

honourable the Earle of Nottingham, Iord High Adwirall his seruantes.’,
but not a1l plays known to have been acted by The Adwiral’s men acknow-
ledge this on the title-paga.')) o Iyly, it would have been more impor-
tant, sinuhi.phyhdmthmsmtmmmmmbncﬂm,

that it had been presenied at Court.

Nest—of lyly's,plays, then, were vritten for thres stages,
Blackfriars, Paul's and the Court. One play (Gallathea) may have been
produced on all three, Alexander and Csmpaspe and Sopho snd Phao vere
produced both at Court and at Blackfriars, and FEndimion end Mides were
produced both at Court and at Paul®s. In the discussion of Iyly's
staging which follows, it is assumed that these three stazes would have
been substantially the same from the point of view of production. Much
of the glamour of the playe at Blackfriars and Paul's, and hence much of
their ability to drav sudiencas, zust have been derived from their close
association with plays about to be presented at Court, and it seems
reazonsble to suppose that the stages, perhaps the entire playhouses,
were constructed so that they would be as close as posaible ic the con-
ditions and the atmosphere of a Court performance. The Hlackfriare
theatre began, ostensibly at least, as a place for rehearssl, and it ias
possible that the same properties sud costumes were used for these ‘re-
beersals' as for the performance at Court, although they were, of ocourse,
the property of the Reveis Office. The importance of this assumption is

(1) See, for example, A}
‘ne' on October 22nd,

pest Map (1596), marked as
Rickert, ed, cit., p.25)."

*

1594 (Foakes and
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that we can gather such svidence as exists from the three sources, and
form a composite picture of lyly's stage. Similarly, we can analyse the
plays presented on the thrse stages for internal evidencs of Iyly's tech~
niques of production as 8 body, without having to allov to any great ex-
tent for such external variasbles as differing or improved stage facil-
ities. Undoubtedly the pubdblic stage, more robust and less conservative,
would have had some influence on the private stage eventually, but I doubt
if this would have been significant before 1591, when the boy actors dis-
appeared for a long time from the Court. When the companies were re-
formed, they were not the purveyors of a separate and long-standing
Sredition, but werc curiosities who ‘sped’ the adult actors.’)

The Blaciciriars Fiayhouse. The building in which the Black-
friars Theatre was situated is imown to ue in considerable detail. with
the help of surveys made whem the Priory was dissolved, and the leases of
the occupants up to and including Richard Farraat, Fzster of the Children
of Windsor, who obtained the lsase in 1576 and turmed & portion of it
into the first Blackfriars theatre, we can gain a fairly accurate plan of
the avea used for the playhowse. )

The lease was divided into two parts; a northern aection

(1) For a discussion of the Court play, see chapter III in Hmter,
‘Entertaining the Court of Elisabeth', For a die-
cusaion or tho dunp :Ln attitndo wm»a- the child actors see A.
Shakespeare snd the | Tyaditions, (New York, 1952),

(2) mmmmmsmummwms, reprinted in C. ¥,
ution . isih Drams (Berlin, 1912), and

M&M wl.II. Chembers's reconstruction

is much the seme, but differs in some details. Sce fig.1,f.p.40.
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measuring about 46' x 27' and a southern section of 110' x 22', ocoupy-
ing the eastern half of the large (110' x 52') upper frater of the 014
“riory. The other half of the frater was occupied by Richard Frith, a
dancing-muster, snd & small rocm at right-sngles to the main buflding,
on the western :ide, was ccoupied by one Fradashaw. Access io Farrant's
lodging vas through the morthern seotiom, where Farrant's predecessor,
Sir Henry Neville, had built two staircases; one small flight from a
kitchen which he had had also built, apparently, in the extreae north of
the lease, and one, a ‘great staircass', also in the morthemm ecction,
which had access to Water lene, the road rumning alonz the western
boundary of the old Priory. ‘e whole lease comprised six rooms, two
in the northern part and four in the southern.

A1l this is clear from the texms of the leeses. Harder to
locate is & small yoom 6 ' x 4, composed of a 'prevye’ and a coal~oo:,
whicli Farrant seemed partioularly anzious tv obtain, Iz a letter to
his lendlord, Sir williaam Fore, Q) he asks for he use of its

ther is a lytle darke roome yt youT man bradshaw hath y® vee of &
standith hin in lytle ated, but wold doo me g@ret pleapure. the
gom?tput one yard & half brod, & too yardes at 7° most
In Farrant's lease, the room is located in the northern section:

ssovhiereof tuo of the sayd syxe uppere chambs ic lodgynges or
Pomes in the northe ende cf the p'mysses tmtbarwhthobndm
of the lyttle Feze vnder groumted doe conteyne in lengie fyfiye snd
syxe foote (given as 46' in all other leases and surveys] and a

half end from ths Easte to the weste pte thereof i: bredthe twen
and fyve foote of Assyse.., (2

(1) Undated. Sec vallace, g9p. git., p.132n.
(2) ﬁnSng. WloII' p.29o



Cobham

Brod-

Sham

Fig.ic

T L

[T

Fﬁﬂq

=

e - = = = = e = e e s e e e = e

3
]
1
!
'
I
[
I
I
1

(The Smﬂe.)

3
P m oo = e w e a me e e e

i
e o s e e m m = o= whmes s ome e
-

-ﬁ




41.

Taken together with Farrant's reference to Bradshaw, this indicates that
the little room was in the northern section, doubtless opening onto the
nallway with the stairs that served Frith and Bradebay, 't

There is no direct evidence as to which of the iwo sections
Parrent converted into the theatre. E. K. Chembers'2) apparently bee
lieved that it was the southern sectiom, bwt he gives no reason for his
preference., ¥y own v&n{n is that the theatre tuok up the whole of
the northern secticn. Ve have seen that Farrant was partioulariy ine
terested in the worthern cection, asking speoifically for the small part
of 1t thet was not in the original leass. Varrant also requesied that

he de allowed

y* I may pull downe one perticion & 30 make of 00 roomes - ong., &
wyll meke it vp sgayne at my departure, or when ay lese shall

Again this would seem to point to the northern sectiom, which was
divided inte two rooms. lNore, however, in his complaint when he was
taking action against the holders of the lease after Farrant's death

(at that stage Henry Gvens and lyly himeelf) claims thet Fapront did not

stop at ome partition,
fferrant ...pulled downe partioons to make that place apte for that
purpose (i.e. as a playhouse].

If MYore was not simply exaggerating his grievance, this could mean that

(1) See Fig. 2. Chowbers puts the 1ittle room in the haliway.
(2) 0ne git., v0l.1I, p.496.

(3) m by ¥Wallace, J. Q. Adans erian Plavhouses
1918) p.97, 10In.) and Humter, op. oifes p.T3.  Adume is the only
one whi gives the reason for his choiece,

(4) wallace, gp, cit.s p.135ln.

(5) vallace, 0ps git., p.175.
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the theatre was in the southern section, which was made up of four
rooms, with, therefore, tiree partitioms. It is equally possible,
however, thai Farremt made use of the little room he wes m0 caxicus to
obtain by demolishing it, thereby providing More with his plural and
himself with & clear acting-plus-—sudience space of 27' by 46°,

if ue conmider the proportions of the ¢two possible theatre
sites, agein it seems that the northemm sectiom would have besn used,
The southern ssctionm had a maximm ares of 110' x 22' if the four rooms
were combined, s satisfactory lengih, but uncomfortably narrow. The
northerz section, however, though omly 45' long, was five feet wider.
The Great Chambsr at Court was ouly 62° x 29'3(1) though fifteen feet
shorter, the northern sestion was only 4wo feet narrower, and would seem
to be & more memagonble sise, pertionlsrly 4f the sudience wes seated on

three or four sides of the stage, =3 may heve been the cue.(z) It we
consider how the sudience would have entered the iheatre, the svidence

. in favour of the morthern section becomes even stronger. The cnly mewnas
of entry to Farrant's lease wes bty the two staivcasmes ¢ the norihern
section describeéd above, and the obvious way for those coming o ase the
plays io eniter would have bsen fion Water Lane Ly the *great staircase',
The leane specifically barred entry threugh ore's house or garden, and
the interior stairusy seems o have beer reserved for Bradshaw ané Frith,
as it ig not meniioned in Neville'’s or Farrant's lesses. If the theatye

hed been in the southern section, the auéience would have had to pass

(1) Luslie Botson, Jhakespeare's Woodes G (londom, 1959), p.297.
(2) See p. 45f. below.
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through the northern section on the way, which would have left FParrant
very little undisturbed room to live in. Since we also know that he
(mproperly) sub-letportion of the lease,'’ 1 thinc 1t becomes clear
that Parrent would have umed ithe moriherm section for ihe iheatre, and
the southern section for his own lodgings, aud for mub-lstting, '2)

We can gather a further morsel of infommation about the Blacke
friars theatre from Nore's complaints,

The partycions by yow 55 pewell set vp are puld down & defaced the
wyndows spoyled and o the howse in great Ruyme (3)

The ‘epoyled’ windows may well have been the result of blocking them up in
order to present the plays by torchlight or candlelight, giving them

greater similitude to the performance at Court. A final tentalising

riece of evidence concerning the stage at ths Blackfriars comes from a
uarginel note by Abrsham Flaning in his translation of Vargil, Gsorgics
111, 11.22-25,4) witch vas published in 1598, and wust therefore refer
to the old Blackfriars, with vhich we are concerned. 4 marginal gloss
of the phrase 'curtins thsstrioall’ resds

Orhmﬂ.nu: this seemeth to be memt of that kind of pagent called

iin &i rexcdatilig, and not of Ihe othor namsd fnetilis,
vhichmm Mﬁmwmn

ik 5, thiammmtmzmmemtionofhtcrm%u
seens in the black friers.

Fleming makes it clear that he is not spasking of curtains ¥-ich would

(1} Sas Chambers, Mﬁ. volell, P.‘%c
(2) 5@@ ﬁg. 3 for & Tre-creation of the Blackfriavs seiting for Alex~

(3) ’ a, 90175 f. f4dsme, (Shakeg 3 HORBQE 9.103
n.) sekes the point that Nore's lodgings abut m mrtm section,
widich would give his coxplaiats more point if the theatrn were next
door.

{4) Pointed out and discussed by ¥. B. Miller, B.L.Y, LZXTV (1950) pp.1-3,
‘Periakioi in the 0ld Blackfxisre',
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be drawn back for d&m.(” ¥W. E. Miller comoludes, by reference
to Ssrvius Grammaticus and Vitruvius, that the most likely explanation
is that Fleming had in mind aome kind of stage machinery like the Creek
perisktol, a triangular prism which could be rotatsd, so that each face
in tuym, on which different sosnes wers painted, oconfromted the asudiemce,
Vhere such machinery would have been used we can only guess, but we must
be careful mot to oomfuse it with the later slaborate use of perisitel by
(2) 1t 44 zore likely that the periskiod would have been
used in the ssme way that writers of this ege believed that the original
porisktod were used, %) as single unite behind the stage dosrs or posc-
ibly ot the entrance %o cne of the 'housss’ onstage.'t) However we in-
terpret thic reference, it serves to remind ue that, evem in 1580,
staging could be both elskorate and ingenious, and, while we must sccept
the simplest explanation of possible stage effects as the most likely, it
ie by 10 means certain that the Elisabethan oarpenters or producers would

inige Jones.

have thoughit the same way.

e Stage at Coupt. It im in keeping with our erratic imow-
ledge of the Elisabethan stage that while we can learn some mimute 2nd en-

(1) Though these may well have been used iu the 01d Blackfrisrs. See
2 1 49 aad 065F. below.

(2) 3@' L. ﬁ' M@u. VOl PO ".:..'. .7,._'.; 1) ‘__‘"-u 2 4l s : LS b"'_ PR
he Renaissance (Casbridge, 1923), Chapter XII, vhere they are re-
rmwnmewxw- See alsc Denigns by Inijo
JEgE L€ Al lays gt Courd, ed, P. M and C. ¥, fell

Ozford, 1624), mmm. Pp.10~12 and plate 1V.

(3) Deniello Barbaro {1513-1570) apparently visualised the Homsm thesire
uththmmgmbmmdoonotmm(mmen-
production in Scenes inchines p.2%.)

(4) See p. 606 below, ancific‘g P2 69,
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tertaining details about the properties used in the staging of plays ot
Court, ws are left in doudt as to some of the basie facts, Ve cannot,
for exsmplz, be sure where in ihe hall the stage was placed. leslie
Hioteen'!) has produced & wealth of eizemnstantial svidence whiak, he maine
tains, demonstrates that the stege was in the middie of the hall, and the
audience was 'round about' on all four sides. BEarlier writers had
asssumed that the stage was set againsi the end wall of the hall in
rougily the modern ploture~frame mamner. in mupport of the conventional
viev, the traditions of nec-classical staging, and of various types of
otrest-entertainment, indicate that it was usual for ihe sctors o act
against 2 well or custain which sould be used as a tire-house. 2/  per
heps the most workable solution, one which satisfies the sviderce in
favour of both thecrdes, is 1o suggest that the stage was plased against
& well vith at least ome eniry from outside - from the equivalent of a
tire=house - in such a way that, like the stags in the public playhouses,
the audience was on thres sides, with perhaps a few dignitaries sitting
on the stage on the fourth side, opposite the Queen. O purhaps it wae
the Queen who wae on the fourth =ide, the whole court watching the stege
from beaide or behind the action, 2s was probably the case at Cambridge

(1) ht (Londom, 1954).

(2) sSee Alhmo- neou. m.mm_x_m_mmg {1ondon, 1927),
illustrations on p.75, Mask " Iondon, 1931),

PP.222,22% and C. V. Hodges, mmmmmm London, 1353),
plates 18-28, Although,as W. J. lawrence has pointed out, of the
four Imown interior views of non-scenic theatres, three show spec-
tators at the back of the ztage, they all show that the spectators
mabavethom%dncrnﬂlwhﬁehmthttm Ses
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in 1564, and at Oxford in 1566. ')  Vherever the stage vas astually
situated in the hall (and there is no resson to suppose that 4t was ale
ways placed in the szme position), it ie probabie that during Iyly's
cayeer at Court (c.1583-1590), & perspective pioture-iruie stage would
not have been used, and that conditions of staging in some ways syprox~
inating i the modern technique of *theatre f: the rownd' presentation
would have vrevatled, (2} though I doubt vhether, in the presence of the
(ueen, the actors would heve been as careful of the spectators on sach
side as modern actors °in the round', preferring mo doudbt, to keep their
faces turned towards the Queen. In the samo wey, 20 long s the Quesn
could see everything, I dcubt if anyone weuld have cared much about the
sigbt-lines of the sudience. If someone was sfuck behind & piller or a
house, he would have G0 oontent himeelf with the aural experieace, and
come sarlier the next tisme.

Ye have no way of kmowing how big was the stage at Court or at
the Blacicfriare, but there is an entry in the works accounts'>’ which
calls for & stage 14' x 14° to be built 'for the Flaiors to plaie om’ in
1588 ot Richmond, the yoar after Gajlathes and Endimion were presented by
the Paul's boys. Since they appeared in the winter of 1588~9 three times,
thers is & good chemce that the Paul's boye may have appeared on this very

(1) See Aotson, 3, Ppoifl=3, and Glynne Wiekhas Farly Bnglish
Stagep vol.I (londem, 1959), p.248 and Appemdix I,

. 3hes Pel06. This view 20w seems to be gemepally

(3) Cited 2y Hotson The Firet Night of Twelfth Night, p.69.
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stages

mmmumm-mummmu
suggestive tut inconclusive deétail about the properties used in staging
at Court.'?) +,..ap% hoveest made of Convasse, Framed Fashioned &
paynted accordimgiy: os mighte beat serve theier scvorall m'(ﬁ
vere the prineipel properiies other than costumes. Thay were made of
wooden fremes with peinted oasvas oloths, fastened vith pins or nails, 4
stretched over them, and they wers usually decorated with tassels or
painted pasteboard, They were constructed #o that the houses could be
set up end taken down with & minimum of difficulty, as they were cerried
hupmuphuhfm.ntmmmiﬂ 'Howse' appears to
have been a gonerie term applicable ©0 any large property, for sualler
devices not recuiring extensive framework are referred ©o separstely.

For a number of seasons, the Revels accounts describe in detail
the heuses used fur sath piey.'®’  They shew that moat pleys vequired
two houses - most commonly & city »nd & battiement - though some needed

(1) Ae Peuillornt, wd., Dosupienis yeliatip e Oiiice of the DReve
A the time of Ouess Tlisabath (Louvain, 1908}, hereafter weferred

(2) See for what is still the best discussion of this swbjeot, Chimbers,
2e 8ites voloI, chap.VII snd v0l.1Il, chap.XIX.

(3) Peuillerat, Revels, ps145.

(4) Ibides ppe201,203 eto.

(5) Ibid., £p.204,218,266 ete.

(6) 1%579/80, 1580/81, 1582/3, 1584/5.
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only one, or, rarely, none., VWith one possible u«ptim.(]‘} no play
during the period for wvhich records survive required wore tham two
houses. Apart ficm cities and battlements, the records describe some
intevesting priportiest 'frees...for £ wildermess in A :@hy‘,(z’}
nonsters, mountains, forests and boasts, (3) for ezsmple. fThere wzs m0
lack of ingsmaity im devising spectacular effecis, despite the limita-
tion that the house would have heen vimible frum at ieast three sides,
and possibly four, if the staging was to any extent °in the round’,
making it difficuit to oconoeal any machinery. (me delightful satzy'®)
reads

the ¥ounte, Dragon with y° fyer woorkes, Castell with y° falling

sydes Tree with ahyldes, hermytage & hermytt, Savages, Enchaunter,

Chazyott & incydentes to theis...,
a spectacle which becones sven more mh wnen another antry(”
showa that the castle with the falliag sides wez op top ¢f the mount,
It all thess properties were used in a single plzy, one cun imagine that
it would have been the sort of play that Peele wes satirising in The 0M
Jives Tole, Hoest plays, however, vere more modest in their requirements.
Gae *An Tnvention called Five plays n me''S) naes properties mther
like those we would expect io be used for fEndimion, 'a bhattlement of

(1) ‘A Game of Capds' (Revels p.349), vhere 'iiij. peuilions® were
noeded, These however required only twe 'cloths', snd may there-
fores have been two houses, each subdivided.

(2) reuillewst, Reveis, p.180.
(3) Zbide. pe24ls

(4) Ibid.. pe345.

(5) Ivid., Teble II.

(5) Abid., D365,
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cenvas (Corsites's castle) & canvas for a well and & mounte (the lunary
benk)'s ipparemtly & distinotion was med:c between a city sad s towm
wsel 35 1o ene jiag, ) and tiiere wan probedly a comstileniile vardely
in the houses baldly termed ‘cities’. In one yesr whem eight cities
vere required, a later satry'®) in the ceme year shows that ncue wes
used twice, and that all the houses required wexe made new.
ome interesting entry comcerns a curiain for a seaate house

ussd by the childrem of Panl's im 158071,

A storie of Pompey enacted in the hall on twelf nighte wheron vas

ymploied neve one grest citty, A semate howse and eigit ells of

dobbie savesnet for ourtems... (3}
A later narginal note's) mentions the smme curtain, 'The uble Ssroemett
naid iato Curiyns end Isplowid shoute Storie of powpay plaid by the
Childring of powles®, and an esriier smaie-house hid used curtains in
the year 2575/45)

mmrormm&dgﬁaﬁfsr&fmﬂmm&i

before the ssnat howes PR §
Cartyn Ringes seeviljd
Plging the Curtins with ffremge eseVijd
Tape and Coxic for the sume soexd

The relevance of the tape and cord is explained by m eatry inm 1576/7, 6
‘s lyne to draw a ourtsyne’. The moat likely play to have used & smate~

(1) mﬂpg 3‘321.
(2) Ibid., p.328, 'the payntinge of vij Cities omo villadge.'
(3) Did., p.336.
(4) Jbid-s p.338.
(5) nvid., p.200.
{6) ihides pe2T5
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bouse in 1573/4 (the properties were mot detailed) would have been
‘Quintis ffabius’, played by the children of Windsor, under Richard

Farrant, two years before he cpened the theatre in Blackfriars. There
is smple yrecedent for the use of curtained houses at Blackfrisrs. Ve
mey safely ssmme that the curtains were empioyed because the plsy re-
quired scemes ‘within’ the scnate-house; hence, I suppose, ths curtaine
would have bssn on three sides of the house, capable of being dvewn
quickly and vnchtrusively by means of cordss The curiain may have been
on all four sides of the house, allowisg those immedietely behind to see
as vell, tut I feel that limiting it o three siées would moke it more
nenagesble, 22d, as I have suggested above, I doubt if the comfurt of the
ruck of eourtiers would have received much attentiom. ‘'those who omld
mtmmmmofthnmnmm‘mmmmfdtamm
deprivation.

Feulllerat has calenisted'd) thet in the years that the sur-
viving accounts give suffiolent detail, encugh canvas was bought to allow

(2)

for sizieen square yarde for every houseo If we were dealing wvith s

piocture-frame stage, with ite two dimemsiomal flata, this would indicate
sither considerable wastage, or an improbably large siss, (3) b if we
viraelise & three~dimensions) house, caivas-covered on three sides and on

(J-) is Bureau des Memu - Plaieive of in Mise en § .}"-_
A'Elissbeth (louvain, 1970}, p.70.

(2) My calculations agree with his, tmt showed a variation im different
yoars of between 14 and 17 aquare yards.

(3) ©f. Chembers, 9ps Gif.» 0l.I, pPPe229~30, 'Vrom the amount of
omnvas used, it may be judged that ¢he houses were of considereble
size.'
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the top, sixteen square yards gives us a house sise of 6°38's6'. This
is the most approximate of figures, for it is probheble thet the houses
varied sonsiderably in sise, and, in eny case, a simple cube, om which
the ceiculation is based, would hardly have satisfied the Eiizabethan
carperters, with thelyr love of crmament. Support for this approximate
figure s given by smother just as sprroximate, when we imagine how the
eizht ells of double sareonet might have beem used ‘ajut’ (is it meking
the word work 50 hard 40 see in it suppori for the theory thet the cup~
tain vas used on thyee cr four sides?) the senate-house. ;xmm.’
sarcenet wus probebly saroemet that was finished on bhoth sides, 1ike our
the weual, which, 1 sssume, would have also baen ems all, or 45 inches.
This would have beem appropricsts for interior scenes, ss some of the in-
#ide of the curtains would be seen when they were drawn back, and the im
side of & senate~house shouid be sumptuous as the outeide. . ssuming
that the semate-house was about six feet high, requiring curtaineg of
roughly the seme hedght (5°€" after hems), eight ells would provide &
length of about 1B'G%., If the semate-house is to be ocurtained om three
sides, we arrive again at the basic umnit of about €'26's5'., The figure
agzaim is very epproximate -« the house need not have beem s0 tall for
Tlisshethan ohild actors, smaller than boys of pro-voice-change todey,
and no doubt the curiain would have been gathered to hang more neatly -
but it accords surprisingly well with the figure arrived at from the can-
vas, =ud again reduces what seeme an umocessarily large amount to
mansgeable proportions. VWe would expect a senate-house to be rathew

ke, and would not have meant that it was any wider tham
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larger than, for example, Apelles's studio, which could well have been
only four to five feet square without cramping the actors.

1 éo not muzpest that these salcuiations have proved the sise
of the houses used at Court, end hemoe at Blacizfriars and Pmul's, but I
do beliere that, allowing for the many assumptions and semi~informed
guesses required to ryeach the final figures, they agree romsykably well
witk what common-semse indicates o be an economical, functional end
decorative drematic unit.

Finally, we must arrive at some conclusion as to how the houses
were placed cn the stage:. I see no resavm to differ from ilotson's
assmmption'd’) that they vere en epposing sides of the stege, vith the
Queen viewing fiom a third side. ‘there is, indeed, evidence in the
Revels iscowmta %o support this,

«osd Tragedie of the kinge of Seottes, to y® whiche belonged

divers howses ... a8 ... the Pallace of prosperitie Seotlands,

and a gret Castell one ihothere side... (2
Coposition is desireble in many ways, particularly in plays like those
of lyly, where antithesie and balance of phrase and plot would gain oome-
sideradle olarity and emphasis by means of a similarly balanced
stags. 3’ iny other properties (woods, welle, gibbets and so o)
~ould have beeu rev at conveniont points sbout the stage. poasibly op

the fourth side, opposite the Queen; to give the stage symmetry, and
they, like the houszes, would have boem three-dimensioned structures,

(2) Mlhmt. m p.m.
(3) Thie point is discussed extemsively belowe See p. q1f. p.iisff.

illustretion facing page 136.
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Jhe Paul's playhouse. External evidensce voncerning the mature
of the playhouse or stage st Pauls is prectically mom-cyistent. iyly's
plays are the only smes surviving vhich we imow to have been acted at
Paul's before the dissolutiom of the company in 1501, After ihe
éiseolution, the theatre remaived olosed wntil 1598-9, when it recpemsd
to present plays by, among others, Hiadletom, Harston and Perey.'l’ e
exact looation of the theatre is unknown, ) although Botsoa'>) refers 4o
it as 'the octagomal St. Paul's, the ancdent Chepter Huuse', but he givw
no reason for thus leesting it. Hillotmw“) reviews the available ew-
idence; and comes to the comclusion that it may have beem

sesthe house of the siwener end dhoir-master, which was used as a
scahool for the ehoristers, and was also tuined to account as a play-
house. The house may have deen one of those large residences {n
the northwest part of the scuth clurehyard which ... were by now
(1599) ‘either decayed or otherwise comverted®. (5)

There is & great desl of fascinsting evidemoe sbout the Faul's
playhouse o be gathered from the stago-directions of playe preduced
after 1598, partioularly in the plzys of Peray, but, wufortunately, it
would be dangerous o apply this evidence 1o the stage that Iyly's plays
were acted on. There ie nothimg to show that the plsys produced in
Pmal's after 1598 were presentoed on the ssme stags, or evea in the same
Weilding as the carlier plays. Ve know thei there were two Hlackiriars

theatres, quite separete, and it may be that the two steges at Paul's

{1) Chambers, @p. git., vol.III, p.464) considers it possible that
FPercy's plays were scted bufore 1591.

(2) Chambers, Op. @it., v0lell, pei&.

(4) op. cit., pp.112+114.
(5) Eillebrand's source is Stow, Survey, ed, 160%, p.373.
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separete in time, were also separaté inm location. Certainly, after a
break of eight years, even if the bullding were the same, we would expect
that a such more elalorate stage would be needed to atiraet playwrights
ad sudiences, since in the meaniime the standaxd of the publie play-
houses had risen from the Curtaiw and the Theatre to the mew snd sumpbe
wous Clobs of 1595/9. ‘his means, regrettably, that ve hove ne inde-
pendent source of information about the stage at Paml's. ¥e have only
the bagie assumption that it would have differed very little from Bladi-
frisrs or the Court, and the internal evidence offered ¥y Iziy's plays.
We ave now in a position to susmarise whal we lmow of the stage
that Iyly's plays were produced on, The Rlackfriars theatre wvas only
46' by 27', a tiny room for fullw-scale theaivioal entertainmemt by io-
day's standards, bt the helle at Court were probhably not muoh larger.
That 4t wvas small by Elisabethan standaxdc aleo ie indicated by the fact
that the wiole Blackfriars theatre would have fitted neatly cato the
stage of the Fortune. The acting-space mst have been correspondingly
mmall, thowgh not necessarily as msell os the 147 hy 14° stage mentioned
in the Works accoumts. Allowing for a stage of 1S' by 20', and assuming
that rudinsatery "degreea’ of the kind provided at Court would have bean
set up cace the thestre became a commercial proposition, the theatre
oould have a%sorbed zn audience of two lundred comfortably, or four
Mundred vnecufortshly (ses fig. 3)s The importance of thic meall soale
should not be overioocked. ihe comparisonm hac often been mzde between
ylyte pmsmmmme;m in & roun &8 small an the Alack-

(1) Sce, for exampie, Funter, Op. eif., p.159.
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frisre, the unbroken wices of the hoys would have had mo trouble readh-
ing the farthest eer, and their young voices mest cften have reminded
those listening of the high sweet sound of a comsort of recorders or a
cheet of viols,'!)  Stage properties, which would have been decorated as
ingemiously as the flizsbethan cerpenters were abls, were y:vbedly visidble
throughout the action, and the loecation of the action would bave moved as
the players moved from one houss to the 'plave’ and o to the mext.'?)
The bouscs wore opposed acroge the stage, snd were large saocugh, in some
cases, for imterior scenes tc take place whem the ourtains, possidly oa
thres sides, were drawn back. Single spectacular effects of greai ju=
gouity were possible. In Jhe Arraigmment of Paris, for exsmple, a play
which was published in the ssme year as Alexander end Casmpsspe and Sapho
a6 Pheo, and which was probsbly produced at Court ot many years before,
there are a number of Spes r 'shows’, involving elaborate machinery
{met 1T, ae.ii, etc.), as Venus, Dians and Jumo try io impress Paris and
Queen Elizabeth. The Misfortunes of Arthmx, acted in the ssse year as
Sallathes and Bndimion,>) festured o series of dwsb-shove vhich certaiuly
used a trap, mnd Tspored and Gismunda, acted in about 1567 es Gismund of
Saieme, used ot only & trep from under the stage, but also, if the stage-

T —

(1) See the mote on p.130 delow, and the discussion of Midas's attitude
to susic, pe128 £,

(2) See p.84 £1. delow for a discussion of this with referesce to jlex-

iat, Ty

LAt

(3) Sec Chambers, gp. cit., vol.I¥, p.103,
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direction is not one of the parts of the pluy ’newly reuiued and pole
ished mcoording to the decorum of thess deies (1592}, the ‘hesvens',
from which Qupid descends. It is clear that plays useé such effects
fresly, though they were usually in the form of partioular 'shows' dup-
ing the play, mot integreted 10 the piot in the way that the catastiophe
of The Jey of Haity oombines ection with spectasia. Lyly mever scoms
to have been attrmoted to this sort of spectacle; sves in his one sure
viving dumb~-show, in Fadimion, no exira proporties ave reguived. It
may be that Iyly preferred to let his plays make their effect by purely
literary means, or it may de that the stegse at Paul'e and Slackiriare
were not equipped with tho necessary machinery, and lyly sccordingly
limited himself for the sake of ihe less claborate but more profitable
private stage. I[ouses, ior the child aoctors, would pocbably have bean
rether svaller than the 6'x6'x6' suggested above, partioularly on the
mell stege at Blackfriars. Some kind of machimery like the Gresk
periaktol way have been used, cither behind the stage doors (if there
were any) or at the entrances to the hwn-.u)

The question which remains umenswered so far in our enguiry
concerns entrence onto the stogs from places other than the houses.
Hoteon has suggested that a performance of Twelfth Night oould be mep-
aged frem the two houses, Duke Orsino’s palsce and Olivia's house, none
of the actors needing to leave the stage. T¢ make this possible Hotson
proposes & oonvention uherchy sctors could beoome 'invisible', in effect

(1) Fig. 11 illustrates one way that entrance would have been possible
through the perisktod, (Fa-imq p-64)
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offstage, by retiring to the sids of the stage.'l’ ALl of which secns
t¢ be rather clumay, if, as I have suggested, much the same effect as 'in
the round' staging eould be achieved by putiting the stage against & wall,
vith the sudience on thres zides. Alternatively, if the stage wers in
faot in the middle of ithe hall, entrances through the audience shouid
have becs practiceble, since at {ouri there wouid have been asdequate dim-
cipline to ensure the freedcm of the acicre, and in the private thoatres
iyly seems to have assumed that his sudience would be decorous in ite be-
paviowr.?) It ta reasomable, I think, to assume thet the sctors could
enter the stage fivm some kind of tire-house offstags, either direetly,
or through the audiemce. Any slight loss of spestator spoce or intimscy
would be more thou adequately countervalanced by the inereased fluemey of
production end, us I shall demcastrele in the following chapter, incressed
clarity in the action.

The faot that & eritic omn seriously suggest that there were no
entrances onio ihe Court stage other then from the houses indicates how
slight the evidence ahout msuch entrences is, spert from what may be
gleaned from the plays themselves, If we eseume that there would have
been one Or more ontrances fros =u offstage tire~house onto maﬁ@. “
we can limit ourselves safeoly, I think, to two possibilities, that theve
were one or two doors. Three we may reject as both walikely and umneo-
essaxy. In deciding vhich would have been ihe most liksly, we must ye-
neaber that the playwright would probably use the fizll rasources open to
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him « if there were three doors available, he would use them all - but
alse that we must look for the simplest practicadle arrsngement. The
evidence of the De itt draxing, 1) vinich shows only two doors, must
prejudice us in favour of a low maaber; as the Swan was & building
specifically dsaigned for acting, and we might empect that it would be
better oquipped than cny indoor theatre before 1599, as they were adapte
ations of rooms already existinmg for other purpcses. To reach any more
definite oonclumion sbout the catrances from the tire-house to the stage,
we must turn io the internal evidence offered by the plays.

In Gallathes (I,iv,7%5), we have what appears to be evidence
that there were three exits,

Dicks, I will this way.

Raffe. I this...
but thers are st least two ways that this could be produced wiih two
doore. The three could point alternately to two exits, so that Dick and
Baffe would go out the same way, or one of the three could dectde to g to
the Grove or i0ods which may hawve been one of the hc,mu;(a) Raffe, who
is the first of the ihvss to come back does in fact say, afier his next
antyry, 'would I were cut of these ¥Woodes®. With the help of the Grove,
it would be possible to produce it with oniy ome exit cffstaze. but this
would assn that Dick would remsin in the Grove for the grsater pavt of
the play., Apart from this soene, there is no direct evidence of characw

(1) See w ﬁiwl. M8 LeVvelonmes
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ters meeting or separating, invoiving the use of separate doors as dis~
tinet fzoz houses in any of Iyly's plays, but this, I think, is divectly
attributable to the lack of stage-direstions. In the scene fxom
Gallathes already discussed, though obviously the boye leave by at least
two different weys, the scene closes with a bare ‘exemt's In Mare
love's Dido, there is a stage direction after line 5”(13 "Bnter Vorus
(with Oupid) at another doore, and takse Asosmins by the glm'.(z) but
there is ne mch evidemce in Iyly's plays, slthouzh many scemes would
ost fluently be produced by the use of twy doors, with differemt ohar-
scters meeting, perticularly in ihe sub-plot scenes (sec, for exsmple,
Sapho and Phao, 1I,4i{; Gallathes, V,4p BEnfisisp. I,idd; I1I,434;
Mothar Fogblie, many times). fost of these mcenes could be managed with
the use of ene door only, or, particulsxiy 4= VMother Bombie, by the judw
icious use of houses and o single door; it is possidle, for example,
$hat in Fadimion, I,iv, Dipsas enters with Tellus snd Flosoula fzom the
one entrance, henoe Tsllus's remarxk ‘we haug met', but the more cbvious

staging would be te have then snter from separste doors, as Bond suggests
in nis stage-divection, If there were only one entrence io the stage,
we would involve ourselves in improbebility (though by the Elisabethans'
on standerds this may mot be 2 very telling srgument) in much scones as
pe. I,i, where the captives would be led off through
the same door as that through whioh Alexandar would also mske hic exit.

(1) Ed. git., p.403.
(2) See also Selimus. scted by the Gneen's players, M.S.R., 11.571~3.
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The only way it is possible to arrive with any certainty at a
conclusion about the mumber of doors used is to visualise the plays in
production on stages with one, and with two entrances. The answer is
not, I think, left in much doubt, if we consider, for example, the scene
in loves Metamorphosis where the foresters enter one after the other,
each pursuing his respective nymph (III,i). With only one entrance
the effect wounld be rather absurd, each pair rumning out onto the stage,
pausing to speak about thirty lines, and running back. There would in-
evitably be a pmuse before the next pair could run on, and the general
effect would be rather like a sluggish cuckoo clock. With two doors,
kovever, not only would the nymphs have somewhere to run to, but the so-
tion would move more purposefully across the stage, with each pair teking
the stage in quick succession. The scene becomes 2 carefully construct-
ed unit; after the song, while Niobe runs off, and vhile the other two
foresters enter, all presumably through the same door, Silvestris has a
short soliloguy, giving the actors plenty of time to move without causing
congestion, or letting the action flag dy an uncomfortable silence. The
test of production, discussed in detail in the next chapter, is definite
enough to allow us to say that a stage with two doors opening onto it is
a probability rather than merely a possibility.

It is not difficult to see how Iyly used the most important
properties of the Court stage, opposing houses. In Alexanjer and G
paspe there are three ‘places’ which could be houses, Diogenss's tubd,
Apelles's studio and Alexander's palace, Diogenes's tub is certainly a
house; the various changes of locality that teke place during scenses
where those already onstage go to visit Diogenes (X,iii; II,44; III,
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iv, eto.) ean only be explained (unless we are to socept Bond's stage-
direction 'Diogenes’ tub is thrust on') by Diogenes's pressnce onstage
for the whole play, out of sight in his tub vhen not needed, and henoe
able to ‘enter' or 'mt'.(l) #ven vhen onstage all the time. One
striking piece of evidence vhich supporis this is the way in which Alex-
ander and Diogenes both refer to the tub as a 'cabin' -(v,iv.n-,fi). a
term which would be inappropriate unless referring to & structure whioh
oombined the atiributes of a tud to which every way is opm (I11,14,63),
snd which Diogenes prys over (V,11i,21) with some kind of conventional
house-structure. Apelles's studio zlmo is most easily visuslised as a
ouse, with curtains which oould be withdrawn to reveal interior scenes
(111,4445 III,iv, eto.). Alezander desoribes the studioc as & ‘shoppe’
(V,1v,23), which may have besn an accepted term for @ houss, if we oan
take its use in Thexsites us typical,®) cnd Paylius is comsended to stay
cutside by the ‘window’, and is to answer, if any ask for Apelles, 'l
lubet esso domd' (I11,1,18-19). One of the most obvious ways & house is
distinguished from a nore generslised 'place’ is by the faot that all en~
trances and exits must be made to or from the stage, as, we must ssoume,
ummnnwmmmwmammmwﬁw
house wall or its equivalent, there could have Deen no mesns of commmios
tion out of sight of the sudience. All entrences and exits to snd from
Apellea’s atudio are made from the stage, 4f we imegine that in suoh
soenes as III,ii4 and IV,ii the curtains would be drawn, lsaving Apslles

(1) Ses, for exsmple, II,i,55 'Exit Diogense’. In Thermites, Mulciber
retives to his 'shop’, until he is oalled agein.

(2) Sec Dodsley od. 01d English Plave, e4. W. C. Haslitt (Ilondon, 1874),
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end Compaspe inside the studio, out of aight, while the ensuing scenes
toke place on the stage., Since they are elearly mesut to remain in the
studio during these scenes, and simce their next appearsmce is also fyrom
ﬁalm.%muhmﬁnhmmtﬁﬁﬁetm,m.hm.
clarifies the action. I heve alresdy sugzested that s pley with more
then two bouges would have been rather exceptionsl. It is possible that
Alexender's palace nay have bean & houss, (1) but the catrences and exits
are less clearly defined than those for Diogenea's tud and Apelics's
studio, zad, since many %0e people are involwed in scifon to and from the
palace, it would hawe to be 2 sauch lerger structure, Rven if we allow a
third large house, it would be difficult to produce the play without a
good deal of comzestion and s certain szownt of improbebility. For exane
pla, the captives would have to retdre t> the prlace, although Alemander
has instructed them to be conducted *into the Citie' (1,1,76-7), unless we
postalate a fourth house, the City. The solutiom to this problem, I be-
liewe, lies in the other property avsileble $o the playwright, the ent-
runces from the tire-house. One obvious corollsry of two dcors opmming
onto the sisge is that they would wexy sasily soguirs specific signifi-~
cacco; im Alsxander snd Caspegpg one door could lead 'to the palasce’, and
'tothcﬁ.ty'(z) In this way we would overcome the difficulty of
imagining sither as @ laxgs bouse, and the sctore would have the extra
oonvenicnces of & relatively clear stige, aud commmication, if necess-

vol.l, p-3§ oto.

(1) Casmbers, op. git., W1.IXI, p.33 snd Huater, op, oit., p.108
aszume thet it is,

(2) See figs. 5 and 4,f.pp. 43,67,
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ary, behind the stage between the city and the palace, '}’

Yo oxn gusss that the Elissbethan audiences were sensitive to
distinotions of this kind frow a well-imown passage in Sidney's Defengs
9f Poszty, which womld bave been written at about the seme time as lyly
ves writing bis first two plays.'?)  Sidney complsing of those plays

«esvhare you shallhave Agis of tho one alde, end Affrigks of the

other, und 20 manie other under Kinglouwlp, that the Player whem he

comss in, sust ever begin with telling where he is, or slse the
tals will not be comosived, (3)

Despite the yosaible confusion of many 'under-kingdoms’, & play could be
staged 20 that one side of the stage (or an emtyence on one side) was
unierstood to be in Africa, the other side in Asta, A later reference
by Jepaer Heyne in Jonsopms Viribus (1638) to oaw of Jonson's virtuse,

The stage wus skill & atage; two entrences
Wers wot two parta o the world, disjoined by seas, (4)

both mekos wore explicit Sidoey's complaint, sad dsaonstrates that the
hadit wvue one whiok died hayd. Anothor interesting veference is in the

(1) Such an interpretation of Iyly's stege renders rather mesningless
thediscussion (see Chszlarve, gp. Gifss ¥01.111, peo32, Bumter, gp.
Etse pe108) ns to whother Alexander's palace was Wetwesn Diogenes's
b and Apellests shep or whether Diogwss's tudb cccupied the middle
position. The palaoe would hawvs beon behind the other two, making
it yosaidle for the action t0 flow from ome 0 the othsr in sny order.

(2) The generelly accepted dute is 1581, shortly after the publication o

Stephen Josson's Sohool of Abuse (1573) to which it is, in part,
answar, The evidence for this date is set out in Simckeburge's wd-
ition of the Defonwe (Candridge, 1891), p.xxmil f£f,

e FiroEe worxs ¢ [ SAr FRilip Sidney, od, A‘ qu.mt (Wdﬂﬁ.
roprint of 1962), wl. 111, p.38.

(4) Quotsd by J. P. Reynolds 'Some Principles of Elisabethan Staging' in
tiodern Philology, vol.IX (1906), pp.581 ff,

(3)
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fourth chapter of Dekker's Guls Horabooks (1609),
four Hediterransan Ile, iz then the cnely gnllery, wherein the pio-

tures of all your true fashionats and complemsntall Gulg ave, and

ought to be hung vpt into thet gallery oarry your neat dody, tut
take hesde you pick out such an hour; when the maine Shoale of

ilenders are mwimsing vp snd downe. And firat obserue your doores
of entrance, and your Exit, not much wnlike the pladers at the
Theatres, keeping your Degorums, sum in phantastieality. As for
exanple: if you prous to be a Northorne Gentlesun, I would wish
you %o passe through the North doove, more often (espesially) thn
sny of the othor: and mo, sccording to your countries, tske note
of your snirvances. (1)
Taken together vith the evidence presented by Jocssts (1566) and The
(0:1600), both of which clearly in-
dioate doors of spcoific significance, thess references estadblish at
lsast that Iyly's sudience would have besn thorvughly femiliar with the
oonvention if Le had sapplied it to his plays. Huany plays would have
gained in olarity of presentation if doors of specific significanse had
Jortunes of Artimr, for exampls, the sction alternstes, if not betveen
oontinents, between places xhich uust be considersd a considerable dig-
tence aparts Of Iyly's playe, only in Midps must the player degin, wo
that the tale will be conceivad, 'This is Delphos® (snd presumsdly this
would have been as trus of upifidas II, unless the whole last scene was
reuritten for the Court performance). Whether the andience would have
been sssisted in their understanding of which side of the stage vas

Afrios and which Azia by the use of locality-boards is a matter for cos-

(2)

he NG matic Yorks of Thopas od, 4. B. Grosart,

m. m WI.II. ”.230"1' tod » W Je lawrence in his
srticle 'Title and looality Boards on the Pre-Restoration Stage®,
90s 0it., p.65. Hany of the idems expressed in this and the
following chapter were stimlated by the work of Lawrence.

SIS K
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Jocture, though V. J. Lavrence) bes pereussively avgued that t1tle-
boards and locality-boards were used extensively in the Elisadethan
theatre. In the Defense of Pooglse. Sidney refers scormfully %o
'Thedeg writien in grest letters on an old inni?{.m) whiech is inoident-
ally the nearest thing to contemporery external evidence on stage-dcors
that we possoss. It seems to me most wnlikoly that 'an old door' would
refer to the door of a 'house’, and in fast it is difficult to mee in it
anything but a reference to a door opming onto the stage (hence the
stagze could not be in the middle of the room), with a looality-board
above it, which would £it nestly emough into the scheme I have propossd.
A stege with two opposing housss, and two doors of differing
significance, fits Igly's plays raaarksbly well. The secmingly arbite
ry changes of sosns in Alexs ) beocome natural and repid,
with movemmt flowing from the doors to the "place’, on to the houses and
back, ) o changes of mcens 1 Saxbo snd Phap ave also made olserer
vhen wo apply the play to this stage. The Hibilla's cave misht be cone
aidered the oounterpart of Diogenes's tub, for sha seems to be on tap
vhensver wanted, although there are no obvious changes of location during
The scenes where Sapho i3 'in her bed' (IIL,idi; IIT.ivy IV,45 IV,i4d,

ote.) may involve amother house rather like Apslles's studio, & eurtained
chamber with & bed insides as suggested above, rather like the similar

(1) Ipe. git,
(2) M. oit., v.29,
(3) Sec chapter III below for an extended sualyais of stage-movements in
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soms in Tasburisizg, 't} alloving Sspho to be curtaimed off to slesp
alons, while the ladies-inewaiting comverse outside (II1,111,36), or
allowing the ladies to retire to the chambder with Sapho, while other
action takes place onatage, though the mumber of ladies in each soms
sesms to vary considerebly. This may, of course, be becouse they were
all preseat but soms were sileat.(?) The omly imeonsistency vhich
should be noted at thin stage is that Sepho does not emter from the
stage to her first soene 'in her bed', indicating sither comamication to
the chonher from the tive<house out of sight of the sudience, or & con-
vention vith the same effect.(>) The stage is further complicated ty
the preasnce of Vulcan's forge. This also is most essily visualised as
a house, probadly in the form of & oave, though it is used for one soane
only. It is possible, however, that the forge was repressuted simply by
an anvil, which could have been onstage for the whole play, rather like
the woll in Ipdimion. The forge, like the well, is used for only ome
sosne., Ur it may be that the Sibilla's cave served both for the Sidilla
ond Valoan ~ fndesd, it may be because of Vuloan's forge that the Sidilla
49 showa &8s living in a cave, not a house like Mother Bombie. This
second possidility may provide ue with a solutica to Abrebanm Flexing's
obsours resaxk sbout periskiel. Perhaps the change from the Sibilla‘s
cave o Vulomn's forge was effected by e motion from within the house
which in some wsy resssbled the popisktol. Eithar possitility would do

(1) Aod in meny other comtemporary plays. Ses p. 78  below,
(2) See p. 98 belows
(3) Bat see p. G3Ff. below,
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mﬁﬂ;mmwwurmmm

Gallathen, by way of oomtrast, has s rwiher sustere stage.
The only property mscessary for the play is 2 tres, & 'faire Oske' (I,i,
2) to which Hasbe is bound (V,ii). It is posuible that om the side of
the stags opposite the tree (Iyly, I thisk, would have preferred a
balanced stage) there wes & p1oup of trees to or from which various en-
trencos and exits (usually Gellathes snd Phillida) could be mede, ) 1
a1 not sure if this ie sigaifieznt or avt, but whether the group is ye-
ferral to (always Just befors the sxit or just after the ontry) as
*oods' (IX,1,573 il,iw,123 Ii,v,5, sad '",i.av), ‘Growes® (I11,44,58
and IV,iv,32} or 'idiekete’ (V,111,9), it is slways given the digmity of
a capitul letter., OSuch sn arrenpemeni, as well as providisg & wore
symmetriosl stage, would have made greater flexibility in the production
posaible.

Endinion provides us with perhsps the moat realily definable
stage~proparties of sy of lyly's plays. Iike Diogumes' tud, the
lunayy bank is beat isagined ss & house in some way opea 0 viaw all the
time, though shether Endimion would have beem out of sight whem ssleep,
but not needed, we have no way of knowing. Idke Diogeses's tub, the
Tunsry bamk 15 oalled & *Caban® (IV,i14,7H). The eestle in vhich
fellus is kept prisomer by Coraites would de the other house. All en-
trances aud exite to or from the osstle ave from the stoge, wyen the

(1) See rig. 5.
(2) Bes tig. 6.
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mission of Panelion and Zontes (V,1i1), whioh serves the same fumction
as that of the page in Alexande (IV,9,3 and ¥,1v,25) =
o give thoss in the house onstage a ressom for jJoining the sotiam,
Corsites’s remaxic (11X,1i,1) 'Heere is the Castle,' and Tellus's later
wnkind comment (IV,1,79) *I will in, and leugh with the other ladier at
Coraites sweating' sugzest that the castle was & house on the oppouite
side of the stage to the lunary bamik, snd hemce, vhem dramatioally
appropriate, in sight of the sleeping Endimion. The foumtain, whioch is
used only in III,iv, would have besn onstage nesr the lunary bank, for,
although it took Zusenides many yeare to find 4, Bpiton dosorides it ss
*haxd by* (1V,i1,67). Cynthin's palace, like Alexander's, is felt to bs
nezxby, but would prodably be unmansgeably large a3 a house., One of the
entrences from the tive<house oould have been understosd o sigaify ‘from
the W,.(l)

Zother Bonbie 19 porhaps the most difficult of all Iyly's pleys
to fit into the pattern of two houses opposed scross the stage, There

are no leas than seven posalble houses: the house: of Sperantus, Prisius,
Hemphio and Stellio, Fother Bombie's house, the tavers, and the scriven-
or's house, Of these, the scenes concerning the tavera and the scriven—
or could be menngod cesily smough without s house actually onstage, by
suitabls use of a atsge door or entrance (although the mention of the
tavera’s 'bush’ (Ix.zm:' I1,i1,10) strongly suggests that the tavern
wss either & houss or a decorated door), but 4t is diffiecult to see how
the play ocould he produced without sepsrate entrances onto the stage

(1) ses tig. 7.
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fyom the other five lwuses., Fother Bombie, like Diogenes and the
Sihilla, would have besn in her houss throwghout the play, realy to
onsver when needed. The other four houses could bs set up across the
stage in pairs, with each stage-house representing two houses. Some
arvangesent such that, say, Memphio and Sperantus were opposed to
Stellic and Prisius, would highlight the conflisting intsrests of the old
men, and would accord meatly with the scens (V,1ii) where the musiciena
serenade first Sperantus, then, next door, liexphie. We would then have
two stage-houses, perhaps a little largor then wsual, oppesed in the orth-
odox wamner aoxoss the stago. Mother Buxdie’s house, which would not
have to be very largs to hold one msall doy, oould bs on a third side.
Hanos, perhaps, the fact that she gives her name (o the play, uws her
ocentral position would give her cn importmmoe on the stage that she
soems ruther to lack in the text.'?)  ipart perhape from Ssho aad Fhao,
Fother Bosbie is the most difficult of Iyly's plays to fit into the
;mttum we have established, though juatification of a kind for the con-
cept of paired houses 46 found in the Hevels Acoounts, 2) where we find
that the houses someiimes inwvolved pertitions,

Carpentors © od not onelye in repayring of the old freme and

mdit Bat alsoe in nmakinge of Certayne particions and
It say be, of course, that by the time }gther Dombie wos being writtem,
the Paul's thestre was undergoing some kind of modermisation to allow
more complicated staging (o neo-classical strest-perspective, perbaps),

(1) See fig. 10,
(2) Feuillerst, Zgvels, p.120.
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but if we sccept the schews I have proposed, the staging becomes
relatively simple, and all entrances and exits are made in view of the
sudience,

JMidas, as we might oxpect, has its special probless, In the
play as we have 1t, two houses are recuired, Apollo's temple st Delphi,
and some kind of structure representing the reeda., fthe orscie is mot
needed until the last scene, and probably oculd have been staged with a
stage door, if ¥isy opaned directly onto the stage. If, however, the
tenple was & stage house, Apollo presumadly would have sade his exit to
it at the end of IV,i. I have mo idea how the roeds were represented
onstage, dut presumabdly thers was room enocugh for one boy to hide so that
the recds conld utter their all-importent lines. doth housss are used
only in what is left of wu¥idas IIi Af nailidas I used any houses, they
were sppereutly dume avsy with so that the stage of the revised version
should not become too cluttered, In both Erdindon and Kides, as ia
we infor that the castle ol the nonarch is near-
by, but it is not involved directly in the action, and may best be imag-
ined as an entrance with the signifioance *from the pﬁm'.h‘)

Joyes Eetamorohogis., the last of the plays to be oonmidored
here, 8 The Voman in the Moone requires sepsrute treatamt,'?’ is sm~
other play vhich may not survive in its originzl fom. Ye can have no
ides, for exmmple, how the three nymphe were metsmorphosed into their
sppropriate shapes, although the tranaformed nymphs must be onstage for

(1) See tig. 9
(2) Seo pe 76 £, balow,.
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Protea end Petulius comsent upon their chenged shapes. Unme way to
stage the mstemorphosis would be by a dusbeshow, of the kind that Blount
supplies %o Epdimion. We must remesmber, howsver, that Ioves Metsmor-
bhosisy was doubtless played on the modernised atsge of about 1599, and
the ‘thicke xist' (IV,1,109) and the later ‘showre’ (V,iv,54) by which
the nynphs re;ain human shape, may have besn added to accord with later
teclmiques of production. Similerly the doors which Protea refers to
whon, as Ulysses, she insiructs Petulius to follow her in ‘at this
doore, and out st the ather! ({V,41,96), in order to regnin her protesn
shape, nay most sasily be explained as stage doors, tut again could be
on interpolation to avoid what might by 1596 be oonsidered a clumsy
metamorsroets onstage. () But ve can be fatzly sure of the mata prop-
cﬁummrmm.mmmwm.mwum.
Cupid's temple would have besn smother honse where the sotor remained
inside throughout the play, like Dicgenes, the Sibilla and Mother Bombdie,
withirexing vhen not necded. Uerea’s troe, althovgh supposedly chopped
down by Erisicthem in I,1i, is mentioned later (IV,1,130) specificelly,
&and may be referved to in 1IV,11,86 where Protea suggests % Fotulius
that they should go 'into the woods® (IV,11,100). It seems likely that
the tree remained after being sysbolically chopped down, and was, perhaps,
the centre-plece of a grove large enough toth to hold Fidelia snd perhaps
ocoasional charecters who made their exits to it. Ve may visualise this
postulative grove, and the similer one in Gallathes, as rether like the
pastoral setting in the swrviving illustration of entertainment at Court

(1) &.f. Endinmion's change to youth onstege (V,iis,c.187).
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in Parie 1584, 'Y In Iv,ii, there is & 'Syren' wio is amownced by
stage-direction, though there is no emiry or ocxit recordsd, and who
sings 'with & Glasse in her hind and a Combe'. 8he is zether like
Geron in Eudimion, who apparently sings at the well (Endimiom, III,iv,1),
tut wvho has no entry recorded meparate from Bumenides. Perhaps the
Siren's rock ir the squivalent of the well in Endimion (it may eves have
besn the metamorphosed mywph, if she was changed betwsen IV,i and IV,1i),
and porhaps the line 'Aye me, behold a Syren hmunts this shore...' is &
cover for its entrence. (&) !

Yhen we consider that the texts of Iyly's plays provide a mine
imam of clues, we can view with some satisfaotion, I think, the way in
which they conform with the ooncept of the private astage that we had
uilt up indepondently from external evidencs, A mmber of inconsiste
encies are inevitabls, as our picture of the stage is & vagie one -
houses of cavrds Wilt on g platform of conjecture.

Some of the other ploys kmown to havse been acted at Court ave
more informative about their staging. CGlsound of Saleme, published in
1592 ac Tanored and Cismnda, gives details of the dumb-shows and the
music between ench asct, and 1t aloo indicates where woat of the en~
trances snd exits wore made from, Tancred's palace is sentioned speo~
ifically as an exit snd must be considered a houss of some kind, and
Gimmmd ‘s chesber would be another house in or near the palsce.

(1) Sec Felene LeClere, '"Circe”, ou "Le Ballet Comique 49 la Reyue,"*
Taatre Rosssreh, 11X,2 (1961), pp.101-120, plate facing p.112.
It is also reproduced in C. V., Hodges, gp, ait., plate 39,

(2) See rig, 8,f.p: 64,
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In sddition, we know that s good deal of sotiom came from under the
etage, and that Cupid was sble both to descand from the heavens, and to
‘rempunt'! later.s A close lock et the movemmts of the sotoxws shows that
it mat have been possible for them to commmicate betwesn the palace and
the chanber out of sight of the sutiencs. For exmeple, is I,i1, (V)
Tancred and Glsssmd 'depext into the paliace’; but at the begimning of
aovt 1I; the dumb-show indicatos that Gisamd was discovered behind the
mumma(z) Rither the chasber was & part of the house that
wes the palaos; or the palace and the chmsber vers facades over stage
dooys opming directly onto the stage, and ommmunicating behind. On s
stage plsosd sgainat an end wall, with; as I have suggested, ihs audience
on threo aides, this would be poesible; and the play would be quite
sagily produced, if we further lmagine that there were two entrances from
under the stage, ono in Gismmd's ohusber, and ons further on the stage
iteslf. It is fairly clear from Tamored's remavk

oocmm*mj

ﬁmmm.tmmtmwmm

Miﬂﬂmmﬁnmthhumf.

Without our wall: which now is auexgrowen;

Bat you aay finde 1t ous, for yet it liens

Dirxeotly South a furlome from our plaoe:

It may be knowen, hard by sn eanoient stoope,

there greven (ke in eolder dales decaids...
that this was how the stage wis arvenged. It is possible; I supposs,
that commmiostion wan possible batween the chomber and the palass

under the stage, rathexr in the way muggested by Eotson in Sholtogu:

(1) 11,216~ [L.8.R¢» sig.B2.
(2) HeSaRey ﬂ‘ﬁm'o
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vooden 0:3)  uis would be necessary if the stage vere to be in the
uiddle of the hall, but it seems an unduly complicated way of staging
the play, perticularly if we add the further difficulty of construsting
the *heavens' in the middle of a hall. Tanored snd Climsmda could be
staged by the use of two traps and two stage doors, each with a facade,
one a palace, and the other a chamber mnd bed rather like Sapho's
chasber in Saobo and Phao, but it must be remembered that it is & mch
more elaborate play, from the point of view of staging, than any of lyly's
plays. Another play vhich used dusb-shows betwesn the acts, but which
was parformed more psarly to the time of Iyly’s plays is The Nisforiunes
of Apthur, performed on February 28th, 1587/8 by the gentlemm of Grey's
1.2} Mere are thres houses nemtioncd; some eloisters’, o which
throe mms in the first dusd-show retire, end vhich Gusnevers refers to
towerda the end of I,111,) finired’s house, mentioned in the firet md
second dumb-ghows, and 'the house sppointed for Artimr', mentioned in the
sooond dumbeshow. From the fiiwh dumb-show we know that there was &
trap fron under the stage for three furics to riss out of, and premmably
for Gorloie to retive to st the end of ¥,41,4) and from the thize dumd-
show we lmow that thore werw at lecet three posaible entyanoes onto the
stoge ('From a thixd placo there cams four aoldim-...').‘5) The
cloiaters ave used only on the two occasiona indicated above, and oould

(1) p.185 1, |

(2) » 90s Glkss WOL.IV, p.103.

(3) mm,dft: mw; _O_l;. ut.. Wlo“. ﬁomo Y.
(4) mid., p.338.

(5) Idd., p.515.
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simoly be one of the places 'nearhy' on the other side of a stage en-
tremoe, ut the other houses oould be used onsistently throughout the
play by the opposing sides.  Anothar play of about the same periocd is
Harlews's Dide, performed by the children of the Chapel, though it is
00t knmown whether they actually performed it at Court. There are agsin
thres possible houses, the curtained discovery-space behind which
Jupiter 1s discovered dxdling Ganimeds on his knes,'t) vith Heroury
asleep nesrby, there is the grove in which Ascanius sleeps,'2) and thare
1s Carttage,?)  Chamders®) vimalises Carthage on ane side of the
stage with the other cide gn postorslle including both the grove and the
discovery-apace, but if Carthage is to be a three-dimensicual house, 1%
would have to de a very large one, &8 & large mumber of sotore wonld
have to ccoupy 4%, As well as these properties, there seows to have
bean & shrine to Jove uhich Iarbus sscrifices st in IV,¥, and on which
Dido somehow comnits suioide. I suggest that thiz shrine was the dio-
covery-apace of the Tirat scens, and that Dido's, Iarbwas's and Amna's
exits were made ot tho end of the play by drewing the eurtain. The
‘vgly camge® of IV,1,1001 could have boen either tha grove or the shrine,
If Carthage were to be one of the staye doora, we would again have a
siuple atsge, vith the grove on one side opposed to the curtained dis~
covery-space on the othms

To complete the picturs of the stage that iyly's plays were

(1) Bhe git., 039 (act I, mec. 1).

(2) Did.» p.4e (11,1,611).

(3) Inide: po40) (1I,1,1)e

(4) Chawbers, 93, gik.s W1.III, pp.35-6,
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aoted on, it is necessury to memtion briefly the kind of stage that The
Hopen in the Nooge would have been produced on.  Summer's lsst Will spd
Jestauept, which, 1 have suggested, mey provide a link between the later
prose plays and Zhe Yomen in Ehe Noone in style, does not help us here,
as its poxformsance was clearly of & specislised nature, probadly wsing a
sinple floor-space in an appropriate room at the Croydom palece of the
Avchbishop. The way in which Vertummus ushors in the characters vould
be conslatent with a stage in the middle of the yoom, necessitating the
olearing of a path through the audience. iut
would have been pressnted in the public theatre, posaibly, as I have
suggented, the Roze., It would not be apprupriate in this study to re~
consider at length the evidmoe concemming the naturs of the publiec
stage, 1) but there ave & muber of peints vhich mey be made shout the
: pone would have becn scted. A glance

at thoss plays known to have besn staged at the Rose'®) demonstrates
that the properties called for in Ths Women in the loops wers used in
many other playe of the peried. Aithough, for Iyly, the play uses such
eladorate stage-props as a raised throme and a trep, oompared to the

(1) The modem ﬁwmommumh of the Elisabethan stage
seent %0 by cns mainly of agnosticimm, thowgh there ars a mmder of
mmmmmmmmpmomrorwt—m&t-

articles; lawyrence J. Ross 'Use of a “"Fit-up Dooth" in Othello’,
in Shakssvesre Cunrterly. XII No.4 (1961), pp.359-370.m Richard
ilulag The Staging of Desdemonz's Ped’ Shakesg , e

(1953 ® pp-S?-G.'»

(2) Chanbers, op, cit., wol.II, pp.143-5.
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‘e Joy of ¥alta, it was relatively atreightforward. The raised threme,
mentioned in Eenslove's Disxy, %) as well as being used, m0 doudt, in
xany plays with royalty, was called for in lookis
where Queas sits snd ococassente on the sction for mpet of the play, and in
04 Fortunatun, ‘2 i trep vas calied for 1n meny playss lockiag
£ Kept and Edwerd I all require it specifically, snd many others oould
have used it incidentally. Apart from the throne and ihe trap, there
in one rether interesting stage property used $n The Voman in the s
It is descrided in one of the wmsuslly detailed stage-diveotions printe
od in a mmall Romsp type,
TR R
1msge. 3
Neture's shop, mmum'amnmumm*amu
Alsxapder and Compespe is doubtless some relative to the 'honee' of the
oourt entertainments, It is a discovery-apace with no aesd of an exit
out of the might of the sudience. The truditicnal view of the Elise~
bethan theatre’®) would nave it that this was the 'inner stage’, but the
faot that there was 10 need for an axit sugrosts that it was a atructure

independent of the tire-house, though, of course, it msy have been

(1) Ed4. Foskes snd Rickert, p.T.

(2) _mm tm- ku' Mrs'. stage direotion following I,i, m
1 KA Y Wk (LN, ¢ ) vol.1 (W‘a‘j 1”3

(3) B m,_m. vol. 11T, pe24%.

(4) Ses, for exsmple, J. C. Adems, The Globe Plavhouss (Eerverd U.P.,
1943).
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placed against the tire-house wall, A curtained discovery-space, with
functions sinilar to those of the Court ‘houss’, is called for in many of
the plays produced at the Rose, though it goes by different mames., In
one or two instences (as is the case with Sapho's first sppearence *in

her bed') the text suggests contact with the structure from the tire-

house, but mostly the entranoos and exits involving it are clearly from
the stage only. I have already mentioned') the use of a bed vithin s
ourtained structure in Tawburisines the same feature is used in The

Upspacre at Paris (3i.S.R. 1,300 'enter the Adnirsll in his bed', and 11.
355-6), Ihe Batile of AMlcasar (H.S.R. 1.37, 'They drew the curtains and
seother the young princes in the bed') and The Histe

shapkes (pessim).  In 014 Fortunatus (ed. cit., r-m)mum
Slesss for lopdon (H.S.R. 11.510,552) a discovery-space with curtains is
nesded, and in each case, slthough there is no indtoation in the text,

the previous exite of those discovered could be to the discovery-space.
In Zitus indropious there is a tomd, in Doctor Fauptus there is & stwdy,
and in Friar Becox BERY there is a cell, all of which oould
use the ssne type of structures. The other properties used in this group

of plays (md of course there wers meny which use none of these proper-
ties, A Humoyous Deys ifieth end Knsek to Know a Knave, for ezsmple) are a
mwmmm.&mmm otc,) and an
upper stage of some kind, often the walls of a town (Edward Iongshenies,

(1) Seap. 3  sabove,



The sisilarity of stsge properties bdetween The Women ip the
loone and these plays is not a positive argument in favour of the ident-
ification of The Woman io the Mooms with "Nonder of s Wewan'.  We would
expect thet most plays of the period could have been stsged in any of the
theatres, dut by analysing thiz group of plays known t0 have in common a
production at the Rose, we cen gain & fairly compluote pioture of the
nature of the public stege at the time that Iyly wus writing, In none
of the plays produced at the Rose is there any evidemce of a tripartite
secting, and we may assume that the doors opening onto the stage would,
as in the drswing of the Swap, have boen two in mumber. There would have
boon a throne, worked by mschinery, set above the stage for the warious
planets, all of vhich mount and descend in sight of the audience. A
trap wvould have deen availablo for much more spectacular effects than the
modest cave required by Iyly for Stesies to hide in (II1,11,190 ££.), ma
"Hature's =hop' would have been a curtained discovery-space plaved some-
where on the stage = perhaps the neatest plaos, combining the arguments
for end againat the 'inner stage’, would be between the two doors. The
sudience would have been certainly on three, and possibly on four sides
of the stage.



IHE PLAYS IN PRODUCTICH

The drematist i 5o move writing 'pure® literature than the
composey Of an orchestiral piece writes 'pure’ music, Bach artist ex-
ploits the medium availeble for particular effect; the composer con-
ceives his susic in tarms of orchestral timbre, orchestrsting according-
1y, and the dramatist conceives his words as delivered by actors in a
particular setting, and arranges the sovemsnts of his charscters accord-
ingly. Just as we understand the 'terraced' dynsmios of Baoh or Homars
by relating the growth of musical thought $0 instyruments which, like the
harpeichord or the baroque organ, were incapable of making & crescendo,
our apprecisticn of the dramatist'a art is heightoned by applying his
plays %o the test of produsiion - in this study, of necessity, theoretic-
al.

One of the problems for a producer on a stage with only two
doors, partiocularly when working with a large cast, would be congestion
at one or other of the doors. If the doors were anonymous, and wlso
communicated behind stags, the action could be contimmous across the
stage, 21l exits being made to one door and all entrances from the
other, ut 7 cemnot imsgine such a sisple md, from the point of view of
ths sudiencs, monotonous soluticn being accepted by any producer.
Nevertheless, the ideal use of the two doors would be to have one group

of actors making their exit to one, while the charcaters invoived in the
80,
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next scens mske their entrsnce through the other., If the two doors are
to have a specific significance, as I have suggested may have beun the
case with Alegander and Cawpaspe, the suthor and the producer (iyly mey
have been both) would have to be careful in the managemsnt of scens-
changes, to ensure that vhenever possible an exit and an immediately
following entrance 4id not use the sase door. This would, of oocurse,
necessitate careful writing and arrsngement of scenes.

The remaricable thing sbout Alexas pe - and this
im also true of the other play of Lyly's wvhich probably inwolved doors
of specific significance, Endixmion -~ is that not only is 1t pomsidble to
differentinte conaistently between the two doors 'to the palace' and 'to
the city's but, after a certain amount of caveful juggling, the principle
we may oall 'alternating doors' is sdhered to remarkadly oonsistently.
is in the scene from Ioyes Netsworuhosls alvesdy discussed,'l) tne wse
of sltemate doors for entrance and exit results in a swooth and repid

flow of sotiom. The effect ie wore like s fast-moving old-lady-cld-man
barometer than & slow-moving cuckoo clook. The fact that both of these
theories are conaistently applicadble to the plays must in itself con-
stitute & poverful argument in their favourj iither Iyly wxote the play
for a production vhich followed fairly closely alomg theas lines, or else
we are dealing in an umsually large sise in eoincidences.

Befors considering Alexepder snd Compamus in detail, it is
worth noting that the only play of sbout the same period which tests both
theories in & similar way, Harlove's Dido, produces similarly encouraging

(1) See p.60 above.
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results. If one of the doors representsd Carthage, the ressining door
would have aome such general significance as 'to the country’ or 'to the
shore', snd would be used by the gods and goddesses, who would hardly
wake their exits to Carthege. Thus produced, there are only two ocoa-
sions vhen sn exit and the entry imuediately following must use the same
door. At the beginning of IV,41(%) Jarbus, having (I suppose) gous off
with Dido to Carthage at the emd of IV,i, returns to secrifice. Since,
if he d¢id nwot simply remnin onstage, there would have necessarily been a
bresk between his exit and subsequent entrance, this con hardly be des~
oribed as & clash producing congestion.2) At tne emd of IV,iv, Dido
makes hor exit to Carthage, wnd, at the beginning of IV,v, the Furse
enters, slao from Carthage, with Cupid disguised as Ascanius., Here
there is a definite clash, and the stage asust have bean supty for some
monents. At the end of IV,v, the clash is not reposted, as the Furse is
specifieally bound for the sountsy.'>’

I do not find the zowe smoothness of aotion in the earlier
Court plays. Demon apd Pithiap could be produced with Syrmcuse and
Dionysius's palace, either as doors or es houses,

Inhuuinmtmamt%m which once the Romaines

Here M Pallece, within whose Courte this thing most strange
wes demne (4)

(1) ALl references are to Tucker Brocks, ed, git.

(2) compare Alexapder snd Campespe, II,ii = III,i, vhere Apelles goes
off and returns (see p. q+ below).

(3) Bl eit., 11,1311-2,
(4) H.S.Re, sigohdi, 11,35-6.
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bt whatever combination wvas used, I have been unable t0 arrange entrances
50 that they altarnate consistently. Heny of the early pleys, Horsstes
for exammple, ure few actors, and are more
or less contimwous in action, so that the problem of comgestion would not
avise. Similarly in plays like Gorbodus and, retber later, The Hisfor-
tunas of Arthur, the fomality of the action is such that there would de
o congestion within the acts even with one door., Since apparently the
acts wers marked by dumb-shows and music, there is no need for the relat-
ively sophistiosted production tecimique that, I sugpest, is found in
Bide, snd in Iyly's plays. The Haxres of Cyzus may cosme halfway, for
the principle of alternating doors may siccessfuly be applied Yo the
play, but this say be because of its simple construction, with the setion
soving alternately between the Opposing factions. Cenerally speaking,
those plays written strictly on classiozl models cammot be said to be a
fair tent, es the prodlem of congestion is ot likely to arise on a
stage vith & limited mumber of characters coming and goisg one at a time.
Siudlarly, those plays written specifically for five or six actors, with
sach actor doubling a mmber of parts, wers written with entrances and
exita very much in mnind, but for a different roasom « tho aotors nesded
time to change between roles - mnd, indeed, memy of them could be pro-
duoed well enough vith only ome eutrance. It is only in plsys of
relatively complex structure, with seversl groups of sotors alternating on
the stage - pages, philosophers, lovers and kings - that we can regaxd
the presence of a patiern of production such as I have suggested as sig~

nificant.
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The stage for Alexander snd Caspaspe would be set vith two

houses, Diogenes's tub snd Apelles's studio, and the two doors would rep-
repent 'from the oity' and 'from the palace’. In the schematio repres-
entation of this ntmu) I have put the entrance from thepalace and the
tub of Dlogsnes on the right-hend side of the stage (from the point of
view of the Cneen, orthom'dlolg«lonnm:uthhuphu:tm
Elackfriars), and ipelles's studio and the oity to the left, Flisa-
bethan audiences may have been sensitive to the posaible significance of
n&tudloftmtholhmulmmthomnntypmuth
their Hell-mouth ind Beeven, 2) 80 I have put Apelles, assoaiated vith
cmmmmnfeoflmwmmmhu-ﬁumdm, and which
is eventually rejected, to the left, and Diogemes, who in his own way
PUrsIes & life as single-minded and as worthy os Alexander ('...were I
not Alexsnder, I wolde wishe to be Diogemes’ ), to the right, with the
palace. 4 1t must be rememdered that, % far as the following analysis
of atage-movements is concerned, thnpuitimafﬂse-tmhthohdlh
imraterial; »c long as two entrances from offstage were availadle to the
actors, the theories concerning the significance and alternation of the
entrances will be applicabls. I have alresdy indicated the reasons for
wprdmofnltmphmmtmmmu.ﬁﬂxmm“m

(1) See fige. 3 and 4. f.pp- 43, 67,

(2) See Botsom, ¥ooden O, chapter IX "Rightecus Heaven and Sinister
ﬂoll‘. pp.£’37~257. ’

(3) II,44,248.

(4) The significance of this opposition is discussed further, p. 03,
below.
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thres sides,?) so I have represented the stage tims, mince a diagran
requires a comaitment of some kind, although the method of productiom I
propose would work as well with the stage anywhere in the hall.

The only scene in Alezander opd Cempaspe whioh pressnts any
real dtffioulty in steging, if we are to preserve the significance of the
two doors, is at the very beginning; the prizoners are premmed to have
entered from neither the palace nor the cvity, as it is to the city that
Alexsnder instruots Parmenio to conduct them. An effective and spectac~
ular vay of overcoming this difficulty, thoroughly in keeping with the
spirit of Court entertaimment, would be to have s pasque~like procesaion
of the ‘spoiles & prisoners’ (1,1,26), eutering through the sudience to
the stage, Thare is, however, 20 evidence to support this. If the
captives enter 'fiom the city' only to be led dack upon Alexsndsr's
conmand (I,1,76=T), it 43 the only time Iyly allows such redundsmay.

In the interests of verisimilitude, snd in order to keep the
ection as olear as possidle, ve would expect that the principal charecters
at least wouid tend to make their sntrances from the door they last made
their axit through. This means that in our reconatiuction of the stage-
movesents in Alaxy pg we have three tasks: the doors must
retain the significance 'to the eity' and 'to the palace' respeotivelys
vhen the stage i2 clear momentarily, entrance following must be from the
opponite doors and, finally, the characters must, as far as poasidble,
meke their entrance from the door they last went cut. The result of

(1) 560 pp.45~46 above.



this reconstruotion is recoxrded in detail below, In one or two cases =
surprisingly few = lesssr charscters oould use either door, snd I have
indicated these altermatives vhenever they occur.

After
Entrance Exit Previous
-l from  to It to Somnenis
dal  Clitus,
Parmenio Palsce e
28 Timoolea, Or, a» mm above,
Campaspe (snd  City? -~ & pageant from outside.
guards, eto.)
57  Alexander and -
Hephssetion 01808
79 Parsanio 1076 ’...WQ these
(Clitus) emd City honoursble ledies into
captives the Citiee..!
88 Aleoxander,
Hophasstion Pulace
11l MNanes, Grane City -
103 Hanes, Gran- City They go off to seek
ichus, Paylius Plato's food, premum-
ably in the oity.
CLASE
Lili Nelippus City - Applause after the song
night have covered the
olash,
24 ¥olippus Palace
24 Philosophi , Clitus and Parmamio are
(Clitus and City - sentioned at the head
Parwenio ?) of the soens, :
they are silent,
Either they
Alexander (as Nond's
8 tions suge~
ut, or they emter with
the philosophers, teke
ing this opportunity to



After
Eatrance Exit Previous
II‘?:- Charaotars from o Fxit to Comments
50 Alexandar, Palaoe Palaoe
Hephaeation
103  Alexander, City 1.103 *But come, let vs
Hophaestion g0 and giue release, 38
1 promised, to our
ihebe thralles'. See
comment on 11,11 oo~
trance, and p.qs
below,
110 Diogenes Tub - He bas hesn there fyom
the beginning of the
Pl"o
134  Philosophi
{Clitus and Palace They have been sSumeon-
Parmenio) od there (I,1ii1,1-2;
61-2)
11,1 Payllus, City Gty Diogenes remains on-
Manen, "t'.'l"
Granicius
5 Diogenes Tub
67 (unes (T 'ecotuazy man to his
gPﬁylhll ESM‘LO homa, end lette v
Granichus Palace steale out againe a-
nons, ' (1:6’) Gran-
ichus goss after his
master (1,411,134
above ).
iZ:di Alexander, City City The chinge in Alexander
Hephaestion, is nicely underlined by
Page brief stay in the city,
The page could well
have bemn always with
Alezander.
117 Page Studio 11.114~5. 'Sirha, goe
preasntly to
Apelies...'
119 Diogemes Tud Tubd



¥o. from to Bxit %o
154 Diogenes Tab
154  Apelles, Studio - He also wonld have been
(Page) there from the beginning
thoughh he could be
sumaoned from the oity.
161  Alexander, Palace 1.159 'oome you
Hephaestion, lcrass (Zpelles) with me',
*"n...
(Page)
111,43 Ap.lln.g Palace Palare Put the action requires
Canpaspe City a brief bresk, us Ap~-
¢lles is inwvolved in
both the exit znd the
ntry. 2 o
trance from the Palace
Coaes a8 & surprise, end
would have further under
lined Alexander’s secw-
ing ‘W‘ﬁwo Al
ternatively, Alsxander
could have again gome
off to the city,
17  Payllus Studio Studio Apslles fosues Payllus
out of the studio.
pe %L Poyllus remains onstage.
8 lenes Tub Tub
66 Peiase City 1,66 ‘'...let vs gos &~
ay. . way, that weo aay re-
turne speedily.’
111, ipelles, Studio Studio The curtains &re dram
i3l Campaspe for an intarior scome.
5 Apelles,
Ccupaspe Studio
1111y SHitus, Palace Palace

el Parwenic
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After
Entrance Exit Previous
?:.u Charscters from to Bt to Comments
20 Alexander, Palace Palace But ses comment on III,
Hophaastion i, first satrence.
27 Clitus Palaoe
Faymenio
45 Diogmnes Tud Tad
Ced5 Crysus City -
53 Diogenes Tud
57 Crysus City
57  Apelles, Studio Studto )
Campaspe Ji.e., the scens becomes
57 Alexander, Studio ;m“""""
Hephaestion
116  Alexandar, Studio Studio
Hephasation
2 Campaspe Studio Studio
c.122 Campaspe Palave 'How atately she passeth
w.‘o-o‘ (10122)0 Cane
paspe’s exit to the
palace lends colomr to
Apellea's lsment that
she is the paremour of
Alexander.
x Alexander, Palacs
Hepbasstion
AlLy Payllus, City City
Yanes
3 lsnes b 'T prey Cod my maister
be not flowne before I
cone, ' (1-2)
3 Apellen Studio Studio
12 Peyllus Studio? "oy dnl' (1,12) See

next .ltl". IV, 4.
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After
Entrance Exit Previous
i%f. Characters from %o Brit o Coments
s Apelles Studio
IV,i (Solimus, Palace? Palace Solimus could be a court-
2%@ (Gran~ ier, if the two enter from
dohus) the palace, Alternative~
( J.y. since Granicims's exit
a leng time before
(11:1'67 )' they oould
enter from the oity.
(Peyllus Studio Studio Or Peyllns at IIX,v,12
ocould exit to the Palace
oy City.
7 Menes Tub Tud
2l Populus City -
2 Diogenes Tud Tub
¢.69 TPopuius City
¢.69 Solimus TPalace
.79 Diogenes, Tad
Ranes
79 Pvlhl. Uit,
Cranichus
IV.i) Cempaspe X Palace Palace
16 Apelles Studio Studio
45 Cempaspe,
Apelles Studio
Fpédd Clitus, Palace Palace
%4 Clitus,
Parmenio Palace
Campespe Studio Studio
Fpier, ipelles =
17 Apelles Studio
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After

Entrance Exit Previous
pne Garacters  “rom  to  Rxit to Commenta
33 Campanpe City Campaspe, who has resolved
to *stande aloofe from
kinges lous...' (1032)
oculd vnderline this by
returning to the City.
IV,y Apelles Studio Studio
3 Page Palace (Palace) The page is used to get
Apelles from his house
to backstage (the Palace).
10 Apelles, Palace
Page
Y.i Silvius, City -
Pexim,
Milo, Trico
Diogenes, Tab Tud It is hard to see why
¥Manes would have been in-
cluded in this sosns (he
bas only one line) unless
we assume that he remaina
with Diogmmes in the tub.
64 Diogenes, Tud Heones msy leavs with
Silvius, as he has no more
lines in the play, or he
may remain with Diogenes,
silent, in the remaining
seened.
64 Silvius, etec. City
Yaii Apelles Palace Palace
7 Apelles Studio
Yuiii Eilectus, City -
Ph!',y&hﬂ.
Lais
21 Diogenes Tub Tudb
€.35 Diogenes b



After

Entrence Exit Previocus
:‘.::m Charaoters p i 5 Bxit to Comments
% Hlectus, city 1ot va make haste, 1...'.3
ste. lewander finde va here.
{1.38)
Yiy Almdci-. Palace Palace
Wﬁo&.
Pege
25 Page Studio
b 14 Diogenen Tub Tud
74 Diogenes Tub
T4 Apelles Studio Studio
¢.T4 Pege Studio Studio He remains in or near the
Studio until he zives the
alarm,
102  Geazpaspe City Wity  See 1V,iv,33.
143  Apelies, The Studio would be more
Campaspe o{Studio appropriate, tut an exit
(City to the City would get
then off the atage.
Diogenes (perhaps with
Manes) remains in his tud,
however,
146 Page Palace
155 Alexander Palsoe
Hepheestion

Of tvanty~two ocoasions wvhen the theory of altornating doors or
houses is put to the test, cmly two result in a clash, One ()I,11,162)
involves a necessary psuse in the action, and the other (I,11,103 =
I,41i) is between the characters of the sub-plot and a mossenger.

The whole basis for this analysis is conjecturals mnot only the
stage it ie based on, but most of the entrances and exits are made withod
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mtorﬂthtmtmtuuugﬁu.mm«a!mmmuu- '.'
tion, other than the context of the action, of the door useds Conse=
quently it might be possible to reshuffle a musber of the stage-nove-
ments I have proposed vithout contredictirg the text. The oaly import-
ant sequence that could be queried, I think, ie that whioh involves Ale
exander's exit to the oity emd his subsequent return (I,144,103; 1II,41).
Alexander could, no doudt, give relsase to his Thoban thralls as easily
from his palace as froz within the oity vhere the prisoners have been
taken, This would memn that Grenichus would exit to the eity (which is
after all his ‘home’) immediately before Alexander's eantry, and would
probably enter from the city with Solimus at his nmext emtry (IV,1).
Ecwever, as I have suggested in the annlysis, the change in Alexander
vhen he re~emters at 1II,ii indicates that he huo seen Campaspe, and his
brief atay in the city, on the 'wromg® mide of the stege, would
illustrate neatly the way in which he has sucouxbed o Ler charms, In
much the szme way, I have suggested that Caupaspe’s entrence from the
palace with Apelles would indicate to am observant audience that Alex~
ander's affair was progressing, and would give some substance to
Apelles's complaint that she is Alexander's parsmour (II1,v,28-9), snd
her later exit, after she has pledged her love to Apelles, if made to the
city, would emphasise her rejection of Alezander. The way in whioh Al-
exsnder's page and émnens, Diogenes's sexrvant, appear from time to time
ray indioats that they remained vith their mssters sore than is indicated
in the text, attending on thea even whem they are silent for a whole
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There are two occasions when the doors do not slternate.
Helippus enters from the city after the pages have run off to the mame
place, and Apelles returns from the palace with Cempaspe after making his
exit, also to the palace, with Alexander. The first of these clashes,
as I have suggested, eouldhmrodhynppwctoth-m. if the
Court sudience had habite of applouse anything like those of later yoars.
In any case, the claah is hetween minor characters, and there would have
been no lapse in dmm(l) if Helippus had entered while the boys were
still onstage. 'The second clash is wore interesting. Beosuse it in-
volves the departure and immediate retumn of the same chareacter, Apslles,
there must in any casc have be:n & break of some kind in the aotion.
1gly could easily have filled the gap with a brief scene of the pages, or
wilh ax entertainsent along the lines of that provided by Perim, iiilo and
Trico, or /ilectus, Phrygius snd laiss the fact that he did mot do eo is
perhape an indication thut there wie some kind of bresk detwsen II,ii snd
1II,1. Ve know thet ik such plays es Gorbodua, Slssond of Salazne and,
nearer Iyly's time, The Misfortunes of Arthur wers divided into their pep~
arate aatt by interludes of musie, followed by dunb-shows. Iyly's ploye
are not 0 highly formalised as these, and there is no indication im the
plays that the action wes broken to allow any interludes. Iyly includes
such susic as is appropriste t0 Courtly entertainsent in the play itself;
often, partioculsrly in Alsyander snd Caxpasng, &t the expense of intro-
duoing irrvelevanciss. It if, for sny reason, there was to be a bresk

(1) See chapter IV, p.!3( £, below.
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in the play, it could well be taken afier Apelles’s exit at the end of
II,ii. This is roughly halr-vay through the play.(!) e other plays
all have places about half-way through where a break would either assist
in our understanding of the unity of the play, ss in Alexapder snd Cam~
R8¢, or at least it would be possible without losing any of the
threads of the plot. In Saoho snd Phao & bresk could provids. cover for
putting Sapho 'in her bed', and could be immediately before this scene
(IX1,411), after Sapho's sickness has besn axmounced in her absence, snd
the oomic soene vhioh follows.'2) in sppropriate place for a break in
Sallathes, though it is certainly not necessary, would be between III,1
and III,id., The three previous soenss have been, respectively, comio
sub-plot, Gallathse~-Fhillida complication, and the smusingly olimastic
scens in which the thres nymphs betray their 'affections' to each other;
the poseible bresk is followed by thres socenes which develop these
thenes in turm, after a certain smownt of recspitulation.’®) fudinion
has two possible breaks, the dumb-show, and the usexplained appearsnce of
Geron at the well which presurposes a change of both time and place.
The dusb-show coours vether saxly in the play, 4} but 17 there wers
bresk before the scene at the well (Iil,iv), it would fall roughly half-
‘waye(5)  3uch & breskk agatn would be useful to the drematist, in that it

(1) In Bond’s edition of the the distridution of pages before and
after this point is 174 ~ 24%, though this is at best an approximate
indication.

(2) 24”0 - 20”0

(3) 19*??- - 22”0

(4) 19gp. - 40pp.

(5) 26&??0 bl 33”0
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would clarify for the audience the passage of time, and it might aleo
provide an opportunity for placing Begoa, in her metamorphosed shape, on-
stage, possibly as the tree near Endimion'e head which had grown froa a
twig to o tres (V,4,51-2). [Midag, es produced at Court, would certainly
benefit from a break betwesn III,iii and IV,i, as this would mean that
the play would retain a certain unity in each half, like Alexander snd
Sexpaspe, fother Dowbie has only one place whera there is a necessary
break in the action. At the end of IIl,iv, Ineio and Riscio take the
clothes of Accius and Silena for Candidus and Iivia respectively, and at
the beginaing of 1V,i, Candidus and Iivia enter in their borrowed attire.
Thers must therefors have been & bresk st this potnt.t) Ioves Hietsmor-
2hopis, s play which may have been out for performsnce when it was re-
vived, does not fit the pattern mo eesily, slthough there is one plsoce
vhers a break wight solve & problem in staging, Between IV,i and IV,ii
the nymphs are metamorphosed and placed onstage, a problem which could be
overoome if at this point there was a bresk in the action, This, how-
@ver, comes rather more than halfway through the plav._(z)

The epplication of thess theories of production to Sepho apd
Zhap involves a mumber of difficulties, but on the whole, I think, it
mekes some senne of an otherwise confused play. 'The first half is rela-
tively lfgaightforwm. The only bouse used is the Sibilla’e Cave, and
the entrances and exits work very mwoothly if one ias 'to the ferry' and

(1) 3313})0 - mo
(2) 20ppe = lli'pp.
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the other 'to the city'. One sequence is interesting emough for close
snalysis. ‘The two servants, Criticus and Holus, are mantioned with
Crschizus end Pandion at the head of I,ii, but they are ailent through-
out the soens, The only reference to them comes at the end of the
soens, where Molus i instructed (I,11,70-73) to go to Syrecuse 'about
by land'. This instruction serves a double ypurpoge; it gives the
sexrvants sn excuse for remaining for the comic sceme which follows
(though Iyly does not usially bother to explain such trivia), sad it
provides & reason for the boys %o leave at the ead of tha scene by the
opposite door to the one their masters left by, s Trachinus end Pandion
loave, presumsbly, to the ferry (they arve not going to Syraouse by land),
thus crossing the stage from one door to the other. Criticus and jiolus
leave 'by land’, however, anud leave the other door, 'to the ferxy', firee
for the entrsnce, immediately following, of the ladies of the Court,
couing from the ferry. Combers'l) seys that II11 is the only sosme
in the first two acts that is not near Pheo's ferry, but I cannot see why
this should be so. The moat sonvenient staging for this scene would de
to have the servants enter with their masters in the previous somme
(having presumebly met at the Court offatsge), sgain deing silent
throughout. They then reisain onstage, to be Joined later by Calypho
fyom either dcor, or, if Vuloan's forge was & oeparnte house, from there.
The second half of the play, after the point where I have suggested that
there could be a break in the action, provides a mumber of problems.
There is no need for an exit 'to the ferxy', for Pheo could as well coma

(l) My. WJ-QIII. 90330
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t0 see Sapho from a door of mors general significamce. Both the

Sibilla's cave and Vulomm's forge ave used, though as suggested m(
they could be the same Louse, or the forge could be represeated merely
by an savil. ‘The sopt diffiomlt part of the staging comoerms Sapho’s
bed~chambeor. mmumuwmmummu;uu-"
agine the bed to be within a curtained house, wiith smough room for the
1sdies of her eourt. The varying mmber of names at the hesd of each
scens is an indication of the nusber of charmcters who spesk, 10t neo-
eusarily of the aumber present on the siage. That the other lziies are
prossut but silent must remain a conjeoture, but this is whet we would
expect, since the socme-heedings are a litersaxy couveation, mot an act-
ing guide. With a bded~chambor &8 I have desoribad, the sotion becomes
a series of altermating interior and exterior scenes, xuch in the mame
way as those involving ipelles sad Cumpaspe in Aloxunder and Compapoe.
In fact, vhen we lgck at this part of the play ia detall, it becomes

nppmtthsfitmlﬁh:twﬁthmhmm.otwspdﬂoﬂr
nificance, though it would be possible te vetaim a2 ‘to the countxy!

rather than *to thoe ferry' sigaificemes., The problem remains how to

1)

got Sapho o her bed, if we are not to assume that there was a stage-

conveantion which would allow her to come to the bed iz sight of the

mlience. Ons interesting poiat uhich asy provide a olue isc the un~

charactsristic disappearcnoe fren—the-play-in—the-second-half of the
from e second hals of

he play.
comie sub-plot, Trachimus, iom, mhmaummmum
after 1II,ii. One way to get S:pho to her bod~chamber would be %o

{1) See pp.66-T above,
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have her aake her oxit to it at the end of XI,41, dut the two oocurtiers,
and probably their servants, would them follow, and it would hardly be

last v
decorous for them to be present with Sepho ia her bed. The. soms "

A A
volvidg the two oourtiers - or at least the scholer sasd the courtier -
reads aimost like sm exercise in geitiag rid of them. They enter vith
the 1sdies (acoompsnied, perhaps, by their silemt servants) ond are in-
torrupted by Pagenma, who calls the other ladies sway. The meufolk

then decide that a breath of ‘opem ayre' (1I1,1,42) might clear their

thoughts, and Criticus smd Holus remain long enough to decide, with

Calypho, 'in drinke to die' (I1I,14,94). But the indecorum of the pre-
sance of Trechinzus and Pamdion in the interior scencs may not wholly ex-
plain their complete absence from the reat of the play. Thay could, for
oxample, have joined the ladies cutaide Sapho's chmmbder im III,iii. It
iapouibhtﬁatthqmdmppﬂfrﬂthmﬁmuth&tul;mm
was needed, making it possible for the door leading *to the eity' to be-
come Sepho's bed~chamber, but this ocould only be the case if the stage
ware placad agaisat the wall so that a structure oculd be made projecting
beyond it for the chauber, and in any case it would put the actiom at a
distance fyom the mudience. I am inelined to delieve that Sapho's

chasber was an orthodox house, as the various socsnes where people move to
znd from the chember are typically oonstructed so that the cheracters

have sosething to do or ssy as they move across the stage in sight of the
sudience, Tims Filete’s exit (II7,141,134) is covered by Sapho's seng,
her subssquent entry with Phso produces a dialogue of some thiriy five
lines before they decide to go into the chesber, and FPhao’s exit becomes
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The only point which might indicate that the bedchsuber was set up over
one of the doors is Sapho's odd request for Kileta to 'shmt the doore'
(¥,41,101) on her last exit, wheress she has previocusly asiked for the
curtains to be drawn, but since &n exit from such a structure oould e
coversd Yy the drawing of the curtains in any case, 1 do not think it
significant. The most probable explamstion is that Sapho rises from
her bed, since she is once aguin well, and leawes by the door,

Gallathes is a different kind of play altogether, and poses
none of the prodlens in staging that we find in Sqpho snd Phao. The
nlace’ is a gemeralised pastoral setting, with the tree of sacrifice
and possibly a grove dmmﬁmﬂultm-(n There are mo obvious
differences possible betwesn the doors, alihough one again oould mesa 'to
the city' and the other 'to the country', bdut the differentistion is
slight, and thers ia cextainly not the swarensss of the differemce be~
tweon the open air and Syracuse that we find in Senho apd Phao, or the
natural opnosition between palace and oity thet we find in Alexander spd
Campagpe. In both these pleys the difference betwoen the doors to some
sxtent clarifies the actiom, dut in Gajlatheg there is mo such clarifioa-
tion, The staging can be mmaged very nicely with two relatively inde~
terainate doors, and possibly the occasionsl use of the grove,

The other play of Iyly's in vhich our theories are put to the
text is Pndinion. The two doorm, one relevant to the moon and ome to
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the serth, would represent 'to the palsce’ amd 'to the ocountry'. The
lunavy bank and the palace would perhaps be on the right-hend aide of
the wtage, with the door to the country, and Cormitos's eastle, over
which Tellus gains dominsnce, on the left. If there was s break de-

tween JIII,iv and IIi,v, the well could have bemn Dyvwght onto the stage
at that time, thus further explaining the chemge of locatiom, and incid-
entally explaining why the only referencs to the well other than in the
scene betwean Jeron and Bumenides cocurs afterwards (see 1IV,1%,67).
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After
Entrance BExit Previous
Iline C(haractere from o Bxit o Comnants
Jos _
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52 bnu::.
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Zontes
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suggested above, ovuld
be commected with the
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bank,
295 Qenes Yalace
(1) B. P. Suppe, 'Allegory of love in lyly's Court Gomodies,® Z,L.H..

XIv {1947), pp.93-113, snd J. A. Sxyeat Jur., "The Nature of the
Allegoxy in Lyly's ‘s Benateusnce Panwre, (1956), wo.d-11
mumhﬁuummmnmummwm
of dod, Mercy, Justioe, Pease amd Truth. U:ile agreeing thet this
is 80, in w0 far as it is pordble for three ladies to

Iy éxmuatic} it represents the atiempt of Teilus to throw permenent
disfavour (death) upom Endimion insteed of tewporary disfavonr
(M)-Mmmm&udhcm,wmt. Cynthis,
Tellus end Floscula. The old man may be Goron, whose nane
suggeols as mach,

0f eightoem occasions vher entyences mnd sxila coccur fogether,

only three cre poasible clashes, end of these, one {I,3ii,116 - I,iv)
could be delibersis, for the sake of the plot, ene i2 betwess tuo groups
of uinoy charaeters (V,ii,116 - ¥,541), ond one comen st a tise whon &
peues indiestivg the pasmizg of time would clarify the sotisa.



108,

One interesting point whioch receives further support from this
play is the possibility that the sud-plot characters are sometimes om~
stage to de seen and mot heard.  After their fow lines at the beginning
of V.4, Dares and Semias see Cynthia with her trein entering, and decide
to ‘snesics in mmongst them' (1.9). They presumably remain to see the
ovakening of Badinion, snd lesve at the end of the some with thedy
mastars, although they remain silemt. The resson for this silesoe will
be discussed tn the folloving chapter.’)  But the interesting point to
notice at the noment is that the pages could well s castoge with
Cyathia’s train in the leat soene of the play. Sir Jophas elther
mtmﬁﬁ%am,umkhmmhm.wﬂm“w
suppose that the faithful Epiton comos with kim. If the characters
from the sub-plot vere onstags during this sesns, it would be & plecsant
svaxyone-csatage=-for-the-final-ourtain sffect, in the mamner that has be-
come trmiitional for comedies.

like Sallathes, is a play with a pastorsl
setting. The osntrel features of the stese are the tres whioh Rrisio-
thon chops dowa (though, 58 suggested above, it seems to remain for the
whole play), end the temple of Cupid. Both of thess houses must have
concealed astors. lsny scemac seom to requive two doors - partioulare
ly the sceme, discussed shove, in which the forestsrs sursue their re-
spective nysphs -~ dut the doore do not seem to require sny partionlar
differentistion in the places they represent, altbowsh the possibility

(1) See p.3351 2. below,
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of a ayabolic differentiation will be discussed in the nmext chapter.

hs we might expect, Midas does not fit the pattern as neatly
as the plays we have been discusaing. Clearly enough, one door would
represent *to the palace', and the other some general significance, per=
haps, as in Endimion, 'to the country'. But it is diffienlt, if not im-
possible, to arrange that the various entries should not clash, Moat of
the action comes from and returns to the palace; both the sub-plot and
main-plot characters use the same door for the first part of the play.
For a while, after ilidas leaves for the river Pactolus, and duving the
hunting scenss, a satisfactory altersation can be maintained, but gener—
ally there sesms to be much more haphasard congestion tham in the other
plays. Poaxibly thia is the result of Iyly's trieming of the two plays,
urifidas I snd yrMidas 113 the other plays all sesm to keep more strands
of action moving than we find in Midas, where the matter of the troubles
of Mdas, and the scrappy sub-plot, hold the stage for all but a few >
lines of the play. There are no characters equivalent to the useful
Panelion and Zontes in Endimjon, nor is there what we might call a side-
plot equivalent to the courtship between Tellus and Corsites, except for
the brief scens between Celia and Eristus. Further confiwmation of the
less organised staging of Hidsg is found in the fact that there are two
occasions vhen characters leave the stage at the end of one scene, to re~
turn at the beginning of the next (Hartius and Nellaorites both times,
see II,ii ~ IIL4, 2nd IV,iv = V,i). By putting act-bresks at these
points, Iyly makes these bresks unimportant to the reader, but to his
sudience it must have emphasised the fragsentary nature of the play,
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particuisrly vhen we add to thess two breesks inm time, the bresk in sub-
Ject-matier detwsen the first and second haives of the play (i.e., be-
tween III,1i1 and IV,1), where it would be natural for a slight peuse in
the sction, and the dresk in place between V,il1 and V,iii, where the
scene shifts to Delphos. The fact that our theories of stage-presmta-
tion will not apply to Midag is in a wvay an argument in favour of their
validity when they do work.
The only play which remsins to de discussed is Mother Homhie,
o8 the conditions of staging for Ths Vomen in the Noons, we may assuae,
wonld have been vather different. In any case, sizce the settiing for
ioone is Utopimn and pastoral, as in Gallatheq end
Ioves Hetsmorphosis, there is mo partioular significance poseible for
sny doors that might be used om the pudblic stage, since they would all,
presumably, simply lead to mors Utopia. The play oould be produced
mocthly enough with two doors, the action flowing to and fvo more or
lonc randomly, dut, intervatingly emough, with the sapernatural heings
consistetly using only one of the two doors. jJother Jomhis has nothing
of the tmut symbolic novement about the stage that we find in Budimion,
but if the atage is set wp as I heve indicated, the sotion becomes re-
warkably clear, and the stage-movemesnis wireoulously economioal smd
swift-moving. Batrsnoes to and from houses never clash, snd must have
been arranged with great care with this in nind, T™e various charan~
tors not using the houses onstige would use the doors from the tire-house
which had the significance *from Rochestsr' (Xaestius, Sarens, the iusio-
ians, Facknsysen, Sergesnt, etc.), and the other door would bave repre-
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sented the taverm. By puttizg Hesphio and Sperantus opposed to Stelllo
and Prisius, the sntramoes of the various pages all become mestings from
opponite aides of the stage, which surely must have been deliberate, In
addition we find that the two boys, Candidus and Accius are opposed to
the two zirls, livie and Silems, & point vhich emphasises the ocomflictirg
sims of the old wen.

Yith the aotabls and understundable exoeption of Fides, iyly's
plays mppoxt the theories of stege-presentation we arrived at as far as
posaible by resasoming from exterual evidwcs.  The important point is
that the plays mot only passively support the theories Yy fitting in,
utmtmmmhucmwmwum“mm
i» production in this way. Speed is mot & quality wsuzlly associated
vith Iyly's plsys; the threads of sction are sv slight that at times the
intorget of the plays seems (o0 depand eniirvely om the verbal wit of the
sathor, while the action slows to a standstill. But it is precisely im
playe of this kind that a virtwoes production is wost nesded. Ue can be
size that the boys were drilled to perfectios fn their parts, ) sad when
we add speed of moveaent between scenes to virtuoso performmmce during

{1) 'The point is well mede by fumter, op. cit., 0.95. On the aubject
of Rlissbethan soting, sce 3. L. W
{Oxford, 1951), sné The Tragic dotor {lomdom, 1953), ch.I, A.
Harbage, ‘Elissbothan Aoting’, P.ifsled., LIV (1939),0p.685-708,
snd E. Bosscberg, 'iem or Uariomettes’, Poigdep. IXIX (1954),
P.915=927. Roammberg’s protest antut the azanaption of hizhly
formmlised acting i well supported, ut refar: morve to the later
professional stage of the adult actors. ‘ihe sxguments put for-
ummeMmmﬁnmuthhmmh
boy compsnies, and to the Paul's boys, baned as it was on the
achool, where orstory would have heun taught as one of the fine
arts.
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the scenes themsslves, the rapid succession of short scemes, usually of
less than & hundred lines, bscomes a tour~-de~foree of dramatic skill,
meking the rost from the limited variety that the boys could provide in
the way of changing moods.

I have not attempted to apply the principle of alternating
doors to other thau Court plays, or to those of the public stage. It
would not have been @0 necessary in plays where the scenss tended to be
mmmmo:monlmmmwormmmm
changes in mood and tone. Kevertheless, in that most oourtly of all
Shekespeare's plays, love's lsbour’s Iost, the use of two doors, one
leading to the cestle, where the King sud his courtiers come from, and
mommmmnonmun.nuumm.mw
vide & similsr balance, and the entrences apd exits would alternate fair-
1y conaistently throughout. The fact that the alternstion works well
with iferlove's Dido indicates that it was not a techmique that was limit-
eod to Iyly; it say bave boen developed by the time of the first Hlaock~
friave thestre, and henoce passed om both %0 the childrom of the Chapel
and to the Pmul's boys.



In the two previous chapters, I have tried to establish o far
as is posaidle the nature of the technique of production which Iyly would
have used in presanting his plays. Ny aim iz doing so has not beem %o
propose s theory of productiom in order to illustrats ite devslopment,
but to provide the background nescessary for a sympathetic discussion of
Iyly's plays an drase. I do 3ot think that it is likely that the tech-
niques of pmwduction outlined in the preovious chapter would have under-
gons any great development through the seven plays that ware produced on
the private stage. The probability is that Lyly adopted, and used skile
fully, & technique already used by those writing for the child actors.
Heovarthelass, we can gee in Iyly's use of the stage a groving fecility,
and & greater ability to use the stage to illustrete and underline the
action.

Zrofuotion. Vhether it was because the stage at Pwmul's wes in
sone way differsnt from the stage at the 014 Hiackfriars, or whether it
was because Iply found it undrematic to limit intizate acomes to 2 small
enclomire, we can say with som2 confidence that after Alexapder spd Con-
pigpe and Sapho snd Fhao, Iyly &id not wee interior soenes; it ie inter-
enting to notice, for szampls, that iyly brisngs Tellus and Corsites out-
side ths castle before their conversation, Sven if there were a conven~
tion sllowing interior scence to sprezd to the nearby stage, such soevca

113,
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mist have bean by their very mature static and lacking in sovement, and
it may be that the sudience found the saries of scemes in Sepho's bed-
chauber weariscae ~ hence Iyly's apology, in both the Prologus at Court
and the Epilogue, for the leagth of the play, and for the incomoclusive~
ness of the plot,
aaiiher S5 thars oy VEiA€ Bosds Ouch Sodismemssns, Aa Seaci
manie words vitered in & suall compass. (Epiloges, 11.7=9)

If we accept the gensral walidity of the theoyies of produc~
tion put forwvard in the previous chapter, there is one point in which we
nay notice & considexeble development betwesn Alcyander snd Campagpe and
Bndinion. In i g the use of two doors clarifien the
setion to sose extent, snd provides a sense of purpone as the chayacters -
the philosophers, for sxsaple -~ move from A to B. As I have suzgested,
the brief visit of Alexsnder to the oity, and the appearanca of Campespe
from the palace, could in quite a subdtle way underiing the way the plot
is deweloping. However, the main funectiom of the two doors is simply %o
provide seooth-floving sotiom es the entrences mnd exits alternate. In
Epdinion, however, the aigmificence of the doors is much rore complex.
¥ot only do they allow rapid-moving action, but thay assume, as well as
'to the pelace’ sud ‘to the coumtry', the deeper sigaificance of the
opposing forces in the play, moon and earth, good and evil, in this
. way, together with the lumary bamk ani the castle « one where Tellus
gains power over the moon-orismted Endimiom, snd the other whers Cynthis
restores the balance by imprisoning Tellus -~ the doors underline the
sctiom in 2 far more impressive way than in Alcxande;
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™he fact, for example, that Sir Tophas is associated throughout with the
entrance 'fron the coumtry' gives a dsfinite direction to the parody
that he is involved in; it opposes him to, and separates kim from,
Endimion, and associstes him more with that other sleeping lover, Cor-
sites. ihile this is considersbly more mubtle then his use of the
atage in Sapho and Phao or Alexander snd
iyly uses his stage in 80 symbolio a mznmar in sll his later plays. e
cannot tell how he used the stage in the original versiocns of Midas, but
in Nother Poubie, s tour de forge of repid action and intrigue, there is
20 time for symbolic or moral ovartoncs of the kind we may find in
BEadicion. In ig osip it might be possible to maintain &
distinction between the entranie associated with Cares and chastity, and
the entramoe associated with Erisiothon and violwmce, a distinotion which
would scooxd well enough with the opposing forces im the play. It would
bave scne interesting effects ~ the nysphs would be chased by thedr nen—
folk fyom ‘violence' to ‘chastity' ~ and wuld work well esough on the
whole, s0 far as alternation is comcerned, particularly if Protea and
Petulius zade their exit at IV,11,102 *into the woods® (1.100) or the
grove-house onstage. But since we are dealing with a play, the text of
which wan possibly revised for a later staging, I do rot think that it ia
possible to analyse it as oonfidently as we have Epdinion. Ve must be
content with the cbssrvation that the staging of Epdimion, while no more
involved so far as actual stage wovemsnt or ormament is concerned, is at
a rather more complex level in its use of aymbolimm than Alexsnder end

Samvaspe.

1 do not think that
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One other point which the smalysis of the two playe demcastrates
~w1t-1sapontmmumwmto:mwofpmm-
ﬂmnhuwmﬁyinlﬂr’tmmtotMSMWh
the balanecing of his groups of charssters. It might be expected that as
Igly's dresatic art developed he would become leas dependent on extarmal
m,mﬁowmtbmlﬂdmtmom&mmﬁw
&l balance in his pross, but a glanoe at the plays is enough to show that
his love of balance was such that, as he bocame more fomiliar wvith the
t-dniqﬂuorplmnﬁn‘.houdmumdmmmmm-
ition that the stege offered him. ummmmofm
2nder end Compesps msintain an alternation between the two doors, ihis is
alwost incidental, and there is mo rual opposition suggested betwssu the
city and the polace, The sub-plot hus so 1ittle relstion to the main
plot that therc is no balance batween the opening scemes, for there is mo
beom commecting the two groups of cherecters, and there can be no fulcrum.
ammmumotmmm,uwmm
are all in some wey connected, there is mo real oprosition wntil Sapho
falls in love vith the lowly Pheo, mach later in the play. In

hes we find some obvious belamnee in the opming scemes, with the
sintlar peirs Tyberus-Callathen sad Helebsus-Fhillida eateriug separate-
ly, and & scene from cme of the mub~plots intervemisg., Dut it is in
Endimion and iother Tomble that the symaetry of the stage is fully ex-
ploiteds The opening somes of Eudimion sunounce in quite a striking
way the oppoming forees in the play. Pndimion snd Bumemides enter from
the palace, estadlish the nature of Endimion's woon-orientedness, sad
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Rodiuion lesaves, followed by the protesting Bumenides; in the second
soens Tellus and Floscula enter, estadlish the duplicity of Fndimion,
and Tellus's wish to sarth-oriemtate Endimion, and Twllus leawves, foll-
owed by the reluctant Floscula. In the third sceme Dares and Ssmias
mter fron the palace, and Sir Tophas and Epiton emter fyom the country
(probably), and establish a conflict on & lower level. is mugrested
above, the balamce continues later in the play, vhen Endimion is asleep
in the lunary besk, sud Tellus imprisomed in the castle. [other
Zombie, of all Iyly's plays, is the most obviously symetrical in oen-
straction, but the balavoce is that of similarity or parallel, rather
than aptithesis, though the conflicting sims of the old men provide some
kiad of oppoxition. In this the play is more like Gpllathes them Bnd~
Amion, though of course it is mich vore intricate.

Stage Bffeotp. 1t is obvious that Igly avoided ihe kind of
opectacle that we find suggested in the Rsvels acoounts, and that Peels,
for exsmple, was so fond of. Evemn in 3hs ixraisnment of Payig, Peele's
most polite play, be finds yoom for spectaculsr shows, vhich wust have
required quite elaborate machinery. Either the privats stages, which
provided fyly with his immediste source of prestige ind, probedly, imcous,
414 not have the necessary machiaery, or he deliberately limited the
sppeal of his plays to the purely verbal. But this is not to say that
his plays are sntirely lacking in spectasle. [Possibly the only way in
vhioh igly provided visual novelty was in the metamorphoses in Epdizdon
{wben Endimion vegains his youth), loves Meteworphosis, Hidap and The
In three of the plays the metamorphoses apparently
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occur onstage, and it is possible that in the only play which does not
allow this, Joves fetsmorphosis, the business was altered to offstage for
the iater production. The 'Fayries’ in both Endimion and Gallathes
would have provided a pleasant combination of the visually and aurslly
pleasing. In common with most of the plays writtem for both the sourt
and public stages, there are meny scnge scattered through Iyly's plays,
the chief fumction of which is to provide sural entertainment equivalent
to visual spactacle. Jince the songs are the only siage effect used
consistently throughout the plays, it is worthwhile locking at them in
context snd in detail, %o sec vhether there is any change in the way
that Iyly used tham.
There are thrse songo preserved in Alezander and Campaspe.

A fourth would have been mung by Hilectur, Phrygius snd Iais at the end
of V,iii. The thres songz we bave ars probably the best thal Iyly
mto,(n and provide a fair indication of Iyly'=z use of mong in the
earlier plays. The first is one of the best of Iyly's drinking mengs,
perhaps because it eulogises not only the pleasures of drinking, but of
sating and wenching as well,

¥ines (indeed,) & Girles are good,

Bat breue victuals feast the dloud,

For wemches, wine, and Iusty cheere,

Joys would laape down to surfet heore. {1,41,100-103)
The last two lines provide a worms~eye view, typical of Iyly*s sub-plots,
of the later discusaion between Apelles and Campaspe,

(1) I reve discussed the question of Iyly's mathorship of the scnga
m. Mt'r I, pp.22—5.



119.

Cemps What are these pictures?

Apsl, This is Iaeds, whom Ioue dececined in likenes of a swan.
t_‘.‘_;n_ag. A faire woman, but a faulo deceit,

This is Alcmena, wmto whd Iupiter came in shape of
.A!eh_-'_l.tlziz her husband, and begat Hercules. (111,444,9-13)

The song grows neatly out of the previocus discussion, in which the pages
bewail their lack of food, end agree to go to the house of Granielms to
‘gtanch their guts's So much cannot be sald for the later song by
Tried, Perim, Milo and Trioco enter with their father, Sylvius; Perin
dances, Milo tumbles, and Trico sings a charming song (which Dekker later
borrowed for The Sun's Derling) about varicus bird-calls. None of this
is in any way relevant either to the maim plot or to the sub-plot, to
whiok it is loosely attached by msking the perfermances for the benefit
of Diogenes and Msnes. I cannot think even of any way in which the song
parodies or parallels anything else in the play, The vhole scene is an
interpolation purely for the sake of spectacle., As Hunter points out,
the bare directions 'PERIM dsungeth' amnd 'MILO tumbleth' probsbly indi-
cate extended virtuosc exhibitions. () fhe song has no more rolevance
to the play as a whole than these. We may assume that the song by )
Milectus, Phrygius and lais would have been little more to the point,
though Lyly does relate this scene to the rest of the play by making it a
commentary on the nature of the change in Alexander's court. One scemne
which illustrates the happy disregard for relevance, for the sake of an

effect, that obtained in Alexander and Campaspe, iz that in which Crysus
.{s introduced. While Alexander and Hephaestion are talking, Crysus

(1) Oge oit., p.95. Ses note on p.11l in the previcus chapter.
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anters asd goes to Diogemen’s tud, He spesks to Diogenes, then to Alex~
ander, and lonves. AMthofammm
character, all for the sake of a few epigreas. In mome of the later
plays doss Iyly allow hiwself suoh licence. The other song which Hlount

printed in his edition of Alexander sud Compaspe is perhaps the most
fenous of all Iyly's songs, ‘Cupid snd my Campaspe’. At first sight
this would Gesx to Be far more relevant than the other mongs, and that
mnubmmhmhmhtmﬁyotfedmtnthemm
that Pithios, in Dewon epd Pithiss, when powerfully woved, says

Vhat way ahall I first begimme to meke my mone?
MWMMIMQ‘& fﬁrvmlmt.c;.

and dresks into song,

Aynze yo wofull Wightes
That longe haus wept in wos3
Resigne to me your plaintss and tesres,
=y haplesse hap to aho:
Hy wo no tongue ean tell,
ne Pen com well descxie:
O, what & death is thicto heare,
DASON wy friemde must dis.

The losss of worldly weelth,
mannes wiadone may restore,
ind Phisiciee hath prouided too,
& Salue for susrie sore:
Bt ay trus Freade onoe lost,
ne Arte can well supplie:
Toen, what o death is thie to heave?
DAHON my friend mast die... (1)

Mmt&mhiﬂmtmhmtummuthapm—
ﬂmtwnmorthuyhr.mnthclyrtehm“minmw
that the halting verss of the play never approsches. In the same way

(1) X.8.R., 11.686-707,
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the last song in Depen snd Pithias catohes up the theme both of the final
spesch of Fubulus smd of the play as & whole snd turas it to a compliment
to the fusen. But the somg that Apelles sings, though more sophistio-
ated than the lyrics of Téwarden's play, is sach less carefully inte-
grated into the sohems of the play as & whole, It comes at the end of
one of the longest spesches in the play, a drsmatio monologus which uses
zont of the tricks of style that Iyly was fond of smnd which is something
of & toux de force of dremstic rhetorie. Apellcs does mot ask what
words are apt for his complaint, for lyly has at some pains alresdy pro-
vided them. The speech begine with ipelles stating the dangwr of his
passion,

of Pignalion, Apelles decides that his positiom is without hope,
TSI it S ek S,
cbtained, to be painted, zot posecsed of thee. (111,444,57-9)
after soms further lamemnting, howsver, he conolwdes that 'im cases
desperat there must be vsel nedicines that are extrume', mnd anmnounces
the subterfuge that will bring Cavpaspe ogain to bis shop. All this is
2 well-constructed soliloquy dramatiaing the imner conflict betwess art
and nature, resson and appetite, wisdom end sffectiom, und, an the
sections quoted will show, it is cowched in Lyly's most splendidly

balsnoed and alliterstive prose. The song wihich follows is a domuti-
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fully exscuted love-lyrie, but it is not really relevant to the preceding
spesch, vhich is an analysis of the consequence of Apelles's love rather
than a pmegyric upon the ceuss. Coming, =8 it does, after Apslles has
snounced his course of action, it doss ot in sny way intemaify the
feslinga of the mulicnce, ut to some sxtent 2elayw the action and intro-
duces & now 0ds 1 doubt whather any song wouid havo been other than
superfiucus zfter the soliloquy.

The comparison of Iyly with Fdwerdes shows that in Alegander
20 Lempogpe Tyly vee lese sble to integrate She entertainmsnt provided
by the somge into the general acheze of the play. A glance at The
Axralapnent of Paxis, & play that uses mmsic and song far wore than sny
of Iyly’s, indicatss that Peele too made his songs rise more matarally
from comtext, notably in the mong between Ucnone and Paris, In a pastor~
el play the transition between verse and song is, of course, mors natural
minapmm-mmmm.mummtummman
malcing tha obssrvation that Iyly was far from expert in the way he intro-
duoed msic into Alepax Foe is there say notshle ad-
vence in Sgubo apd Phao. Tour somgs were printed in Seoho snd Pheo by
Blount, two involving the sub=plol charvecters Criticus, Holus and
Calypho, one 'in maicing of the Arrowes’ amd a love-lsmemt by Supho,
The song that Yalcan sings while forging the arrows for Yums is rele~
vant, and is certainly less obvicusly grafied omto the play than the
The wihole sceme could de produced in
quite a spectacular way ~ parhups with firs, hammors, anvil, and
dancdng - vithout distracting sttention from the main plot. The esriier
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songs in the sub-plot, howsver, arc scarcely integratel even to the pre-
ceding dialogue. In Alegsnder snd Campaspe, the drizkisg scag of
#emes, Granichus amd Fuyllus grows maturally out of their discussion of
unger, but there is oo such preparation for eithar of the drisking
scnge in Sppho and Fhag. Is IL,i1i, after au amusing dislogwe parody-
ing foroml logic, Criticus says '...but lst vas take vp this matter with
a song' (11.94-5), the somg; hovever, takss up quits a different matter,
even if it is in some sort comneoted with the singers,

Molus. I shall forget the Rules of Grammar.
Caly. 4nd I the pit-apat of my Hameer, (11,411,106~T)

The seccad drinking-somg similarly is bavely comnected to the dislogus
which precedea it. Fimally there is Sepho's lamint, liko the song of
Apelles in Alsconde it seems at Lirst to be entirely
appropriate, ut on oonsiderstion it becomss clear ihat i is faxr less
important io the play ihan the lssnt of Pithias in Biwsrdes’'s play.
Tae subject matter of the song is more appropriate to Sepho's wood tham
the song of ipelles is to his, but agmin, it comes imusdiately after a
long set spesth. There is no intemmification of mood by the use of
song, for ths pesk of intemsity hes alrsady been recched im Sepho's prose
lament.

Hoth of the songs which survive im Gallaihies are velated to the
pross text in subject-astter. In I,iv the tares boys Holinm, Dicke and
Eaffe sing sbout their farewell to life on bLoard ship, and their inten-
tion to live by their wite on land "Wmtil the Eangmen orysee strike
saileg’ (I,1v,92) and the song of Taluss, furota and larissa rather de-
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lighifully generalinmes ths significance of thair eapture of Cupid. The
play may have ended with s song by the three boye. )
&u&nm.mnbmmw:zﬁ-ma
preissc $0 Apoilo, so it is certainly pomsible that Ggliatheg may have
ended with, sgain appropriately snowgh, a Hymen. I should mske it clear
that ouch of what I have said about the somgs in comtext is supported by
reference to the quarto taxts which omit the lyries. This is true part-
icularly of the irrelevent songs in Jlexspder apd Compagos, and of the
leaents of Sapho smd Apellss. lHowever, at least from Callatheg om, the
songs aye m0 olosely integrated to the action of the play that I find it
impossible to doubt that those wore the songs used for the original prod-
uction of the plays, whather thay were by Iyly himself, or whether he got
someone else %o write thes (a possibility whieh, though it may not b com-
pletely discounted, seoms to me extremely improbadbie).

Of all Iyly's plays, BEpdigicn is perhaps the ome vhich uses
misic xost extensively. There are five songs ivdiocated in the text,
three of which sarvive, ind there is the dumb-show, which is introduced
by maaic. The songs do not much diftTer from thoce which Iyly uses nlmse~
vhere, and the situstions are roughly the asme. There is the ummal
drinking-aong, and we pay assune that Gerom’s ‘sad susique’ wes the usual
lament,. The drisking-somg is closely wovea into the plot, not oaly be~
cause the words are s contimmation of the josular struggle betwesn the
¥atoh and the pages, but becauss it serves gquite materiaily to advance
the plot, Dndimion mast be gusarded, hence the Hatoh avrives, but he
sust be left alone for Corsites to struggle with, so the Vatoh must be
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got rid of, Uithout the words of the song that Blount sdded im 1632,
the scens would have ended ineffectunily, for thers would have been no
apparemnt wotive for the Watch leaving with the boys. We have no idea
what Geron's somg wae sbout, except that it was 'tuned on the same key'
as Bomenides’'s hard fortune. It oomes at a point vhem the lccus of the
action chianges radiocaily, and sfter we may cuppose some yesars to have
elapaed; even if the song did mot oonoern itwelf with a statement of
these changes, it would have provided a irief psuse in the sotion, and,
together with the ves of the well foxr the first time, it would to sose
extent have prepared the saéience for & changeo.

‘The reusining three sopgs ore particularly interssting. ihe
Vinchuntment for alespe' iket Pugoa is instructed ic sing is not pre~-
surved, Lut at loant we may say thot Endimicn's megic alesp is sssoo-
jated with msie. Iot long after, Sir Tophas, slse in love, fslls
asleep, and the pager sing to wake him, In every way the veverse of
Pndinicn, 3ir Tophss iz wikened to musio, whereas Endimion was put to
slecp with masice Finally thore ie the Pairies' cong, im which they
pinch Corsites, leaving hin blsck und blue, and slso cleeping, to be die-
covared by Cynthia and her train. The three lovers =1l fall ssleep, and
their slosping is in sach cose sszociated with appropriate amaio. As we
say in the czse of the drimkisg-song, where the song i not only relevemt
to the precading sotion, Wut actively contributes lo the plot, the three
songa further wnderline the parailel 4development of the plots about the
three lovers, &s well us in cesch case (if we mey essuse that the 'inchsut-
ment for slecpe’ wsc just thet) being relevant to the aciiom which they



This, I suggest, indicstes & clear line of development in
Iyly's ume of song. In Alexm paspe and Sgpho snd Phao it —_—
aoumtmhuﬂn\mmrthemmmmthmmm.w

even, in Alszander snd Cmnasne, if the charscters who sing have any
relevance to the rest of the play. In Gall

thon the soags are much more
relovent to the actiom, though they do 2ot contribute to it, zad in 3ad-~
jmtwmwimhnhmttothnrmmntmtﬂhum“
way to ths plot. ¥ever, I think, in lyly's plays 40 the songs bovome
" the expression of & particularly intense smoticm, incspeble of being ex-
presoed in sny other way, ss is the case in Demon spd Pithiaz, becmuse
Ian'lmmmuwﬁm&nm. Fven in the later
pwu,mmmmeemm,wunmom
noat which becones move intograted to tho desiga of the play as a whole.
I am not sure that a development cam be traced beyond Indismiop,
mym&atut-mwu-mwumwm
Netamoyphomis and The Hopap in where the songs bhave mot beea
M,mummnfmmmumamm-
phtnmdputhmu&otmminlﬂr'ahtﬁﬂmh
more the result of exrerimentation tham of that kind of development
vhich is the result of salf-eriticien. Ia [ther Boabio, for exmmple,
the use of song shows no partioular advsuce over Fdimion. The songs
of the sab-plot are worked neatly into comtext; the drinking-song is
mtmmmmw:m»:tmmthum—

mumomw.mmmwmmmnﬁ
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Rimla not only continues the general topic of the sceme, ut continmes
the batile of the sexes in a dslighiful - and rether less dawdy ~ way,

Rz, T™hm ] wish'd for a noyse

Of orsck-halter Doyes,

On those hempen strings to be twanging.
Iong lookt I sbout
The City throughout, -
s And found mo such fidling variets.

Rix. Yes, at last cosmiag Mither,

1 say foure together.
The Pages. Fay thy Bempe choske much singing harlots,. (III;;;)

4

The songs of the three fiddlers are used to trigrer the discovery of the
pagen’ schenes, and the somgs by Accius and Silema are carefully justi-

fied in the plot, Vhile this indicates the saze sort of cavefully iate-
gratad oonstrmotion that we found in Badimfon, I do mot think that it in-
dioates greater expertiss, except that the joim Bstwesn prose and wvorse

is pericps & little sxoother. Compare, from Endimion,

Dar. 4 watch, quwoth you? a nen nay wateh 7. yores raraun
worde, & yet goe without it. Thelr wits ave 21l as rustid ss
thedr bils. - Zut come on ¥a. Const. shall we haue a soag befors
we goe?

Songt. W¥ith all my hart, (1v,44,113-117)

vith the wittier Join in Fothex Bombig,

Do. VYee burne time, for I must glue a reckning of my dayes worke;
latnehuhﬁtmg_wm
Half, In deede Intsy pocyls philowor p, it is good to plea
caong pota.
ﬂg,. Thine will bo the worsts I feare we sball lasue 2 halferamie
n hand.
glls Vhy sayest thou that? thow hast left a print desper in thy
heod slresdico then a halfpenie canne leaue, wnles it should sing
worse thams a hot yron.
Jagio. 411 friemdes, and 80 let ve sing: tis a plossant thing to
goe into the tsuerne ocleering the thwate. fll.i.lja—m)

Hore the anticipation of the subject-mattor of the somg, mnd the pun on
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» partioularly sinoe it follows mimilar puns on hanging, bresding
snd esr—olipping, walke the transition from prose to song such ssocother, by
a kingd of verbal sleight-of-hund.

Bwen in its present form, it is pomsible to ses in Hidag the
ssme akill in the intogration of zong intc the design of the play am a
whole. Only the rather charaing song dy Pipinetta in 7,ii seems to have
0o particular relevance. ZSince Pipinetia probably belonged to yriidas I,
the song could well have fitted into the pattern of a parody of courtly
love that the sab-plot of yrifidas I sesss to heve eateblished, though
thers survives no consistont analyais of ocourtly lowve itsslf in the meia
plot, Apart from this the mongs Fit well enough. The other song in
the sub-plot, wkich vould =lm {pesheps significsntly) bave come from
uriiidas I, is the song about Petulua’s tooth-ache; a song which is not
only relevant, Wt which provides tho&tu-emi‘orﬂu-!ntomﬁm
that the tooch-sche is cured. 1ho somge by ipollo and Pem sre obviously
related to the action, although, as has justly bewa obsarved, ) it is
not imacdiately obvicus that Midas is wrong in prefarring the song of
Pan to the somgz of Arollo, Apollo's song is oocuchad in comvemtional
and impersonal imagery,
Sy Dephpe's Haire is twisted old,
Bright starres a-piece her Eyez doe hold.,.

Daghne's mouwy Hand but towch'd does melt,
And them no hemmlier Yammth is felt... (1v,4,845,90-1)

(1) 3See Funter, os PP131-182, &nd A. V. Verd, Baglish Drexatic
Litexstuye (lonsom, 1899), wol.I, p.299, quoted by Domd, £p. Git.,
vol.I1I, p.531, note to p.143.



vhervas the rustic imagery of Pan's song has a certain liveliness,

Cross-gertred Swaines, & Dairie givies,

With faces mmg, and round as Pearles,

Vith dinting seare ot Riskt aod Dayn.. (1¥,1,109-12)
Bond and Emter both, acoordingly, suggest that Pan's imperfections must
have deen in his pexformence, aince it does not show up in the poetry.
Bat I have no doubt that both performances were of the higheat degree
of perfection the boys could reach. If Pan was intended, in the eyes
(or rather the sars) of the sudience, to be inexpert end uncouth in his
performance, I am sure that it would have besn obvious in the poetry
that it was 'neither keeping measure, nor time' (IV,1,124). The differ-
ence between ths scngs, like the difference detailed in the prose debate
between Pan and Apollo sarlier in the scens, is that one is refined,
courtly, conventional, and incidentally perhaps rather effete, snd the
other is homely, rustic, picturesque, and perhaps rether more lively.
Hidas's error is that he is guilty of a lapse of decorus in preferring
the wrong kind of susic, rather than that he is incspable of musical or
litersry criticisa. There is an illuminating passage in Siphmes which
supports this interpretation. Describing Euphues's circumspection lyly
writes,

Yot hes behauned hymselfe s0 warilye, that he singled his game

wiselye. Hee coulde eanily discerns Appollos Husicke, from Pan

Tac1iag, trom the Fiatters of Aribtiopmee o of

m%. op._cit., wl.I, p.186)
The important thing, it seess, is to be able io tell the difference be-
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twoen  pipe and mste.(?)  Midas is therefors 'vaworthie to es s King'
(3.137), and ia suitsbly humiliated by baving similarly indecorous ears
thrust upon him. The play ends with & hym i= praise of Apollo, no
doubt becsuse he was 80 insistent that Mides withdraw his hand from
Lestos,
ot Ll B DR i e, S
nothing can oontent Apolle. (¥,111,125-8)
To trace with such detail the developmeat in Iyly's use of
song in his plays, vhen the songs themsolves have besn under attack ss
later additions by another hand, might have beem considered unvise and
unjustifisble were it mot for two importast points. The generalise-
tions I have arrived at are supported not only by the texts of the songs
am printed by Blount, but by the texis of the quartcs, from which the
songs were omitted. Ewvesn if it were to be proved conclusively that the
surviving oongs were bty a hack hired by Hlount (and I do not beliove
that this theory is temable), the broad lines of the development I have

(1) Apart from recorders, !.tu-nmtptyu. partioniarly the
‘hckoys', wore ocasidered lower oclass by the Blissbethons., Hamlet
calls for a recorder, 3 suitably courtly isstrament, to put Rosen~
crants and Guildermstern in thelir placs, but the play ~ obvicusly
put on by sn old-fashioned coupany sare sccustomed to playing to the
public - 18 introdaced by hoboys. The Citisem in
Barning Pestle is bored by the courtly music of the private theatrec
mWforthldtlat’mhhmtfahm
wore chesrful eateortainment {(ses The Drame
nm. u. ' Glnm (Cambridge, 1905), uz.vz. p.us

Aoy eote Avpell (1600) & aympathetic laugh is expected
Mamtmhmmwtmotm'mthw'u
m(ug.n. mx. -c.x). Thomes ‘orisy, ix his Plaine snd

2 gtyoduction tg iionll Mapdoke (1597), ed. R. A, Hovwem

m,zm.wmmm«t&eam»mtmwmr

to the truspet.
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sketched would still be moch the same, though faxr less detailed.

I have sugpested that the fresquent ocustage metaorphoses that
Iyly indulged in msy hawe been another socurce of spestasle for his sudi-
snce, but I do not intend to discuss Iyly's use of metsmorphomis here,
for 1t is 100 clossly boxmd to the general ideas dehind the plays to ad-
nit of discusaton purely ss a teclmigue. The fect that metsmerphosis
secns t0 have had, st least in some coses, a specifically sexcal mesning
for igly, ocomplicatos the iszue comsiderebly, snd I have ressrved this
tople for more detailed discussion below. )

, rration_apd s of the zost interesting
and most oonsistent ways in which lyly's plays develop is in the groving
iuportance of the various sub-plots. is Henter has siows'®’ the sub-plots
are carefully related ® the main plots in subject natter, weaally
thyough the device of paredy. The pages give a wormb-gys view of the
ssse questions that confrest the move dignified charsoters of the maia
plot. It is mot wy intention hare to show how the 1deas in the subeplot
parody and echo thowe in the main plot, for this properly shonld be
dealt with in a later chapter.’) iy purpose here i to demcastrate a
development iz the way that lyly treated the sub-plot as part of the play.
giving it a more active part in the plot as a whole in the later plays.
The questisn which srises iumedistely we look carefully at the
mb=plots of ILyly's plays, and which must be smaswersd before we oan dis-

(1) see p. 267 £, below.

(2) 9. cit., p.229 tf.
(3) See p. 219 ff. below.
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cuss sny development in his treatment of them, is why the sub-plots sre
80 rigorously divided from the sain-plots. In Demop snd Pithias, the
aost cerefully comstructed Court play mow surviving which sntedates
Irly's plays, the clown Stephano mingles frecly with the more exalted
characters in the play, although ¥Will and Jack, the nsarest approsches to
Iyly's pages, are introdnosd only in separate soenes. It ias motable
that in Iyly's plays the psges are never seen in eonversation with thede
masters (with one or two exceptions to be dimcussed delow), tmt appear
only in soencs where they sre in the compamy of their owm kind, In this
respeet lzly does mot follow classical precedent, for the slave snd his
master in Greek end latin comedy SE@iSeieiebirib 38ttt "dor does he
follow the native tredition where the Vice ningles fresly with the other
characters, dignified or lowly. Hat we J0 not hawe to look far for the
renson for the extreme separation that we 7ind in lyly.

Doouments of drematic criticism in the Tiinsbethan age are fex
and far between. Mm.m.mnn-imwmm”vhieh
provide a clue to lyly's sttitude, both written not lowg bafore Iyly's
career as playwright began, The first is & passage from the prefatory
epistle to Eromos spd Cassandre vy George Vhetatome, published im 1578.
In his general attask on the indstorum of the Inglish comedies being
writton at that time, he saye, 'Homye tymes (to meke mirthe) they muke a
Clowne ocmpenion with a Kinge: in theyr graus Counsels they sllow the
aduise of fooles...'t)  ihte 1s bardly enouzh to build a critiosl

(1) SM4g.s, 11V (Tudor Feesimils Text, 1910).
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ntﬁh”m,htﬂmdﬁhitumtﬂcbw&r%ﬁp&ﬁuyh
u-mmmmamzatm:mmmapm-
wright, we ssy be justified in meking some gemerelisstions.
mtbmthummmnu.howmﬁur?mm
mmwtmuu:mtmmmmnmm
Clownss, not hecsuse the matier 20 carrieth it, dut thrust in the
cmmwmmmmbmapmummxmtm.
with neither decencie nor discretion: se as naither the adaireation
mmmamﬂmmtmwtmmubymw
Both these writers, whils dealing with larger issues, condesn specific-
ally the preactiocs of mingling olowns with kings. Iyly does not semm to
have worried unduly about producing a mongrel tragioomedy, for the
renning-title of Alexende e reads 'i tragicall Commedie of
Alexander and Campaspe,’. bior is he meh concernsd if he does not con~
form to the neo~classical 'unities’, although he violstes them less
drastiocally then sany of his precursors. Jut he does seem to be con-
cerned with the principle of decorua in his plays. In the prologae to
Sapio spd Phao at the Klasifriars, he sxplains -
Gur 1ntét was at this time to mous faward delight, mot outuard
lightnesse, snd to bresde (if it might bee) soft exdling, mot loude
langhing: knoving it to the wise to be 28 grest pleasure to heave
mﬂﬁuﬂvﬁ.ﬂtﬁtﬁ,mt@ﬁwhﬂnwhm“@mm
with rudeneese. (1.7-11) (2)
and, even more to the point, in the Prologue to
umatthewm,hmsymﬁmottmmc«nth\t
his plays represent,
But howsoeuer we finish our worke, we crame pards, if we offend in

(1) B3, cit., vol.III, p.39.
{2) C.f. Hdney, m;, wl.III, Pe40.
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e T T T
anisse in the same gardm 1o sowe pot-hearbes, that we set flowers.
(11.23-1)
The interesting point is that lyly, while sowing pot-herbs and fiowers in
tho same garden, keep: them strictly to their oum rows. It secas that
the rigid ssgregation that Iyly enforces between his pages and his digni-
fied charsoters is a compromice betweest the popuiar mative tradition,
with its sudiemoce-appeal, mingling mirth with counsel, sad the stric-
tures of neo-clasaical decorun, as expounded by Vhetstome and Sidney, mo
doubt more in reaction to the exiremsns of the native tredition tham by
olassical exemple.

The segragution between muster and ssrvant, st lesst as far as
conversation is concerned, is falrly rigid until Xother Nosbie and The
Yoman in the foons. in Alexzsader snd Cespasne, Jiogemes and Apelles
both speak with their servaunts, but they are lesser beings, and it is
peshaps & measure of thair social standing that thelir servants may be
cheoeky to thea. Alezander's page does not spea’s until spoken to, al-
though it would be appropriate for him to attend on Alexandexr thyoughout
the play. That the pages were somstiscs muts when onatage with their
xazters iv shown in Sepho gad Phao where, 5s I have suggested adove, )
the stage heedings indicate that im two soenes (I,3i and II,ii) Critfous
end Iolus anter with their masters but do uot apesk (though they are
mbatthﬁndofr.ii)uﬁlthqmmnmuﬁ.stm.

The charsoters of the sub-plot do not communicate with thelir superiore
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at axy atage in this play. Gallathes is bhardly comparedls, for none of
the charscters are dignified iz the Inman semse of the word, but never-
theless, axcept for the last thirty lines of the play, the sub-plct is
wtirely self-coxtained., I heve alresdy indlosted that in Eodiaion
there is soms physical ccntsot between the pages and their masters, purt-
icularly in V,1 vhore they "saecke in cwomget® Cynthia's train, and poss~-
ibly in the final scene, where Sir Yophas appoars, they mey be onstage
silent. But uovhere is there verbel commmication Detween the plots,
except when 3ir Tophas, who is, aftar all, a kmight, requests the retwrn
to bumar shape of Bagoa. iheve is an amusing sose in Mides (1I,ii)
where Petulus ind licic *shrinke oaide® as their mesters enter; after
Hellagrites, Yartius and Eristus finish discussing the oracle, they dis-
cover the boys and uotuslly exchonge & few threateming words with them.
in fothex Youdle, which is closely sssoctated in spirit with Bomss wodels,
there im a good dsal of comumication between page and master, but the
sastere are far from being digaified charecters. They are 012 men,
whitehcaded, sheking with palsy, end unabls to down a round or two of
sack without hovieg to *1ie by it' (III,i3,45). The whole setting i
ruatic, and no bresk of drcorum is fmplied in the mingling of withy »
survants-rather than pages ~ with doting old mem. In The tomep in the
Moong, ayain, there is no great differsmce in dignity betweem Pandora and
Gunophilus, although it is olearly a sisgn of Faudora's exirese lunscy and
fioklenens vhen she starts ocourting the clowmm.

Lyly's soluticn of the problam of how to wmix kings and clowns
in the one play without upsetting decorum, is, I think, unigue. Other
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writers with leanings towards neo-clasaical decorum (notably Bem Jonmson)
wrote plays about clowas or plays sbout kings, awoiding the combination
eltogether. iost writers followed the mative tredition, and sllowed
characters from various levels to imtercomamicate fresly. A motable
exsaple, of course, is King Lear, although this is best undersicod as the
deliberate use of an exirese and wmensl situstion, weing the clown's
counsel to the kinug not to malkke wirth but to meke tesrs.

Although the segrezstion of master #nd servamt in lyly's vlags
is interesting in the way it illustrates the extent to which Iply adhored
to & principle of decorum, and although it mhows thst he bscaae slightly
more democratic im the later plays, the reel developmant {u his use of
the sub-plot is in the woy that the action in the main plot becomon wore
clonely related to 4t by diract caume and effeoct in the nlot 2z a wiole.
The sub-plot, as well ss reflecting the ideas in the maim plot by parody,
becomss siguificant in triggering the aciion in the waia plot, without,
however, upsetiing decorum in cry way.

he sub-plots of Alegar md Sgpho end Phao
could be cut completely vithout intluencing the main plot. However iae
portant Diogenes i3 to the balance of the play, md tw an understanding
of Alexander's minit:.u) he could de left out of the pley without
in the lesst affecting the plot. In the sswe way Trachinus ~nd Pamdion
could hs loft out of Japho smd Phgo. The vages in sach play could de
left cut withowt influencing the dialogue of the main plot, Jallpthes

(1) 3ee p. 198¢F.  below.
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is no further advanced - if we take the sud-plot in this play to be the
incidents iawvolving Dick, Bobin and Raffe - except that Iyly does meke &
gosture tovards a kind of wnity, however superficial, by bringing the
whole cast cnatage together for the final scane. JIoves Metsmorphosis
sgain has no real intsrsction betwesn the plot inwolving the love of
Protea mad Petulius and the ocurting of the nymphs by the foresters, al-
thoush Erisicthon is active in both plots. In this'se) - o5 we have it -
there is no possibility of a breach of decorum, for the characters are
all on the same level of dignity. The design of the play ssems 1o ye-
quire parellelism without mmoh interactiom.

In Endimion, which was probably writtem sarlier, the astiom in
the sub-plot has somo comsequences in the course of the main plot. The
obvicus place vhere this happens is in the last scens where the inter-
vention of Sir Tophas secures the return of Bagoa to humm shape, tut the
carlier sceno where tho pagos Inxe the UWatoh to a tavern has its conse-
quences alao, as this clears the stage for the sttempt of Cormites to
nove Endizion. It was necessary that the Watoh should put in mm sppear-
anoe, %o show Cynthia's comcern for Endimion, but it must also de got out
of the way, and in this the sub~plot ontributes to the main plot. The
main value of the sub-plot in Endinion, as in all of Iyly's plays, is in
the way it echoes the jssuss in the main plot, but it is interesting to
sce it becoming more important in the action of the main plot as well,

The sub~plot of Nidss, of course, is not casily fitted into the
pattern, unless we consider the two plays, a0 far as is possible, separ-
ately, as the play iz its present form is clearly mot az inter-relatad za
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Igly would have wished. From what we can gather of the sub~plot to
nxlidas I, ooncerning the golden deard, there would have besn no notioe-
sble chsmge from the weusl formla, ‘The intrigue betwsen the barber
and the two boys was probebly quite complex, btut there is no siga of its
being imvolved in sy way with the main plot, exvept that the besrd, of
acurse, was Midas*s. Dpitidas 11, however, is a different matter alto-
gether, If the convlusions concerning the oxigimal form of this play
that I have scrived at above are accepted, it will be obviocus that the
mb~plot, through Mottio, mm had oconsidersbls repsrcussions in the
sction of the main plot. Ve know for certain from Sophronia's remark
(IV,iv,48~9) 'some hath acoesse to him but jiotpo' that iftdss wes mingling
with a clown, even if it s offstage. Perhaps, in tho seme way as his
1spee of decorun in preferving the rastic soag of Pam, hia amsociation
with Zotto muy be taken as an indioation of the dspths to which he had
sk, Irrespective of conjecture about a possible finel moeme in whioch
perhaps otio was discovered as the purveyor of the secret, there would
have been more cxusal comtact betwosa the two lewsln of yritidas JI them
in say of the earlier plays. Hotto’s action in betreying the seoret to
MW.Witmm.mﬁumorﬁQWMiﬁm'u
defornity. itto becomes an importent czusative elemsnt in the plot,
the first time that a sub«plot charscter is 8o iswvolved.

#ithout this understending of yritidas II, dother Bowhie would
appear % be & mich zors radically experimsmtal play than it veally is.
In lother Ponbis the sub-plot takes over the control of the vhole plot
{if we may call the activities of the pages in this case a sub-plot at
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all). As Hunter has pointed out, ) Kother Sombio d41¢fers from all of
1yly's other plays in that the plot is far move ir control of the charec—
ters ~ spaaifically in the oomtrol of the servamta., DBat if we take the
activities of Sotto as & guide to the wvay Iyly’s tecmique of plot-con-
struotion was developing, it is not an smorscus difference. Fven iz a
play with clovas and kings thers hes developsd & degres of causal inter-
action; is it such a chwnge that in & play of young clowns sad ol4 clowms
there should be a mich greater intersction? Iyly's adeptation of Roasn
comedy did not involve sn abrupt chamge of techmique; it was the meens
wherehy a technique already developiag reached its fullest expression.
There is, I think, a rather laxger gap between Mother Bosbis
Hooge than between Nother Bombi: and ypitides II in
the oonstruction of sub-plot. Neither of these plays oould really bde
said to have & sub-plot in the sonse that the other plays have, but, for
the purxposs Of comparison, we may sxtend the meaning of the word to cover
the lower level of the plot ~ the servants in Mother Dugbie :nd Gunophil-
But although I delieve that jigthor Bexble
can be conaidered as an ed-product of & line of dewelopment in Iyly's
technique of play-comstruction, albeit sn eud-product experimental as
well as emlntionary, I 40 not thick that wve osn consider The ¥om=n iz
Joong in the seme terma. It is a play of an entirely different genre,
and Oumophilus will mot fit into the femily of pages that ishabit Iyly's
other plays, Keverthelass Gunophilus is not an entirely new charscter-

(1) Mc » Pow-
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type, as we might at firet supposs. He is related, though not perhaps
very clogely, to Sir Tophas smd Hotto, like them he is older, and ocsp-
abhotcomiutimﬂththamduﬁﬁdmumhthm;
like ther he parodies the passionate gestures of the same "higher' char-
acters, and like them his actions have some influence om the way the plot
moves, Cunophilus's involvement is, of oourse, much desper than even
Hiottosas we might suppose him 0 behave 1o yriidas II. I do mot think,
m.mtnmmwumnmuamtmmm
volvement of these characters ir the plots of their rospective plays, for,
mmhmmmofwm.mmumm
mtmtmnhytmmtyofmthghauﬂmtmtm
by suy iaternal change in Iyly's technique of writing plays. The active
iuuatwmnmtmtumlmmxniﬂr's%
nigue, but neither do they indiocate a developrent,

allel with the gradual development tovards the wnity of action within the
play as a wholo that we find in Hothe abie, The B in th
perdzpe in yrifidas II, whick wa have disoussed in detail adove, there is
& groving tendency towards a unity of acktion within the separute lsvels
both of the mub-plot and the main plot.

The sub-plots of Alsxsnds pe end fiapiio and Fhao have
no sction to be unified sbout. The pegee are intercstsd, so far as we
can tell, only in escaping from their mesters and roaring at taverns.
At least this is tie only intrigue that they are involved in, They
spend some time in witly vertal battles, dut gwerelly, particularly ia
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Saplo snd Phao, these are more important as parcdies of the ismuss in the
mpht&nntmofmummmm.b-pht. I supp~
ose that the sub-plot of Sgpho end Pheo is in faot rather more unified
then that of Alexsnder snd Campaspe, for it is confined to Criticus,
¥olus, Calypho and perhaps Trechinus snd Pandion, vhereas there are &
mwzmwuwmwmmm.
lyly, however, seess less interested in the mib~plot of Sepho and Phso,
since he leaves it altogether half-way through the play, though this may,
as I have suggested, be dus to difficulties in staging. ')

The mub~plot of Jnllathes is notadly more cohereut than those
af&ctwﬂmM&mmd.ﬂWithmmanﬁth
the main plot, It is the story of the adventuves of Raffe from the
shipwreck to the rmmion with his friends. Interest, in the meentime, is
provided by the Alchemist and the Actronomer. The techmique is narra-
ﬁnnﬁummae~'amﬁmwmhum
&(wh&eﬂi&"-hﬁﬁo%ﬁtﬂu%ﬁﬂl&mw
with the earlier plays is that thers is some actiom. Parhaps Iyly's ex-
perience in the theatre convinced hin that sction of vome kind wee nesded
to keep the sudience’s attention fixed. In Eodinjon the improvement is
striking, The amours of Sir Tophas, clossly parslleling those of Cor-
sites snd indinion, provide a ocontimmous thread for the action in the
sub-plot scones, msd lyly found it unnecessary to introduce extrs charsc-
ters (c.f. Crymus, the philosophars, the Alcheaist and the Astromomer) to

(1) See pp.66-7 adove.
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saintain interest, Scintilla, Favills snd the ¥Watch are introduced for
individual scenes, but the first two are expreesly for ihe purpose of

establishing the nnamorous nature of Sir Tophas, snd the Yatch is oonneo-
ted with the main plot. I suspect that the sub-plot of yrilidas I would
have bsen rather siniiar, except that a further slement of intrigue, in
the battle for the golden beard, would have bemm introdwced. This again
is something of a development, for im Endinion the pages remain figures
purely of commentary, albeit witiy commentary, wheress in kidas in its
mm-m-.mm.mmummmam

the pages becons actively involved in intrigue smongst themselves. Per~
bepe from the threst to 'shave the Harbers house' (IV,i1i,74-5) we may
conjecture that the ‘density of inmm'muwmms
further, particularly if Zotto was 2 Fartin- or Hervey-fizuve, end re~
quired cutting dowm to nise.
mb-plot, the story of Patulius and Protea, with a well-defined line of
action. The serious nature of the sub-plot mekes it diffionlt to it
into the scheme of development I have proposed, tmt gremted the rather
ezperinentsl nature of the play -~ or its truncated form - it fits well
encugh betwes:: Gullsihes snd iidag. In some ways
very like Oallathes without the coude charsoters, with the two plots, the
loves of the foresters, and of Protsa snd Petulius, corresponding roughly
to the semi-separate plots of Cupid snd the nymphs and Phillide and

Gallathen. (2} Mt the intoresting point sgain is that whe we take into

(1) the phrase is Bunter's (gp, eit., p.225).
(2) Por an extensive comparison of these two plays, see p. 264  below.
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account the prodable form that Midas originally took, there is & less wn~
accountsble jump whem we tzy to it Xother Boghie into the picture. The
dennity of action and intrigee in the sud-plots increases stesdily from
Gallathes to uxiidas I snd perhaps yzitides II, sud it is mot #0 surpris-
ing to find the intrigue becoming sll-importent in Mother Bombie.

It is not s0 eamy to see a parallsl development in the Righer
levsls of the plots. After Bniision the most importsst development in
Ixly's manipulation of the plot is that the subd-plot becomes more inte-
grated into the plot of the play as a wvhole, &s I bave shown above; con-
sequently there is not the sams movemmt towexds s wnity of action, but
rather & tondency towards diversification as the main plot bocomss lews
exclnaive of the other sleasuts in the play. Neverthsless, it is poss-
1mhmadmhmmthmmphuotlﬂy'nﬂﬁueMn-
lated to the developmmnt we have already noticed in the mub-plote. The
development is two-fold; ns im the sud-plots, there is a tesdency in the
earlier ploys t0 derive intevest from sdde-lssues, events snd disouasions
which have 50 relevance to the plot, however relevent thay ney be to the
theme of the plixy, snd, in a way which i{s perhsps amalogous to the in=
cresone in the density of intrigue in the sud-plots, the wain plots beoons
more complexe ‘The developrout is from side-iesuss to what we may oall
side-plots, and iz this wsy it is less obvious tham the developnent of
the sub~plots, which move from nom-action to separate action to imtegrated
astion. I heve limited the present discussion to tha first four plays of
Iyly's output; the two key plays whioh follow Budlsion, ioves Netsmor-
phogis sod idag are too unvelishle textunlly for ssy walid oomclusions to
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be drmm from them, and by the time we reach Zother Bowbie end Ihe Womm
in the joone the process of integration has deem completed, end it would
be false to talk of a separate upper level in the plays.

In sach of the four plays under disousaton it is possible to
separate omc lins of sotion which we may call the main plot. In Alex-
goder and Cempemne, Ssohe and Fheo sad Endinicn it is the love-intevests
of Alexander, Sapho and Cynthis respectively, acd in Gallathes it is the
love between the two girls disguised as boys. If we lock st the sosmes
involving those characters which taks part in this ‘main plot', we see a
oonsiderable change betwomn tho earlier plays and Bndipioe. The charso-
ters in Alexsudy o vho form the bamis of the plot are Alex~
ander, Compaspe snd Apelles. Diogenes is a fringe figure, importaat to
the dalmnce of the play, but his presence has no sctive influence cu the
sotion. Ioth the interivdes between Alezander and Diogeaws (IX,ii,118
1473 Veiv,37-74) snd the intrusion of Crysus (III,iv,46-57) are side-
iscues, uncomnected with the plot, although they give plamty of cpportun—
ity for wit, Sinilarly the sccme between Alsxmnder and the philosophers
(1,411) 1s an irrelevamce for the sake of & mmber of well-turned, if
borrowed, epigrems. The scenss inwolviag Apelles snd Csmpamps, tozether
and separately, are all to mome extest related to the plot, although the
attempt by Alexander to paint is only barely relevant. The other two
oourtisre, Clitus and Parmenio, are chorus figures, :nd 4o not in any way
contritute to the astios. The characters in Sspho und Phec which take
part in the main plot are Sapho, Fbeo, Vamus and Cupid. The scenes
shere the ladies-in-waiting chat togetber (I,iv, end I11,11,57-67) con-




145.

tritute nothing tut some pretty debates and confessions. The caly
scene in vhich they are more than spectators is the rather pussling
occasion when they talk with Trachinmus snd Pandion, and commmicate to —_—
the audience the information that Sapho is siok. Sapho, unlike Alex-
ander, is not involved in meny side-issues. The only scene in which
she takes part that does not contribute to the progress of the plot is
the one in which she and her ladies discuss thair dresss (IV,iii).
Venus snd Cupid, excspt possibly for the soene with Vuloan, are also dir-
sctly involved in the plot whenever they appear. Phao, however, has a
number of scenes where he discusses his fate with the Sibilla. Thess
m.mmmm“mw,hmtmmmhhmpht
in any way, sinoe all the action bringing Sapho and Phao together is in-
itiated by Sapho. Her soliloguy (III,144,83-113) is important, for in
it she rvsolves to msee Fhao.

In both of these plays we see the principal charscters ine-
volved in scenes which desl solely with aide-issues, and which do not in
any way further the action. This is less true of Gallsthsa, although
this may to scme extent be because it is a different kind of play, with
less well-defined levels. Nymphs, gods and country citisens mix freely,
although they all stand aloof from the vagabonds. It is also tho first
-of lyly's plays to achieve coherence more from the plot than from a dasic
moral issue. There are moral issues in the play, certainly, but all
comes right in the end, not because a moral ismsue has been faced and its
requirements satisfied, as is the vase partioularly with Alexander, dut
because the cause of the basic moral issue, the virgin-tribute, is re-
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soved by external means through tae plot.)  The plot of Gelisthes
therefore is of mach more iwportssce than the plots of Alexsnder and Cop-
Daspe snd Sapho sad Phao, and we would expect that rether less time would
be spmt on scenes irrelevant to the plot but relevant to the woral
issues, such as the interludes between Diogenes and Alexamder sud Phao
and the Sibillas in the whole ‘upper level' of the play thers is, I
think, only one socens which doos not edvance the action of the play, and
that is when Disna's nysphs, having csught Capid in the previous some,
bring hin back onstage to tesse him and to discuss the mature of love -
(I¥,ii)s Thin represents a comsidersble advance in dramstic teclmique,
ut, as I have indioated, it could be attrituted to the chenge in the
styls of the play rather than to ihe kind of development vhich is the re-
mlt of eelf-cxiticiem. The test comes with Endimiop, for this play,
written after Ggllathes, is concerned with much the seme situation, and
is contred ANouRd much the ssme moral issucs as the two earlier plays.
o> main plot of Indigion revolves arcumd the triangle Tellun~
Pndinion~Cyathia. Unlike the triamgle in ilaxssder and Cespesne, which
has no complications, the plot rudiates from those three charscters wntil
it involves all dut the pages and & few of the courtier-figures, ihs
plot of Tellus inmtroduces Dipsas and Bagoa; the search for a remsdy in-
volves Damenides’s rival affeciions for Semele sud Fadimion, swd imtyo-
duces Geron, husbend of Dipsass the impriecnment of ielius sparks off
love-interest with Coxrsiteus; Sir Tophas falle in love with Dipsas, them,
wvhen she is no longer svailable, with fegoa, and 20 on. What we have

(1) Seep.228f. bolow.



57 e

mu:m.-ormzau.mmmwnuuu&
light the omtral Cynthia-Endinion relaticaship by its degres of perfec-
tiom. mmmnmwmummmhhmmmn
mubmmafmmmumuwmnm.
wmafmmormmrmm.mmm:
mlon!orSmhuuﬂlumﬂﬁuh!emﬁmtcrﬂumot
mmummmmmmuummw
theng. ‘%tﬂhﬂ@thﬁtﬂhl“ﬁfdmﬁuhﬁﬂn
m»rmm.mmmmmuvammmmawom
then mirnoulous mesna.  The plot of Endimion, like the sub-plot, shows
awmumammwarmtm,nnm,nm
mitiplicity of relationships developing betwesm the various charscters
during the course of the play, mymmmthunmm.xm.
mnmmvormmrmmmammmu
Sndinion which do mot dirvectly contridute to the progress of the main
plot axe those inwolving the desoription and interpretation of Fadimion's
m’mmuuﬁ.nhmum'am,mmm
have hed specific topicality for Iply's sudience. The nenipulation of
the main plot of Epdizion clearly represents a considersble advance on the
precsiing plays from the purely technical point of views although the
uumumnumna.mmtmmm-mwm
hmtaMuwuqu,itwmm.uma
iummmhmmztumtﬂhﬂmhmhmm
of the plot,
Iththuﬂonmthammmmiﬁnghm&hmm
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bare bones of actiom, as in Alsxander snd Cospegoe, tut without the orma-
ment which even that play provides. There is pot smough of the main

plots of yriidas I sod yridtidas II left for us to carry on the argusent in
the vay that it is posaible in discussion of the sub-plots. is I have
suggested above, the reforsaces to iidas's wmmatursl love, and the appar-
wt indbalance of the plot, oo far as yly's usual ssalysis of love is

concerned, may indicate the direction that the side-plots took, partio-
ularly as there is suple opportunity for developsent in the relationitif
Sis8a ma celia.

One further aspsot of the playwright's art ie worth discuss-
ing, without going into great detail, and that iz the business of & pain-
less exposition. A zlamce at the opening scenes of his plays chows that
in this field too Lyly gained in expertise. In Alezsnder :pd
Clitus ond Parmmmio, characters not directly involved in the action at
all, put us in the pioture. hmﬁnMMuuM
rexiniscent of that soene in The Tempesgt where Prowpero bores ‘drsamda
vith his long remund of their history. Indesd, both suthors sesm swere
of the clumainess of the technique by sdmitiing the 1ikelihood that the
young iadies to whoe the story is being told, and presumsdly the larger
sxdience thay represent, would lose intersst. Prospeze is insistent
that “irands resain attentive,

Prospero, Dost thou bear?
¥irsnds.  Your iale, sir would oure deafness... (|,ii, 106)

and after a lomg oxplamation by Tyterus, Gallathea says emcouragingly,
'%hmm“umm&im, I would mine syws were turned also into
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earea’ (1,1,35-6).  Endimion and Ioves Metsmorvhoais show a greater
fineass by (in & quiet way) introdncing the suiience to the sction ig
mediss rep (and it wust be remembered that the static exposition scene in
Ihe Tenpest comes after the exciting opeming scens of the ship-wreck).
n;mmmyum-u-mtmmuuumum
of wit,
e, B P T R e
Dro. Wiy them, sir, theve are three medicines for these three nmal-
adies; a pike-staffe to tnke a purse on the high way, & Wolly
wand to brush cholar 16 my nistres tong, and & wench for my
yong master... 1,4,1-7)
Greduslly it becomes apparemt that of the three things that meke Remphio's
life miserable, the play is $e be about the fool; but the parallels, as
well 53 adding typically Iylyss wit to the bare bones of the plot, tesse
attention from the audience, who have to sort the consequemtinl from the
inconsaquential. (2 Iyly is avare of the dangers of irrelevence, for the
mxmm.mmmmm,ummmam.
and esteblishes the basic situation with a winizum of frills, allowing the
basie irony of the doubls deceptiom to maintain interost. The opuning of
#dong is hardly comparsable, as iyly uses s rather differ—
ent technique, more related to the Court masque than %o ocomedy.
The purpose of this chapter has been to demonstrate that the

specifically drametic techaiques that Iyly used in his plays developed

(1) The cowplaint of J. A. Barieh ('the prose Style of Jobm Iyly, EL.f.
XXIXI (1956), pp.14~35, see p.33) that the irrelevancies are simply
the result of Iyly's pasaion for parallels is mot really justified,
for, as I have indiosted, they serve a useful purpose in this sceme.
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more or less consistently thyoughout his output. In sone ways the de-
ulcmtothinntmsym”hmn.htfmmtnm
notably of course in his use of language (this will
bo the comcera of the following chapter), but in our present discussion I
have tskm the starting-point as the two plays Alexams

Sapbo and Phao. In toth the use Of the stage « 50 far as e Can recons
struct it ~ snd the technical comsiruction of the plays, Iyly shows au
Mﬁll.m:»m»h:mafmmmnuuucrm
wedivm. From the eerly plays which, to scme cxtemt, merit the temm
*dranatic recitative’ applied to them by K. C. Brafbrook'™ to the unity
a:mmnammmmwaummammmm
sophisticated diend which is Ih: e is a considershle
step. That it was mot enough for Iyly to retain his popularity is more
bacause ko had to chonge his gmre compl:stely betweon i Ebie and
Zre Vomen in the oops than because he was incepable of the act of gelf-
criticisw which prodices comstructive development. Igly exploited the
pmuwofmmmnnamummmmua.m
it vas laxgely the suppression of the Puul's boys which led to the
oclipas of his fame. That Iyly was unshle to adapt completely to the
Mwefmmnoﬁmhmtm“ﬁaormws that he vas
able to try, and Th 6 Nioone cemmot be said to be a complete
failure (it was, after all produced at Court), shous thet he wes & writer
of courage and ability. Ye was left behind in the surge of writing for

b Lt (m. 3955)' P-GS.
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the public stage in the last five years of the sixteeath century, but
this should not blind us to the fast that for more than tea yeamrs before
this he had, in his own field, developed consistently towards a drams,
native in traditiom, that was both decorous and varied, heterogenecus
and integrated.



It van Iply's style which gained him mest fune ix Xis ows time,
alfhough that fane wes Tolatively short-lived; mot altogether surprising-
17, it is this sspect of his work which has attrested most criticsl
comment, The mujor works are those of C. G. aat24‘Y) s =, w. crony; @
their recesrchos were oomprebhensive sacugh %0 lixdit later writers lavgely
%o a Slecussion of the origin of Bephuise.3) w0 recemt articles have
denonstrated something of & new spprossh o the study of lyly's pross.
¥. N, King'®) nas soows brillimtly that the stractare of ihe set
pliecas® in Huphues is deterwinzi by the sarrative - drematio - yequire-
ments of oitustion and charscter, sod J. H. Buxieh'>’ hos spprosched the
snalysis of Igly's prose from the point of view that 1ts distingalshing

(1) Johs Ixiy sed Beplks (Wemohemer Beitrese sur Somenischen und ¥ag-
1ischsn Philologie VIX, 1994).

(2) In the intwoduction to the iwe parts of Huvimes
E. Qlesons (londom, 1916).

) 4. Suu't. ‘igly sad ma' malisg 4
Isronl Gollunox m 193 m.r, m.u-m i‘illhn nuhr
‘s Issediate Ssurce of Naphmism', m., L {1998), PP 6T~
e B e B = e m.'au{x ™
U.P.y 1957), passin, nretive
Mocourse’. Ses alid, for gmeral mz2lyszs of Bephwion, Boad, 9u.
8% wlozy ’om f.3 Peuillemat, m Ia Bylistat,
PR«i11~4T53 Bmter, 0p. git., chapter ¥, *The Vietic of Pashion®’,

(4) ‘'Jokm lyly wnd Rlimebethen Ehstorio’, Sty dlalesy W1
(1955), pp.249-161.

(3) 'Tbe Prose 3tyle of John IFly's BoluH., XXIXX (1956), pp.l4~35.
152,

o2, Yo ¥e Croll aad
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charscteristic is antitheais, and he han shown that there is less change
betwvesn Iyly's narrative romsmces and his plays thsn sarlier writers have
astumod .

It is, then, with sn acknowledgemant of the rescurches of sll
these writers, mnd & reocogaition that much of the material which follows
is inevitably secondhend, that I begin thiz chapter.

The usual meihod of ssalysing lyly®n style is to define the var-
ious rhetorical devices that he uses and to sstinmte thair rulative
density and artificiality or effectivensss. That this method wsy be
used vith sows subtiety is shown by Hmter's study. The ‘eomaticss' 'l
eaid most obviously to characterise lyly's style are isocolon (the use of
phrases or clmuses of shout the seme lemgth), perison (succesaive
clauses with the ssme syntactical form), and paromoion (atmilsrity of
sound sither of worde or syliables). Hunter includes, as separete cate-
gories, gquasi-rhymes and allitexstion. Tropes said to charecterise
Euphmism sro those involving the use of ‘wmatural naturel hiztory’, the
ssny provertisl aud quasi-proverbisl exemplums vhich lyly uses 0 Tein-
foroe hisz arguments, and the frequent rhetoricsl cuestions that Iyly's
charecters ask in soliloguy.

ihe éifficulty of reducing the study of Iyly's prose to these
charscteristic figures is twofold; as Barish foresfully points ocut, to
do g0 involves & falaification in that inevitably form and scatemt become

(1) The term is Thomas ¥ilson's. Ses his Arte of Rhetoricue (1560),
od. 5. H. Madr (M’Dra’ 1%9)’ p.l??-
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divorved in disousaion, and in addition, the supposedly different charso-
teristica thus defined im fact overlup to a considerabls extent. Numter,
for exsmple, illustrates isooclon, parison snd paromoion by the seme
short smtemce. ) nile 1t 18 Justifiable to separate the mymtectical
effect of parison from the more purely sural effect of paromoion, I doubt
vhatber there is much point in trying to distinguish betwveen parizon and
isocolon, gince isocolon is 1ittle more tham a restatement of the phemon-
enon of parisom in thythmic - and heace mors gemercl - terss. Similarly
it would seen to bo unnecessaxy to distinguish betwesn the strict form of
alliterntion between related words that is implied in paromoion, and allite
eration of a slightly more random, but still promiasnt kind. Again, ihe
division between the extended sizile from nsturel or wmmaturel history
and the examplun provided by proverb lore or obeervation is mot really
helpful in a discussion of style, since doth represent much the same
schematic use of words.

that I an trying to suggest is that if we rodefine the charso-
teristios of Fuphuiss 80 that we use only one torm for cech phenomenon,
the field may be sufficiently clear for an attempt to decide whether the
oharnoteristics change in imy comsistent way through Iyly's output. fTo
make the point clearer, let us look in detail at a short mt typical
passage in Zuphuse. It comes at the beginning of the soliloquy where
Ruphues dsbates vith himself the issues of friendship and love after he
hes beoone infatuated with Iucills.

(1) M‘: p.255.
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What is hoe Bgplmes that knowing thy witte, sud sesing thy folly:
bt will rather puxish thy lewdensese, them pittie thy heeuinesse?
Vas there suer sny so fickle 80 soome £0 be allured? aay cuer so
faithlesce to dsoeine his Triemd? ewer sy so foolish to bathe

hinselfe ia his owns misforiwme? htmitututu;&osu
Cratbe swimveth alwayos sgalaat the streeme, so wit

styiueth agaynst wisedome: ind as the Hee iz oftentimes with
hir owne houny, 80 is wit not seldome plagued with his ome
conceipte, (1)

The perison of the first ssutence is obvious emcugh, as is the paromoion
or alliteretion which punctuatce the first two seutences {'punish...
pittie’ ‘fickle,..foithless...foolish’), But the second sentense is
rather more subtle, and cannot be adequately defined dy our terminology.
The thros members of the sentencs do not involve pariscm or isocolom, but
they are carefully comstructed to form a rether more complex balanoe.
The pessive verd of the first clanse with a qualifying sdverd before it
(*s0 soome to be allured’) iz balanced by the active verb ond its object
in the ascond oleuse ('to deceive his Zriead'), a chemge of cuphasis
which is poimted by the mon-grsmmatiocal allitevation betwoen *faithlens'
and 'friond'. Thess two olimses are isopolomie, dmt the fimal olause
balsnoes thes together in rhythm (five major stresses an againet the six
of the previous two), and is in effent, though mot im logle, & summation.
1t retains the active verd of the second clmuse while the subjest returns
from 'friend® 1o the "self’ implied in the first slsume. Baplaes gest~
ures with his loft hemd, with his right, and throws them wp together,
Bolance of this kind is mot capable of definition by the terms of comtemp-
orary rhetoric, and yet it is Just this sort of subtlely which makes

(1) Sond, wtt WI.I, p.2m.



156.

Igly's prose resdable. It i@ the occasional alliterstiom om words not
grematically linked, and the balonce achieved by unsqual lemgths which
mmmmtm:tmts'lgmucm“m&lﬂym.m
it is this which gives his prose some measure of distinetion. And yet
it is precisely st this point that our teminology fails ws. It would
be quite impossible to develop a terminology ssasitive to the subtleties
of Iyly's - or snyone's - style, because the range of effects ia t00 wide.
1t 1s only beomuse there are some quite long stretches of Iyly's prose
vhich cen be analysed by the relatively orude tools at our diepomal that
80 memy writers have used this method. The danger is that becsuse the
tools are caude, the critio will come to belisve that the proes is orude -
witness, for example, the patroniming attitude of Feuillerat.

It vas becsuse of the insdequacy of this mode of classification
as vell &s the resulting artificiel schiam between thought eni expresaiom,
that Barich proposed & classificatiom based on the varying degrees of
antithesis in Iyly's style.'t)  mie systen hes the advantage thet it
rlaces the ezphasis eguarely whore it delomge, on thes thought or thought-
process, ond only secondarily om the syatsz. But it {s dfficult, in s
study of this kind, to apply it comnsistently. The distinotion betwesn
thres kinds of satithesis, warying in degres, is vslid as a nemns of do~
fining the ways in which Iyly's mind worked, but where our purposs is to
exsmine the style of various works written during Iyly's life to see if
there in ay significant chouge, it deooxes rapidly apparent that there

(1} Soe berieh, gp. git., p.i5.
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are {00 wany in-betwesn cases which do mot fall into any obvious category.
Barish maintains that there is little change between Iyly's uses of anti-
thesis in Jupinies snd Nother Bowbie, except for a decline in what Child
calls *mechmnical devices'(l) described rather more revealingly by
Serish as "the ssaller symetries’s(2)  Barish aiso hiats that the plays
which use fower of the smaller symmetries ars thoss with wore of the
larger aymetries>) - Kidap with its tripartite diviaion of the tempters,
rnd JMothex Bophis with ite highly symsetrical balance betwssn the various
groups of characters. In chaptor IV we established that the stage-
settings of iyly's plays temndod to become more smd more symmetrioal snd,
in a sense, more ntithetical, by mesns of the implied opposition of the
two eides of the stage.d) In the sme vay, the groupe of cheracters i
Bodinion, Xidas and Nothexr Boubie are obvicusly wore syssetrically con-
ceived than those of the emrly plays. It sesms then, that izly's habits
of thought, antithesis and parallel (the ome fault with Barish's srticle
is that be does mot take emcugh notice of Iyly's temdency to commeet
thought in parsliel as well as inm opposition), did mot ohange remarkably
through his literary output, although the meture of the thoughts and
their means of expression muy have. It is the aim of this chapter to
inveatigate the poscidility that the 'means of expression’ - the styls -
changed or developed, over the bdroai survey of lyly's work.

(1) M' Po%o
(2) op. eitss po3le
(5) Ses M-’ PP 4236
{4) See ch.IV, p.116 adove.
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Thus far I bave been conoernsd with imdiceting the imadequacy
of the critionl wocebulary which is ussd to maalyse ihe sound~patterus
end the syatax-patterns of lyly's style. Differentiation betwesa exes~
pluss from ‘vassturel natursl history', classical pressdent and proverd-
mw:-mmmtmﬁ;uiﬁnmmof!ﬂrsm#
speech, Ihe differwnce Detwesn these 'schemes’ is decided by their
sources; not by their fumctions. They &il perform the ssme funetion as
whof&omt.mlxhﬁmw&b‘nmhbm
or similitude. It is not eoough, however, to distinguizh betweem tropes
mm-mmﬂrmmu.mnmnm.
and the extended spalogy or sinilitude ~ becouse thers ave two uses of
the schene recogniably differsst in effest. The form more cormonly
mw#nmuamﬁﬁmmotmﬁﬁmob
Ject or situation with which it is ocompared, dut oocasiomally, we find
sxtended ainilitudes with severcl areas of oomparison, in the style that
reached the pesk of its popularity with the metaphysicsl comveit, Com-
m.ﬁr@h,mthMNuhﬁamM
quoted from Bypine) with this passoge from the prologue to Ridas,

Trafficke sad trausll hath wouen the nature of all Natioms into ours,

and nsde this land like Arras, full of depise, which was Bronde~

cloth, full of workassshippe. (1)
The sesningly desd metaphor ‘wovel' Decomes a mubtle and satisfying image
which condenses & great dsal of maxming into & for short limes. The oone
trast 18 not ximply detwean the plein and the ormate, but also between

(1) Domd, op, git.s VOL.IIL, p.J15. The ixage whish follows this i
the 'galliseafrey® conosit mnalysed in full, p.8 £. sdbove,
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the useful and the decorative, nsatly condemsed by lyly's use of two
words, ‘deuiss’ mnéd ‘vorkmanshippe® mot necessarily opposed, in a syn-
taoticel arrmngenent that puts them in oppositicn. It is worth point-
ing out i passing that the basically Kupmistic nature of the prose has
changed vexy little; ihere is still & tendmmoy to dmmt the letter
(*trafficke’, 'trauell'; ‘nature’, 'Nations'), and the last clmse is
divided into fairly accurately parisonic membeaw. The difference be~
tween these two schenes is important enough t0 warrent a distinguishing
teruinology. The extended similitude with more ihan one area of compar—
ison may be called a ‘conceit’, although it suat be wnderstood that in
Iyly e concuit is & smobh simpler affair tham it decame in the hande of
the Jaccbeans. Sinos not all of the simpler similitudes so beloved of
Iyly are strietly amalogies, I shall use the torm ‘similitude’ throughout
thiz work to mean those figures wiith only ons area of comperisom, imclud-
ing in this one term zll such schemes, regardless of their source.
Inages and metaphors based on the ome word will be imown by the generie
tera 'trope’.

There are twoc ways of smalysing & possible development in Iyly’s
style. One iz the mathod used by C. . Child; by ocounting the Trequen-
oy of certain patterzs, we may discover a gemeral ismerease or decraase.
Tis is, iz offect, a siatisticsl method, and should dbe socompanied by
some attempt to reducs toc & minizsmn extersal variables which oonld effect
the style. Ome such obvicus veriable is the difference in style to be
expacted betwean the dialogus by those in the sub-plot snd tiwse in the
sain-plot. Again, dialogue is by its very nature very different from
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monologue. In a dialogue between two charecters involved in an identioc-
al situation - snd this happens frequently in lyly's plays -~ stylistic
parsllels, if at all eladorate, have a thoroughly comic effeet. The

best example of this is in Hother Homhis.
Drog. Wow, if I could meote with Risjo, it were a world of

HOGEOTY o
Riss  Oh that it were my chance, Obwjsn dare Dromio, to stumble
vpon Dronio, on whome I doo mothing dut dremme.

Ixe.  His kmsuerie sod ay wit, should make our masters that are
wise, fooles; thelir children that are fooles, begeers; and vs
two that are bond, free.

Rise He to cosia & I to omiure, wuld mske such alterstions,
that our musters simld serue themselues; tha ideots, their child-
ren, to sexus va} snd we to wake our wits betweens then all.

2re.  BEem gumn cproriyns, looks if he drop pot ful in my dish,

s Jupus in Tebula, Rromio imbrece me, bagge ms, kisse my hand,
&%mt = ::;clo to fost, 1
Rro. Rislo, hosour me, down to mew, kisse ny feel, I must

oake thee blessed.

Ris. Hy master, olde Sisllio, hath a fools to his dsughter.
xo. Nay, ny master, old Yem-hig, bath a foole to his sosme.
s, I mast conmsy a oomtrect.

9. And I mast omuey a ocontrect.
Batwoene her and Happhiop somne, without spesking one to so-
other.

. Betweene him and Stellios deghter, without ome spesking to
W sty v (11,1,1-23)

The oomic parallel between the plots of the two 0ld men is wnderlined

strongly by the deliberate parallels in the dialogus. Wheu the two boys
enter separstely their speeches have not caly intemnal parison but almost
sxact parison with oach others Yhen they spesk together, they echo each
other exaotly. Such a dovice, though producing high comedy, is far 0o
crude for the gontler interplay of ironies that we find in the leen

boisterous scenes of iyly's plays which involve a similarly pereliel sit~
uvation, Wofthdmstwgmofmth.plmuinm
vhen the two girls in disguise oontrest their naturally feuinine inmstincts
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ﬂﬂﬁ'mﬁm&b’mm,ﬂmtmhw”
cach other,

Salla. Ipm&oihntmmuumtdunun;otﬁ-
Seluss a3 maides, therefore though I weare the apperell, I ax glad
I am not the persom.

Ehlle It is a pretty boy and & faire, hee might well haue desns &
wvomaz} but becauss he is vot, I am glad I am, for nowe vnder the
color of sy coate, I shall decipher the Zollies of their kind,
Sella. I would ealute him, but i fears I should make a ourtsie in
stosd of a legge.

Eadls I I durst trust my face az well as I doe ay habvite, I
would spend some time to mske pastime: for saie vhat they will of
is 20 seconde thing to be & woman.

»
5

Phil.  Vhy stende I still? boyes shoulds be bolds; but heere .
cormeth & brsue traime that will spill all our talke. (1I,1,16-32)

As Bavish remarks, 'symmetry here is striking only by its sbeenoe. '}
The ironical position of the two girls i»s semaitively explored here, and
in two later scemes (IXI,i1 smd IV,iv), vithout the slightest suggestion
of parallelism in the dialogue. Wherever Iyly wants a scens of loas
than riotous humour, he avoids excessive and obvious dalance detweon con—
seontive spesches. This, clearly, is one variable that must de taleea in-
%o account in any statistical spproach, and I suggest that the only way
to resove it is to foous attention purely on the soliloquies and mono-
logues in the plays, This also would remove the influence of the aub-
plot from the study of the frequemsy of vhat may be agreed on as signif-
icantly Euphmistic devices.

fat the atatistical approach, while it is useful as a pointer
snd es a checic, hes o definite limitation. lFunter is psrheps o little

(1) 9, cit., pe30.
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harsh ia his oriticimms of Child's approach, claiming that ‘charts are
dram (ss if this were a stylistic fever) to show the extent of infection
or health in sath of the plays’.?) 17 there 1a & consistent change in
1Iyly's use of the more definable charscteristics of Zapimism it should de
poseible to drew uwp & meeningful chart, based on significant samples.
Neverthelass, such an approach is extremely insemsitive, end can tell ue
only the crudest and most obvious changes. ihc most satisfactory method
is to tske # representative passage from ssch play, snd by detailed anal-
yois, to see bow much the general indications of the statistical sprroach
are borms out im dotail. I have aslected momologues from ench of the
plays (except Nother Sonbig which has mons) for this purpose.  Euniues,
Epdimion ench bave a momologue by a doubtful lover, debating with himeelf
what action hs should take. Bupbues argues the issue betwson love and
friendship (vol.I, pp.208~211), Fhileutus bewails the imposeibility of
his love for Camilla (wol.Il, ppe85-30), Apelles similarly soliloguises
about his dangercus love for Campsspe (11I,v,13-61), Phac of his love for
Sapho (II,iv,1-37), and Endimion of hie love for Cynthia (II,1,1-46).
Gallathiss bas a short speech by Telusa on the same lines (III, ,1-27),
but the sonologne by Hasve (V,41,8-55), is move obviously s met spesoch,
and may conveniently ds compurod with the similar death spesch Wy Fidelis
in loves Metororuhowis (I,11,90-150). ‘here are my extended speeches
in ¥idas, though they do mot touch the same genersl subject-matter as

(1) wﬂ. F02430
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those of the other plays. Perhops the best example of the set speech
is that which follows Midas's reading of the ormcle (IXI,$,3-64).
Mother Boxbie has no extended mumclogues of amy kind, but the speechss by
the 014 men Sperantss and Pricius as they chide Candidus and livis (I,
111,164-192) are more or less equivalemt. The cpening limes of The
Eomapn ip the Moome are s momologue by Neture, but aince Maphuiss is a
chavasterictic prose style, and The ¥Wossn in the Foope is & verse play,
ve are dealing with & very large variable, amd must treat ihie passage es
sonething less than equivalent $o the others.

thic, then, is the astbod by which I propose to investigate the
nature of any change in Iyly's style: I shall demonstrute and discuss
the findixgs of the atatistical approsch snd follow with aueh doteiled
snalysis as will olarify or modify the conclusions of the statisticel
method.

ihe -ouﬁ-p;ttmn of Bupimisa are of two wain kinds, allitera-
tive and rhythmic. Barish has lucidly ashowa that the riyihaic patterns,
parison and imsocolon, being basicslly aliied to syntax, are as much units
of thought as units of soundl) wnd caunot be desoribed as ormemsntals
Alliteration and sssonance, however, sre xore obviously decorative, Al
though it would be false to suggest that sound and sense are mot related,
I think that 1t is fair to asoume that any preccoupation with scumd will
show up in the presence of increased alliteration., Assonsnce iz less
rnnlbhuauido.mitiam.oMMhnndtothammm

(1) Op. cit., Pe1S5.
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way that lyly uses 1t, end the pun is a figure of thought as well as of
sounde. A passage from the same soliloguy of Baphues will serve as an
example,

Fo fonde foole, wo. Heyther is it forbiddem vs by the gods to

loue, by whese diuine prouidence we are permitted to lyme,
nsyther doe wee want renedyes to recurs cur naladyss, but yesson

to wee the moaness, ub vhy goe I sbout to hinder the coures of

loue with the discourse of law? (vol.I, p.208)
The semi-play on 'love, live' is very comeon with Iply, and might be
passed over, if it were not for the balancing of "remedyes' with 'mal-
adyes' in the same sentemcs. Sound end thought ave closely intograted.
In the following sentence there is mn attunpt to repeat the offect by the
play on ‘course...discouree’ snd *love...lsw'. The second of theme could
be dimmissed cimply ss an exsaple of alliteration, not of assonance, ut,
whatever the csuse, the quest of a sound-ratiern has led Iyly to the use
of a word ~ *luw' = loomsly, It im just possidbls that Buplues is mer—
iouely comparing hie arguments to the rhetoric of s lawyer, ut in con~
toxt, I think that the image is not 80 clearly defined. The opposition
expressed is simply the familiar one of veason v, ewotion, snd the imeid-
ental imegs of Puphues as an argunentetive lawyer is distrecting. his
is one occamion whea clarity of thought suffers for the make of a Jingle.
Tdaruption of this kind for the sike of a pun or a half-mm is rere.
Usually, as in the first sentence quwoted, snd as in thy word-play later
in the seae speech {'loppeth’...'stoppeth’ (p.209, 11.1-2); ‘chayned’...
*changed® {11,12-13); ‘'ahadowe'...'shadow’ (11.33-4); ?Stoyoke’...
tatook’ (p.210, 11.18-19) stc.) the worde played on perfectly follow ithe
train of thought, end might evem, in some casen, have suggested it,
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if, them, ve are to have some wvay of testisg Iyly's use of
ornangat throughout his pross oxtput, ve mast look for some test other
then his use of pun snd asscnance unless we ave to 'suggest that thought
xtmtuomm'.(”

The snswer, I think, is to limit our atudy o the demsity of
alliteration. There are, of course, imvmersdle fnstmmoss in Iyly of
the uss of alliteration to exphasise the formal structurs of a senteuce,
end heuce of a thought; in the passage frox Ruplmes Just quoted (p.164),
the symsotrical alliteration bdetwvem *revedyes...msladyes' snd ‘reason...
memnes’ cophasiscs fumctionslly the delmmoe of the clsuses. There is
elsg, however, a good deal of less severely fumctiomal alliteretion,
"foud fool...fordidden’, ‘prouidence...pernitted’ aud so om. It is mot
sany to make & consistent diffsrentiaticn detween fmokiomal, or 'point-
ad! alliteration, i the I'requent semi-rendom allitorstion illustyatad,
simply becsuse it is possidle for alliteration to be purely remdom. 1In
this last ssntmcs of ay o, r oxesple we could conaider the aitemate
alliteration of the stressed aylisbles ('posaible...purely', 'alliter:-
ticn...rundon’) to be fumctiomnl, althoush I sm aware that &t was not de~
liberete. Tor this resmon, in my statistionl amalysis, I have sixply
ocomated all cased of alliteratiomn, im order to test the relative dmsity
of the device in passages writtem at 2ifferent times during Iyly's lifs.

The resuits are a little surprising. ‘The researches of C. O.
thild aight have suggeated that alliteratiom, as one of the wost cbvious

(1) Darish, op, gi%., p.iS.
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of 'mechanical devices' should have become less persistent in Iyly's
later works. The table he provides of his researches into the style of
the seven pross plays suggests this very strongly. I have reproduced
his findings in Table A of the Appendix, together with a figure whick
norsalises (approximately) the figures he obtained to those whick would be
obtained if each play were fifty pages in lemgth, The sumpicious thing
about the table is that Child thought that Gallathes was writtem after
Eodiniop, and the results obediemtly indicate a lower demsity of allitera~
tion in what he thought was the later play. We can be fairly sure'l)
that Bodimion was in fact vritten after Gallsthea, a piece of information
that rather spoils the pretty symetry of the table. I am not suggest-
iuthstﬁnamedmbmhaﬂ.ptbymuhpmmﬁtmdwt
rather I fesl that it indicates the futility of trying to define too
rigidly the pattsrns of sound and ayntex. ¥hen there are many border-
line cases, it is fatally easy, evem fcruinuﬁnh)rm in trying to
remain impartial, to allow them to be graded to muit a preconceived idea.
To paychologiats the phenomenca is well-mown.'?) 1y sdatiticn, the var-
iablullundimsuﬁabowmmtadmtmmmud.mthpn-
seance of sub-plots of growing importance with the relaxation of tome that
this brings, mst have considersbly influenoed his findingw.

The results of my omn counting are recorded in Table B of the

(1) See p.m f. above.

{2) It is known as the ‘halo’ effect, and is one of the side-effects of
mental set,
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ippendiz. I counted cnly the alliterstion in extendsd speeches, where
posnibles soliloquies or momologues, although this was not possible in
Hother Jonbis. All cases of the recurrence of a letter in A few words
(or, rether, scosnted syllsbles) were counted, but a letter bad o
appesr four or five times before it was yecorded twice. The plays were
ot sanlyned in cloomological ordar. The only sonclusion that osn prof-
itably be dream from the table is that there is no aignifioant change wa~
11 we resch the terse dialogue of Jpther Jomdie.

It is something of & surprise o find the relatively low dens~
ity of alliteration in Rrimes snd his Ialan There are sone sent-
suces 25 slaborstely pointed as we oould empect, ' see that India
bringeth golde, but Maglend dxeodeth goodnesse,*‘l) et there are long
pensages without asignifiosnt alliteration. Pexhaps this bears out the
impresaion the whole work givos of a lsxity or loossmess mot found sither
in Drohues or in the plays. After the brillirmt dafease, by ¥. ¥. King,
wmmmamumuwwam‘ammx
hesitate to suggeest thot this laxity may have extended to iyly's process-
o8 of thought, but I doubt vhether even the extramity of the lover's fit
witdch 15 upon Philsstus ovuld kave produced this por sequitur, "Thow o
wonan, ¥® lest tiing God mads, & thorefore y© best. I am a men y¥ oculd
20t 1ine without thes, & tharetore 3° woret.'3)  Juct now 1tt1e 12y's
use of pointed alliterstion chamged betwesn Euphuos aud Alsxapder smd Cim-

(1) M. w’ ”1011. r.“, 1.11.

(2) 2. dt.
(3) Boad, g, _gif.. vol.II, p.86, 11.5-8.
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38Ene is showm by this passage ia the soliloquy bty Apelles.
Bt sz they that ave shakem with & fawer are t0 be warmed with
clothes, not groanss, & as he thet melteth in & conmmption is o
bes recursd with Colices mot conceites: w0 the foslding oixer of ay
oayw, the nener dying wora of wy hart, is to be killed by oofisel,
not cries, by smpplying of remsiies, 2ot by replying of ressoms,
(111,v,49-54)
e line of recsoning is mch the sane s that followel by Buphues when
he exciaimed ageisst hindering 'the course of lowe with the discourse of
Iaw®, But hars the ry 1n precise, md the swmnmce detween ‘apply-
ing* 20d ‘replying' focuses and iatomsifica the thought imstesd of die-
trasting from ite The iavish prepondersnss of the letters ‘e’ snd '»!
on acsentsd syliables is offset by the wae of ax cocasional mewtral

phirene ('the neuer dying worm of xy heart’), so that the effect nover be-

comes comic.
For com we see sny growing relncience in Cillatheq to use ths

Shall it onely de lewfull songst vo in the prine of youth,
and pride of bomtie to destroy both youth and besutie: and what
was honoured in fyulien md flowres 82 & vertus, to violate in 5
viriincks a vioe? {¥,44,21-4)

Dvea in Midss, the last play which uses sxtended souologwes, Iyly is pro-
pared {0 nt the lstter,

o vhat kingdome hme I not pretended clayme? as though I bad deen
by the Gods ereated heire sppavemt to e world, asking ewerie
trifle & title; ol all the taxitorics about me,ivcitors to ma.
¥hy 4id I wish that all sight bes gold I touwoht, but that I thought
all ams hearts would bee touched vith gold, that whut pollicie
conld not compasew, vOr prowes, Aold might heus commmumded amd oon-
quorsil {X11,4,40-5)

The slliterstion here is mot, I think, quite as inaistent se in he sarli-
or passsges quoted, and the warious puns and sascnamces are scoordingly
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more importent to the balance of the swmtemces, bat the chamge is mot
really encugh to be desaribed as ‘s amifest decrwese in the use of msth-
sudonl devices’.(})  Confirmation of the fast ihat Iyly ejoyed the
Mormmummxmhhhmmnmmm@fm
sn unexpectad source. In Pappe with sn Fakchaet, there is a revealing
azide, ‘If this will not nake Nartin =ed, walicious and melamcholie {3
»rans letter followed with a full crie) then will we bs desperate...t,?)
snd later when he exolains ‘Feith, thon vilt bee camght by the atile
(p.401), it is after s pun and a durst of alliteration, not after a ue-
quence of balmoed sentences, 0 a patoh of wmature) history., The
appropristeness of the commeat by Will Semsers fn Sumsors Iast Wil), if
5% $a sn attack of some kind on Jyly, > should mot be misset. Befors
stigmatining *the poet' ts *one of those Hisroglificall writers that ¥y
mmwm,mmd-m.mmm.un
doe in AB.C.' Sumwrs spesis of hin as tzying to *hold (my loxd) half
the night with riff-gef? of the rauing of Iﬁhﬁr’.{‘) s yveleyenoe
Zlonsed by Nellerrow 2o referring alightinzly to the Skeltonic hakit of
excessive alliteretion, %)

The covelusion that lyly altered little in his attitude $o the
‘mochanical devicsa® wbich charscierised his style is incscspsble if we
limit ournalves to the set spseches, where ohvicusly style ia of pare-

{1) c. 6. nild, ops Gikee »e96.

{2) Bond, gps &it., VOLIIT, p.400, 11.22~4.
(3) Ses Appesdix A.

(4) B, ides ¥LJIII, 252,

(5) Bd. aif., wl.1¥, p.d2T.
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ooyt isportunce becanse of the lasik of sctica. ind it is notable that
Lyly persists in his use of set-spesches wntil Mother Bomhls. It seems
mehothmgnththhstyhmmmwhauthuﬂn
moe a chanos to listen to it without the dimtreation of stage-busimess or
dialogus. I zm not suggesting, however, that the soliloquies are nec-
sugsrily endvematic. If we look at the soliloguy of Apolles, we see
m:marmmwmm-mmmmﬁayﬁmmw
priate 0 the charmeter, and to relate it %o the drematic surrowndings.
The w0 moet eladorste conoeits in the s0liloquy ave hoth rwlsted t0 Ap~
elles as painter, (the corparison of himself with Pigealion and the desiys
to 'paint things wpossibdle for mine arte, ut agrecabdla vith wy sffeo~
tiona® ~ IIL,v,44+5) end there 18 a poseags where it is rlesssns to vie-
uslise the gestuwre of the ohild ootor as he looks at his painting of Cae-
paspe; 'O faiy fase! O woheppy Dond! & why didet thow dvew £t »0 faire a
face?* (111,v,39-40).

Statictiosl analynis of Iyly's charscteristically parallel
structure ia syntax is lsee satiofactory, for reasoms outlined ahove
odther one chooses to stick to atriet narieom, in vhich case wauy cases
of subdlsy parullelisa are igoored, or, By nrvadening the terms of refor~
ense, one is confromted with :m suorsous wweber of brderline casos.
Suck Slgures as I wos able to obtain fyom tho sseomd appromch sre racond-
ed in Tebla C of the Appendix, bat 1 am 2ot sure whether it is cven poss-
idle, becsusc 0f the ascosaary wareliability of the meidhod, to promsince
that there vai no significant changs. Cortaialy, hovever, the passagee
1 have guoted above are suomgh to show that lyly*s love of rhytbmic and
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wntectioal bulance never mtively dissppesred. Bven in such rowgh-emd-
Iyly mjeys balanced sentenoes ns

well ns charasteristic punxing,

Yor I koowe there is ncoe of honowr 5o enrelesss. mOr smy in wenle
80 pocuish, nor of sature any 20 barbavous, that wil swecor thome
that Lo suckers of the Church, & thing sgainat 0od and poliacie;
against God, in mubmcrting religien) ngeimat policie, mtum-’
gousrnmumt, .. 1
The technicsl requiresents of bluak verss make slshorats syntectiosl par-
allels batwean consecutive limes mot only difficuls, in that the necese-
ity for reguler parcelling of syllables igte limes rmekes further rugalar-
ities wore difficult, Lut i% also veduoes the sffeet of neatneas that
parigon ivea in prose. Ragulority i expeoteld in the rvise and fall of
the verss, and cioser correspondences of eyataxy are less moticeebls than,
for exmiple, the uze of riywe, & devics that lyly does not wee $n The

Navertheless, thers are ctoasions wvaen we heer the

socustonsd echovs:

He crmuc, Tayre goddsese at thy hesuenly hends,
!ohmanmotm ereature hath,
sure wad esrtaine xeizon smong ovr selwes,
WMMW@ of our kiude:s
were confort to our scle estate,

ESE*E‘”’
kil
gaik
. %
é‘;
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g
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i?

(1,1,39~48)

gl

144
it

, Amiters high
Ty stonsck Iion-1ike, like Fpmoys hars,
hise wyos oright besude, like ol in Ms arvey... ete. (1,1,95-98)

{1} m; Mo’ ﬁloIzIp QQW, 11.12-15.
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two quotations which will serve to desonstrate as well thet Iyly's ad~
wventure into verse did nothing to curb his love of ellitereution.

Given the mpace, in a prologue, sn epilogue, or 2 set speoch,
t0 build castles with his sentemces, Irly, even in the later plays, con-
structs sn sdifice as symmetrical znd as intricately worked =3 he does in
Fuphues. ‘The total comtemt of much devices within the plays undoubtedly
declines as the sub-plots assuse more apd move signifiecsnce, and as the
actiom im the wain plots becomes more iniricats then a simpie moral isse
%o be dedated, The style itsolf chaages little, and the habite of
thought, as I have sugzested shove, depemd as mmch en dalence and opposi-
tion in Mother Poshie end The Voman in the Noons as in Bupimen, except
that the plot rather tham the styls has hecoms the means of expression.
What oould be wore IFlysn in concept thom Naturo attemded by her two hand-
maids, Concord and Discord? (I,1,29) 'For Eature workes her will from com-
traries’.

Although the architecturs) design ond the ormamxemtetion of
mr-wmwunn.ummummmme
nmmem. hﬁie.'ofm.lmmn&
insgery., Baxrish has recavked on the 'predoumissntly uative vneubuh_ry*u)
of Iyly's style, ard in all fairmess to iyly it must be sdmitted tnat ke
avoided the trep which we might m'mu a young University writer
fmious for his affected style to fall iato - the use of inkhorn terss.

However, it is noticssble that in Buphugs, even in 2 fairly

(1) op, sit., p.34.
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ocuponplace narrative, where Iyly is met specifically deeling with ab-
stractions, the wocabulary is made up of & high proportien of words of
014 French or Latin derivatics, even though there are few words which are
not currvat today. In this pasenge, for example,

‘moned!, ‘oourtesie’, ‘gemtlensm’, *inforeed®, 'destenie’, 'pregnant’,
‘pleasmmt®, ‘comosite’, ‘corteyatie’ ete.). ¥here Iyly opesks of sb-
stractions -~ lowe, virtus, fricadehip, msnuers -~ this ie rather to de o~
pocted, tut in & passegs copoerned primarily with marretive, we mey, I
think, take 1t a8 su indication of the elevated tome Iyly wes siriving
for. Rether s striking coatrest is fowd in this passage from Xidas,
shere Iyly is specxifically spesking of s ahstyaotion,

Anditicn eateth old, & drinketh Mlood; olimeth s high by other

mns heade, that sho bresisth hexr owne mecke, Ubat should I doo

with & vorld of ground, whoee bodie must be oomtent with

foots of earth? or wky ¢id I ocuet to get so memie cxvsaes,

»y self but one heai? (I1X,1,11-15)
In the wholo passage there are ealy four words of Romemee origin ('Ambi-
tion', *content’, *ooust’ snd ‘crome’). The differsnos £s Dot 8c mwch

at Iyly uees a Mgher proportion of native words, for I doubt whether

(1) Dond, op, eit., wol.I, p.196.
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be would have regarded this as & viriwe, but that ho ie using meve divect,
moye conarete language. e soe am shatrastiom, Wy virtwe of ximple sad
otriking images, become comorets, vhereas the sarlier puscags finds sh~
stractions in the statemszt of & simple narvative, A change of this kiad
sy not be the dolidernte result of self<criticiss, s, if comsistent,
it mey bs taken o & syaplon of & larger chanzs in tone or sttitude.
Pron cach of tis piape Y have teken a smple of sme sizty kip-vords (that
18, leaving out all premcums, pregositions, ecajumetions wd swoh espty
vords) oad imvestigated their origins. I bave svolded possepin where
slaborate siwilitudes are useis thoee have an obviowsly wwtic sin, and
uight sot be repressntative of a ‘sommal’ atyle, since they &0 not eppemr
in the later plays (idic is a point which w£ll be discussed delow). The
vesults are tabulated im Tadle D of s Appendiz, snd the imdieation ia
olowr exoughe Agsin it should Yo recorded that the spesch in jother
Mosbie from vhieh the sample wes taken, en old mon SEedac—oit his dmeh-
tor, 45 2y 4te usturs less likely to involve abstrackions tham the sot
speoches of the other plays, oad we would smpend lyly to aveid the fmdo-
cormm of meking his rustien spesk like courdlers. The senples are too
emall to do of cay significince othsr thom %o sivw & gemeral trend away
from the high-ecunding Rewanoo vocalulary of ¥se Supimes to the ecmerete
and eartly language of Midas, I bave, howowar, checked these yesults Yy
minilarly tosting & larger group of rendonly chosen words (the first ey~
word of overy ssoomd ling in evesy épeeth of sight or more limes My char-
soters in the main plot) in ssverel of the plaps. Those show & simllar
generel tendency, alikough the differencés temd to lgvel cut. The rever-
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sion to a higher proportion of exotic words in Yomen im the Joons is wn-
derstapisdle as m attempt o achieve a *postic’ diction, influemoed, mo
doukt by the glittering lines of Marlowe and the young “xskespeare.
Iyly may not comsciowsly have aliered the content of his wooud~

ulary ~ the change in best wnderuiood as the result of a change of e
phasia from abatrast to comerete hedits of thought - but he had a great
interest in lmguago, and wen well aware that two words ney decoribe the
same phenomenon with qilte differmmt sigmificence,

Eets How now jpite, wiat all & merd? |

Hotto, I an as melmololy as a ont,
Jigie. Helmcholy? maric gap, is melmmcholy a word for & barbars

Igly's iaterest in words nover cxtends to the brillimt extesporising of
kis asoeiate, Noshe, dut there 1a cme aspest of language that fescimated
hin. Specialised language, what todey wo would onll Javgom, is wsed se
a mource of humour in & muaker of the plays. In Gallathes the hoyw try
hmmmummm.ﬂmmmm

o W2 is blisded Wy solience,

m...&enammm.nrmmmm
stand tho lmguage of it. Jublivskion, Almigaticn, Caleinatiom,
Radification, Becorperaiion, Cireinstion, Sememtatiom, Albifica~
tion, ad Frezamtatici. ﬂ&uwmwhu
vitorel, as the Arte to be

Batiy. Mnmmlh.:mmgamwtm
in & 1ittle fonkien wouth.

Petez: Then owr imstrwments, Croslets, Sublimatories, Cucurbits,
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idmbeciks, Decemsores, Vicles, mmwsll and surell, for sshiding

ad oondiding, Bellowes, molificatiue amd enduratiue.

laffe. Vhat lamgesge is this? (x1,444,10-21)
his is mot a parody, Wt & shoer dalight in the complextiiies of sound
and semes, or seaning monscuse, of s specialised vocaluisry. Igyly of
oourse has his omn npecialised vocadulary in matters of love and he in
sufficiently ssare of it to pexody himself in Nedinion,

2ons ohat & might would it e 0 embrace ome whose Mayre were o8

orient as the pearle! wiose teeih shel be so pure a wvatchet (Light

blus), that they ahall staine the truset Durkis! whose nosa shall

throws more Deamos from 1t than the fieris Carbuncle! whose ayes

sholl be esuivonsd sbout with relzecwe exeeding the dsepest Corsll!

And whose lippes might compare with siluer for the pelensase!

(V,11,95~100)

igly evidextly enjuyed miking s Hilos sloyios:z imte a grotseqee lover
mu'mm.M'.(l) The vasur of the passage is $wo-
eodgud; in itwelf the image of 3ir Tophas's fdcal love is musing, end it
is made vore s0 by the imoomgmity of the lamguage. Iply is sufficient-
Iy sure of the appeal of his siyls % get & lough from its misuse, In
Hidaa there are two ccoasions whem Iyly wess jargom for comic effect.
Hotto mpecks to Uello of 'phvasss of cur clocuemt coowpatiom’ (III,i4,
34 £1.), and the boys iicio, Petulus snd imtive torneat the Huntsman by
sisusing his lengaage. Fotto's 'Jullis de oxatere, the very art of
trimeing' is imtroduced for its own saie, like the sldlumiocal tome in
Sallathen, without malice or parody, tut the hoys melce fum of the Hmte-
s by poming on the tecimionl words,

Pgt. Ile warrunt hes hath by this startel a cowey of Bucks, or
zoussd & soull of Fhesents.

(1) e phrase is from Hloust's epistle ' the Reader'.
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M AR T SR

SR St s e

started the hare.

e tihe coas a7, 2014 ha 410 epring the parividgn. (Lt i533)
From Lply's treatment of thess spocislised woonhularics, we may, I think,
deduce that he wan thoroughly solf-ewere in his use of laagasge. He
doss not use them for purposes of frony or sative, as Shakespeare does in
love's iahour's Igat, for examplo, but in the reslissiien thet they dave
the appeal of the exotic, made more piquant 1y their Mously seltings.

Perhaps the most obvious of the charweteristies of Nupituimn is
the use of simtlitwden. Itmxﬂ:'smuf'matmﬂ
etonse' (1) which ves singlol cut for criticiss Ny Ma contengoraries,
amoe he had beccms *the vietim of fashion, (%) wt thte shoult not Mlimd
us to the feot that the simiiitude an an elszent of style vas mot confined
to the e abmaxd sssuples. Although we often find in Buudueo
mﬂmnmmmmwmmw(mrnu-
auple, the pevesreph beginning 'ihe £31tky Sov whem she is 2ieko...'
Bond, gp, cit., Wwi.I, Pe208), more often the ewotic sintlitule is plascsd
side by mide with others lete sbeurd to modern eara. Anticipating a long
battle for the affections of Incilla, Ruplmes remazirs,

Fyre comaath out of the havdest figuts wyth the stecle, Cyle out of

e dryest Inate Wy the fyre, lowe out of 1he stomies? Laarte by
rqﬁ.uum.ww Eadde Tarquinius veed his lows with

(1) The phrate cotwre in & poim by Mhomas Byshine prefized to Cresme's
3~ Aemip
(2) Bee . 902 G4%ss chapter V.
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()

e mmareced b7 deayre oF ot m':.‘f’."m:.«ﬁ'%
mummmmmummt:um.umm
Iﬁdﬁﬁ&mfmmm&tﬂiﬂﬂhmgﬂ
one fxom classical scurces. It is cleur that simtlitudes of this kind,
mofthﬁrm,mmmﬁu#mwhm.
In the passage quoted there cre two words which might be used nstaphorio~
W.'Mﬂt'mﬁ‘m%htﬁnmhﬁ,ﬂmtuﬂ,m
setaphoys, In the whole of the ssliloquy of Buphues we have taken s
text for this cheptor, the mmber of sotaphows may Le counied on the
fingers of one hand, if we rejoet the mumy dead metaphers,  Bupimen
'hm'mummumu'-mwmum.m
later ‘intangled’ with ber bemty, e hinders the 'course’ of lowe, mod-
eratee his ‘overlashing’ atffections, his foncy is lewily 'chayned', ead
® on. None of thes: oould be ealled *alive' metapbors, and those whioch
are least voritumd are the result of a search for attreotive sownd sather
then greater sapressivenesa. The "couree’ of love is dictated by the
'm'am.umm,ammmih'm'nm
1y thavgod’.

There in no obviocus change in the soliloquy YW ipeliles; the
wloilitudes are skill Yhe dominont fore of imegery and, I think, ccour as
often.  Taere is, Mowever, some sign of 1ife in the metaphors of this

pasesge in particulsr,

(1) Pond, M" wl.I, p-m.. 11.8+15,
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Jow wost I paint things vapossible for mine arte, but agresabls
with uy affections: despe aad hollew sighes, sadds snd melem—
cholye thoughten, vounds mad almmghters of conosites, & lifs post-
ing to death, a dmth galloping from 1life, a wanering constancie,
am woetled resoiution... (111,v,44~48)
The setaphorical use of 'paint® is gquite siriking, For a moment it
looks as if the spark of life will die in a sea of cowmomplaoss, ‘deepe
and hollow sighee’, and 'sadde and melancholye thoughtes, by which time
= are bogged down in chetrections again, Wt it catohes fire sudimly
with the 'wounds and slasghtezs of conoedton’. The lively setaphors
contizsue with the ‘posting snd "galloping' of death sd 1ife - we might
have thought efither on 15 own & dead mtaplor, dut together they give
life to each other by crectiag & definite Imsgs.

If we look shesd %0 Badingise; we fiad that the glimmering of
1ife in metaphor that we found in the spesch Yy Apslles was not o dying
spazke. The similitudcs ressin, sed there is a towch here snd thexe of
the exntic imagery we are fomiliar with,

I an none of thooe Yolwes, that baris wont when thou shynest bright-
ent; ltut that fish (thy fish Cyathis in the floode Areris) whdch at
thy vauing is a3 vhite as the dviuen mowe, and at wayning, as
dlegtz ze decpent darkmes, 11.1.50-55)
If, howsver, we compave tkis with s similar passage im Baplmes, we are
immedistely awary of a changs,
I see 30w that os thoe fish Jcodolnidss in the flowd jpmris at the
vaxinge of the ene is as vhite as the drinea saow, and at the
waynizg as blacke as the dumat cosle, s0 Janlmes, which at the first

enerenacing of our familyaritia, was very seslous, is nowe at the
last cast become most faythlance, (1)

(1) Hond, op. olf., w1,1, p.232, 11.,18-23.



In esch osse the similes for black snd white are comwmplece; the diff-
miamtmmmmmmmuumet
inconstonvy, wheress Endinion chooses it besause it has an actual rele-
vance t0 the parson to whom the lammmt 1s divected. It is omly insié-
eaatal thet the sese sixilitule is used for extreme imconstaney sad e~
treme oonstanay (Irly sometimes does this deliberstely inm his dedates,
see Ruplicos sad his Iasisnd, Bowd, gp, odf,s v0l.II, p 166, 11.4~6 aod
po168, 11.10-17), the point is that cus is drmustic while the other is
literary. Nodinioa is persomally invelved in doth of the ainilituiles
becsuse he is spesking %o Cynthis, while Philautus siupiy wses it as an
sppropriste exsmplur, Apart from the chamge towards a rire dvematio use
of sinilitude, the soliloquy of Endimion demmstrates that the metapher
has becono invreasingly aliwe,
IR L SLEL Y s S et i e
e e o Mo e e e e
voude onslie $0 thy biautis? and conmume swarie ndirute of time in
thy seruics? remenber ny solitarie life, almset these sdusn yeerest
¥hat campents lime T veol Wit sembeesietiogt o (TAve16)
lyly is still content to was the comventiona) image of the neglected
lover, and 4o wet the conveationsl lacguage associated with 18, but ko
avoide mere oliche Wy linking & sciuiagly dead metsphor with a similar
one, still alive, ‘'Torsmted ithoushta’ iz olichk:, Yut the ‘torwents
othta'hmu. Similarly the captizess of ‘extortained’
uuﬁtmuwmmumwmamm*mtm-

pacie haue I Bept...'s. The change is perhaps mot very groet, but it ie
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snough to show that even in pascages where imegery is dictuted by eca-
vention lyly is omsciously txying %o give 1ife %o Ms weteplers. Ve
do not axpect foroeful yostic langunge from Iyly; at all times his press
ressing decorous snd trensperent, dut in Mdes's solilogwy thers are
enough strong words mad images to give his remoyee some grandeur,
I bane vritten wy laves in Dlood, i uede ny Ucds of golde, I haus
causod the wihers woubes to bo their childrens tombes, orsdles o
for struapsts, Jams 20t I made the sea to grosne wnier the ramder
of wy ships: end hewe they 1ot pexishad, thet there was mot tw
1eft 1o make & wesber? (111,1,28.35)
he faniliar devicos of ssssumes snd alliteration arc there still, dut
they intsnaify rather than distvect from the affect of the imeges. Yor
“lyly, the images projected by ‘toobes’, 'hoakes', ‘stewes' sad ‘grosane’
sre cleer mud strong,. FNetaphor sad admile Ruve beooms the méams wheredy
lyly effeots otrong ssotion. These sinilitudes that ave weed have been
oondensel umtil they night as apprepriately e called sindles,
Hows mot I emtised tae sublests of my neighber Princes to destroy
their satural Kings? like soatiz that ente the oloth in whieh thay
. vere bred, like vipers fhat graxe the bowels of whioh they veve
borno, mod like woormen that consums the wood in whieh thay were
ingrolrad? (xIx,1,35~40)
The net 27fect of the change from sxtended similitude sad dead mitapher to
oondensed cdxilitude snd live metechor is, of course, to prodnce a more
kighly coloured, and more dramstic pross. The similifwie hes all Wut
it wenitable for expreacion ia tem-:yllabie lumpas., W might expect
that metaphor would play & large part in Iyly's Dlank verse for this
ressom, 3nd the opming lines hy Nature adow the way,

- - s P o m .
eaTe 1 IRy Wme JROWTed ILIBORME,



¥ith lmrtlease flames in comomme of the fiooms,

ind a1l the areatures which their wm:s combeine.. (1,2,5-10)
hat on the wiole, the language of Ihs Yowen i the Yoone is Spartan, with
very littls Longery of any kind. Apart from the mowclogues of Nature,
there ave vaxy fow raflestive specches in the play, snd very fav of over
s dosem lines, It is as 1T Iply found the sivain of keeping mensure and
acownt 20 great that ke ad 0o cnergy left t0 develop figurative lmmguage.
The cuege of cnphusis in Igly's uee of im:gery from similituds
to nataphor sy be put 40 tha teot of statistical snalysis, pevhaps ruther
move satiufectorily tham ayntactiic or aurel changws. Tho difficulties
are twofolds 1t is sonstimes difiloult ©0 decide whetder we are dealing
with & particnlerly sppropriate sinilituds, or a wild comesdt, and it is
similarly 4ifficult to tell whether some of lply's motuphors are dosd or
Just alive. Ths reanltis ave recordsl in Table 2. ‘The figures in the
First tivos columns were cbtaincd from sewples of roughly the seme ise
as the other statistios, snd those in ihe last thives from exheustive an-
alysis of the complate plays omitting sub-plot soenes. The chemge fron
similitude to metzphor is strikizy in both cases - the lower mtios in
the second group are probedly the result of & suthloss rejestion of all
ut obviowsly alive metaphors,
in this anslysis of Iyly's style asd language, I have beem al~
post exeluzively ccoupied with the language of kings 1ot of clovas. As
sxplained at the beginniug of ithe chapter, the main reason for this has
bosn that it hes sllowed us to spesk of the winle gorgus of lyly's work
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inciuding the two perts of Biphnes and Ioves Netsmornhosis, which would
othervise not de strictly comparcble. It is sleo becsmse the langusge
of the mib-plots tends %o be more fumotional tham that of the meiz~plots
eni il thovefore cammot be distcusaed iz tho oontext of Faphuism. I do
not think that the psose styls of the sub-plots is ddstinetive smongh 4o
require sxteasive anslyris, although it is plaiw #hat in this too there
is & devclopment. The most obviows differonce betwoan the sud-plst
pe and Npthor Bomhic iv that the
later play has & rmoh bigher domsity of wit. ‘wo quotations will 1lius-
trates Payliuc conpaxcs his ows axd his naster's attitudes o food, ond
the boys in piher Toxdo eompare thelr attitudes to Sxisk,

BEONGO ’rg m' Rlevznaer s

2ee oo Eowe wronght U vine, sy lads?
Bater BALVPRNIR, LUCEO.

Eelf. ¥ou? like vime, for ny todis being ths runilet, and ny wouth
e vent, it wivught 5o daien omes, t111 T hed thought the hoopes
of ry el vovlde hawe floxen ssumdesr,
ipeig. The bent was, sur masters ware sc well whitled as we, for
yot they lie My 4%, 7

Ains T™he detter for val we d&yd Wt & little pardoile ocur liwers,
they heue s0d theyrs in sacke thuse fortie yesres

Halfs That nakes theu spdt shite hroth as they doo. (III,14,40-48)

I do wot think that the passage from Yother Bosbie is necessarily fusnier
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than the resarks by Payllus, but there is 2o doubt that the thewght is
mich wore concisely sapreassd, and that the lamgunge iz less artificial
oth in smtencs struchurs snd vocsbulaxy., There is & consideredls
clunge in the kind of bumour $00 4 Feyllus iz smoh sore pure-winded than
Nialfpermic - gompazs his 'Zilthy and loathseme weeits® with Halfpemnie’s
cuphenism, for ¢umpls. There is a tremi towards an sarthy sollecuisl
lomowr, depsndent om yuns snd & kind of play on words that might be
called a oonoeit, as in Eslfpanie’s imags of hinaelfe os & barrel of
‘wine apd Riselo's *parboile...sod’. It ic mot s subtle a chenge as
tekes place in the Rupimisiio prose of the nlays, smd the process of ev
olution is virtuslly complete by the tima we reoch Sndimiem. Solimics
is, I thisk, s Suming-point in the developmamt of the plays, for memy
ressons. 1t is in this play that lyly wes confidost smough of the
righiness of his atyle to use it Loy puvposos of Lremy.

Son. It is an olde goows, HSol, that vill eate no outes; olde

Kine vill kicke, olde Rals geawe chooss, and o) seekos will heus

xm; mb::.:.": Foume shicom poper.

(v,14,28-33)
m,-lmmmqmmm«.mwvumhﬁ-
use of simple ad colloquisl words iz & formel and dalmnced style.
Botioe tco thet the tez is oo used as part of a ehain of wit ('asc-
ieatt, . taptiquitate + . 'anticks’), whersas the teg prosuced by Paylims
is sisply sppropristo.
The coaclusion to be drawm fyom this study of iyiy's style

(1) See p.176 above.



is that, vhile the formal mature of his digaified passages relaxed very
1ittle, there is & consiatemt trund away from shetrestiona towaxds o
Mmotm.mmm'hmmhmﬂ!
more direet mstephor. The style of the swi-plots ewlves repidly to-
wvards a colloguial bunour with & high yroportion of verkal wit.



Joraltr sad love. One of the most widely accepbed philosoph
des of the Elisabetdan pexiod was the oomospt of & natural and imntedle
order. Vo have alxecdy seen that lyly was very semsitive to the deconwm
which vas the proper exprwesicn of an oxdered world, even if his world
was for the moet part lizited to the court and fts surrowndings. The
belief in & naturwl order wes fively estadlished in the bwsenist tred-
ition whioh Iply iahorited. Sir Thowss Elyot bogins The ok ¥eped T
Qomerneuz'™’ wAth wome gumernl coumixts sbout ovder aad cheos.  AfSer
disoussdng the durivation of the latin Respubliss, he goss on to say

Tor as noeho as Plaby in latin, snd comminers im eszlisehe, de
woples oniy made Tor the disarepance of degrece, whero! prosedeth
ovdre: widode in thizgos 24 wel materall as mpersstwall kath
euer hal suohe & preenisaioe, thet therby the incomporciunnidle
mafostio of g0d ... i0 decinzed 4o the Dlynde inkaditanten of this
worlds ... Aloe whewe thare is say laske of oprdroe sedes st be
porpotusll cocflicts... (2)
Ons remaxic of Kiyot's that Iyly vwould partienlarly bave agresd with, ‘A
pmm;u-mm-ﬁght;hbhmmhnuw'.(’)
ochoss Sidney's strictare against mdixing kixgs and elowan that sesms to
have boen taken 20 seriowaly MWy Iyly in the coustruetion of kis playw.

fhat Iyly's Liess ooucerning the proper oondeet of royalty, and

(1) Mret pm-m in 1551, edited by H, . S. Croft (london, 1880).
(2) &m‘“ B30

(s)mi»)
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the madatmasos of natural oxrder vers comventicomsl should not sarprise
us; his political asdition would have ensured that he would mot have
been 30 tactless as to indulge in ccatroverwy. Tour of Iyly's plays
are to soue sxteat comcermed with the condust of royaliy when confronted
with the taxplation to bebave in an waveyal mammer. The temptation
vhich naturally attvected Iyly's pen van conceruing what Eiyot called
*oontinence’, *the cuely forbexynge the ualefull ecspany of women'. (V)
It is obviows that the ideal ruler will not allew on smotion as weakeming
a5 leve to rule his life, and Iyly - comstimes, pwizps, reluctamily ~
frooed his plays to mike sapital from the comflict betwoss the xuler's
caturel dosive for love, and the susterily demended hy his positiom. It
is interentisg that Elyot, on the topic of sombinemos, has an moodote o
relato about Alexsnder, the subject of lgly's firet play, '
L St i e v
mwmmmammmumm: sty

that he had once seme haw, he meusr afler wolde Jme her cone in
his presimos, A1l be it that he ceused hor satate ekill %0 de

Mutaﬁa&mhmamm-wm.kmmmum

bs to Ayn a zeproche to be sny wise suddwed by the wife of him siom

2o had vainguisehad. (2)
It wos paturel for Iyly to ckoose this facus exmmmle of the ideal miler
Wm&hmtammﬂhhammum
muler of England. The diffiexliy is cxpuniaing a play around a treat-

mant of royalty directly complimentary to the Queem mey be imigined.

(1) wﬁ vwol.Il, P X5,
(2) B gits, v01.11, p.313
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There was the risk of misinterpretation reculting from a too close Sdeat-
ification of the royel figure in the play with the Oueen. It was sppar-
autly the practice of the courtiers to look for topical references in the
plays staged at Court. Richard Zdwardes, in the Prologme to Depon aud
Eithiss wrote with scme emphasis,

therin talkyng of Courtly toyes, wee doo protest this flat,
Yee talke of Diopining Courte, wee messe wo Court but that. (1)

end Igly, in the Prologus to Badimion, ons of the most elaboretely com-
plinmntary of his plays, expresses the Jope that ‘meme will apply pas-

timen, because they sre fancies’'. is eoxly an 1584, Iyly apparently

had soquired a reputation for putiing cantemporary pereonalities in his
plays, presumebly for the purposs of ridicele.'?’ The extest to which
we cann reconstrust from the toxt the toploal personslities smd allusions
vhich may have been intemdsd hes deen the subjeot of rach debate.>) It
is not uy intention to toke very sexiously the controversy shout ths so-
ecalled ailegorical content of the plsys. s plasidility of all of the
theories put forvard is wnough to demonstrate that mo smeumt of remesrch
vill produce o final smewer. Ome point that all thoss who have parswas-
ively argued their own theories heve mimsed is that the text is uniikely
to retain encugh evidemce to establish & refersnce to asy contesporary

peraonality, since parcdy of this kind would depesd much nors os the

(1) Ho8,Rs Afd, 11.39-40, ‘Dionising' in the original.

(2) Ses Bnter, op, Gif.s P.76, for & discusaion of a letier of 1584,
writien by une Jask Roborts, which estadlishes Iyly's tation,
Ses 2ls0 F. P, Vilson, 'Au Iromicall letter?, ji,L.R. XV 21920),
TP To-826

(3) See p.250 n. below for references to the political allegory ia

Fauddmd s
PR T
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actors themsslves., Costume, snod the imitation of well-knows memnerisss
would have comveyed far more to the msdienoe then the possibility of »
parallel situation betwesn a charester in the play smd a Court persomal-
ity. The unfolding of » situstion takes some time, and its effect would
be spproximate and slow-scting, whereas a 1ittle gentle imitation of the
sctions or clothing of the senc persesality would have a ki more iwmed-
iate effeot, dut would lssvy 0 treoo in tho text. Por this roasom,
paredy whioch might be paefeotly plain to Iply's swiience will remain odw
scure o those wbo have only the text se guide, Charsotsrs in the sub-
plot would de yarticularly sppropriate for pavody of mamerism, sud it
uey be that Truchimcs end Prndiom, rzathor thea Sapho snd Pheo, gave Iply
his reputation for topioal referemocn. ‘The ssnzible recetiom to this
situation, turely, is to sk whether the plays can stamd without thefr
topical pavephenalis. Vas Iyly writing elagent goesdp or ltsrature?
This egoostic attitude 15 tuken by Emter]
I 4o not kmow the meering of thess reforences in Sephe a5 T:go, snd
I take it that I do vot zosl 0 know then in exder to
ammm:mtnmmmmmmma :
the court of Quiem Rlissteth. As in Tk Peoxle § the guseral
memammumm&n.mmw
feular veferense cen only de apposite 1f 1t paviieularises the gov-
sral cus. Thevefore, to kmov the ‘seoret history® of the play
uight satisly our surionity, Wt is ot nsosssmry t0 cur wnderstend-
ing of the drina, (1)
and mast be adopted 1 we ave to maks & eritical ewelvation of lyly's
wozk, iz plays zust e Judged on what we know thay ooutain, mot on

wkat they may have ssant to & oomtenporary audicace,

(1) Bunter, gp, oi¥., ».277.
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He omn e mare that two of the plays are headed by figures
mesnt to represent Quesa Elissbeth, Sapho and Cynithia. Of the other
plays imvolving royally, Alsxsndsx snd Comeaspe sppears to have wo spec-
ific perscmal allegory (st isast mo-cue has yet discovered cme) and Midas
has & thinly veiled Philip of Spain a8 ite svchetyps of en evil pamarch.

In A » p2odebly the first of the fowr playe,
the atudy of soyalty is impersomal sad gmesel, Earlier Court plays
vhich specifioally discuss royal pevecns, Kynge Jebg-n sod Sordodug, for
exaaple, ave 80 prececupied with their special mescopes, the evils of
popaxy snd the necessity of lesving an hiir, @ they do not &t any
stage geasralise sbout the qualities that mslie & geod yuler. Igly has
20 aze to grind in sither of kis teo early plays. In Alszsnder
maumﬂﬁmwwmwmun
Sspho snd Fhao end Endimion he tries to mske this portrait specificslly
that of Guees Elizsbeth.

Mlogezdsr snd Compagoe begins with a clear statement thot the
ideal monarch is both valisnt in war snd wisy in pescetine goversmcnt,
one who mingles courege with courtesy, and who is as muok at homs with
philosophers as soliters. () e othar tapertant reqcinits, stated B
Hephasstion, is thst the momarch ahould be sble to control his own evow
tions as entively as he oomtyols those under him. Thace twe fhemew,
poace end war, and Alsxander's ontrol of his emotiens, reowr throwghout
the play. The plot itself sprisgs frou & testing of Alexsnder's ahility

(1) See Alexander and Cs pABPe. iple2,80w1.
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to overcoms the weskness of love, mnd the theme of war versus peace
appears as oommentary in severel places. Clitus and Parmamio contrast
Alexander's apparent softness with his previous warlike nature,

Clitus. ...what doth Alexsndar in the mesne season, but wee for Tan-
fava, Sol. PMa.la, for his barde couch, downe Deddes, for his hend-
full of water, his standinge Cup of wine?

Rar. Slybea, I mislike this nev delicacie & pleasing pesce: for
what sls do we 86 nov then a kind of softmes in enery mans mindj
Heca t muke their hiuves in solidters helmets; our steedes frm-
ished with foote clothes of gold, in steede of seddles of stecl...
Sithence glogander fall from kis harde armour to his softe robes,
beholde the face of his court: youthes that were woont to earry
douises of victory im thedr shieldes, sngraue now posies of lone
in their ringes... in stesde of swonl and turget tc hasard thedr
iiues, vs: pen and paper to paint thedir lowss... (IV,iid,2-18)

And @0 he goss on, using a variety of symbols to indicate the way thet a
softuess in the ruler has influmosd his whole court. The imagery is,
on the vhole, conventional, md velatively wicommiited, in the semse that
there is nolhing necessarily evil in sweet music, wine, or love-waking,
and the well-kncwn aublom of bees nesting in a soldier's helmet just as
nudmmthamehmofmmtommpcfm.
Ihe point is illustrated by & later passage in the smwe play, Where sim-
1lar imagery axprusssc precisely the apposite,

ihyy. Downe with avaes, zud vp with legges, this iz a world for

i "I La w4 SinPunibk st ac Bidkoe. ant dii

malces zood bloud, and shall pelting womis spill 1t?

Ehxy. I memne 40 intoy the world, and to dvew out my 1ife at the

viredravers, not to eurtall it off at the Cattelers.

iais. You may talke of warre, speske bdigre, conguer worldes with
great wordes: bdut stay at homs, vhere in steeds of Alaruxs you
shall haue drunoes, for hot battelles with fierce meeme, gentle
Eiraishes with fayre wommsnne. These pewter costes cxnme mewer
sitte 80 wel 2o satten dublets. o {V444,2-3, 11-19)

The punning image of the wire-drawers, with the suggestion of
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courtly antertaiment, (1) st outtelers, shere the weaposs of wer are
made, is the ek entertaining and originsl of sither image-clustess.
wmm,xrﬂmwmmammmm
ut I 4o not thisk that lply or Iyly's awifence would have talow it as
anything ut sn indloation of the Isamtabls infInescs of Alexandar's
softness. Imclistely after ileciws, Phrygius and Iais finieh their
song (mow Joet), Alexsmder eatens, and indiontes ¢ Bephmestion that
though he wisks he slecps wot. The play sds, of ovurei, with the
orders 'leot the trwpet sound, otrike vp the dvwms and I will preceatly
into Pereia’. e minor iscue, or debate-thecs, '2) '1s war or pesce
nore appropriato to royalty? is reaclved in favowr of war.

This comclusion, €7e feels, is yather & yemarkable reversal of
mmzommmmnmmm@wmm&
Pamenio. It appesrs that Alewander was not & sdle to govern as well

in pecos a8 conquer in war, despite his debblisgs im philosophy. The
Teason, of course, is that in this play pencs beoomes identified partio~
ularly with the weeknoas of love, a8 Alsmander seews o bocoms infabnated
with the ehams of Campaspe. In Midan, a rether sizilar cowpariscs of
peace with war is extended in mesning by dividing the attractions of
ponos detween love, repressuted by Eristus, :ad homricus liviag, argusl
persuseively by Helluorites. Var is mads & mettsr of suidtios and Mood~
ahed by HWartius, vheresas in Algxander and Campsspg At is & matter of

(1) See the Revels focounts for ¥heir freguent referemces to ke wire
drewersy (Revels pp. 237,258,263 efz).
(2) Toe term is Bumter's, op, git.. p.160 £7,
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sotion and bonour. Ridag is & wore serious smalywia of the ftasmes of
peace and wary in Algzamder pARRR, 1t is sudordinated to the thame
of royalty in love, amd in Bndinion. the only other play in whieh the
iseue is discussed, it sppesze culy im ihe sud-plot of the ziles slerice-
B8 in lowe, and in a fer commenis by Gmthia on the mmoldierly condunct
of Corsites. Sir Tophez yrovides us vith snother group of related
inugen of war and love,

Tokke ny guane sed gius o8 & LOWDS... Toke ay sworde sad shislde,

uwmmmm"mwﬂhumm

Piee e Nows for oy Jowe and bolts giu: me yuke and

Saiter & penrdonifa. .. (":'ﬁ.ﬂ-’g’
Again we £10d ideas expressed with apparent sewiousiess in the sariier
pmmmmuwﬁ.mﬂmmu&em
play simlilar imegea are ucad sericusly once wore,

m...ustmnmmmmmﬂma

Fgs iis Cespe thou shouldsst sow bee zoukt in Yegus Credie
Boost thom weare Quuids Owiwer at thy gyndle, mqunma

lockes? {I¥:414,118-21)

In all of these passages there is the wadsrlying fmage of love
a8 wxr, as & skivnish, i in fact thay sve littles more than an oxtemaion
of this bosic luage vith a Mas on one ¢ide or the ethaw, It i of
course & thoroughly commouplave imags, bat it s ome which seems particu~
larly to bave attrsoted Izly. In Bezlues it sppsarw slmost ofiem exough:
to bocone & dead aclaphor, alihough it is live emough (though cosmcsplece)
for tho nost perts

m&tmaﬁmtfnmmm&¢wmﬁu
$0 uerthrowe thoie that nwer rexisteth

(1} %-Wammummamam
#
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In batitayles there ought to be & doubifull fight sad & desperat
onde, in plesdinge a diffyoulte entermmoe, and a defused determina-
tion, in lows a lyfe without hops snd & death without fesre. {1)

sod in The Vompen i $he Mpome Pemdore’s wounding syes (I11,1,124-3) are re-
wwwmm,mmmum.muﬁm-
sits (Senporarily) to love. The Juxtsposition of war sud posce, or war snd
love, is mot, thereforw, & sizple sntithesis in Iyly, it is also & parallel.
#ar and love are opposed, but they resssdle sach other clossly.'?

e conflict of love snd war is made the dasie iseus in Alewand-
er snd Compaspe, and one of the major theuse ia Midap, tut docs mot apooar,
sxeopt in pasidy, in Senbo snd Thas or Dndintom. In these playe ke
wesknoas of love is opoosod to the streigth roguired by & rmalsr, ond e~
phasised by the greut differance in dArth Between the momareh and the
hopeful lover. The diffiremce, of coureo, is related to the sex of the
momaroh, It is approgriste for Alszander %o seek kingly velowr asd
honour in war, bt this is hardly possible for Sepbe or Cysthis. The
sonflict, however, is ssoemtislly the ssus, and sy de swood uwp as &
debatesthese *Is there & place for the vesimess of lowe in trwe kingli-
nesa/quesnliness?’  The whols of the sction in the main plote of Aleye
spdor. s apko spd Phip 10 dussd on thin dshate~thems, and
it 1a the fooul poist of the varicus theses is Jndimicg. Hiiag, s o=
aminetion of the worst, yather then the best in kimgliness, is, cs we
shall see, more comvermed with the perils of reaching too high than thoss
of stooping 00 low, and the gmestion of royalty cmd lowe is menticeed

(1) Bond, w. wl.d, ’omc
{2) Bes p.204 below.
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culy in passing. iy ssking the ruler evil rwther than good - Philiy of
Hpain yather than Rlissdeth of Englamd - Iyly is able to expiore maoch

nore fully the weekzsoses to whieh royslty is peome. The difficulfy of
tuilding & play around the cmiral figure of a momarch cleurly designet
to b compared with Elissbeth hereelf smot have bem considerahle; im

oxder to write & play, met & pamsgyrio, ‘hers must be some confliot, and
in oxder for there to be s somfliet, with evembusl triurgh over i%, there
wart be aome kind of weahnsas. 1t could mot have heen essy o sugowet,
however taotfully, that Rlisabeth would havs buem even texporarily veek.
We shzll see how swoosssful Iyly was in produsicg drass from whak must de
sdmitied to have been wnivemaiic material.

The problan 18 ot 20 mwte with Alexanier and Csspaspe, be-
occuee Alxzandsr i olearly vet (e exent covuterpart of Elisabeth.-
Neverthaless, ilexmndar 1o womething of an idealised ruler, ond his wesl~
noss mist 20t bo thought ico great. The comfliok botwees reyally and
l1ove i3 a8 cleariy stated o the confliot bebwsen war snd poses, by Alepe
farre wmfit for a Hacedonism, for a king, for Alameder,’ (11,14,20-1)
bat this is immediately sfter dsphkasaticn has indicated the ideal attitule
for & soldier,

Comld I aswell subine kingdomoe, as I osn wy thoughtow o worc I
Bac 03 veliemt in swuns, 08 T Buow o5 Peit moderein i ffeeiimr
(11,114,13-24)
Hophaontion speeks in gomsral texmn, msemtioning the evils doth of xie»
direated strength -~ subition -~ sné the wesliess of love, Anmbition is
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not one of the themes of the play, and it night be thought that its
smtion heve is simply smother exemple of lyly's love of smtithesis
gotting the better of him, but whes he oays this, Bsphasstion is not o
were of the eonfliet, Hin remssk leads t0 Alswemder's confession of
woskosss, The stiwmtion of the sdicies is fosusel on e gesoyal prode
les, thes shouptly, as if by & soom lens, the field is mavrowed to the
omirel prodien of the play sade euplicit Wy Alexsndcr's confession. The
tecimique is siuilar to the opening scems in Npther Bebis, where tde
thres ourees of licaphio’s life axe narrewed to the one which really
matiors, kis idiot oon. Thio technique io weed yether move mwbbly in
Alezander sad Conpaspe, however, eince Hepbaestion saticdpates the sveat-
wal solmtion; Alexamier provis at the end of ihe play that he onn * lead
affection in fetters’ (V,iv,135). Hephasction's remavks have & oonfors-
ing iveny about themp by putting the obvicus sclntion so close to the
statenent of the omnfliot we neem 40 be asenved that Alazander will do
the right thing.

There are a mabor of hints that Alexsnder is isdulging in o
dlvertissepent rother then a zrend passion, snd that he eould throw off
5l thoughts of lovs shesever he vembed %6, The first ¥ms he returss
to the singe afier the stxne of confession, be assures Haphnostion that
he is "wot 1o far in lowo vith Gmpaspe, a8 with Beosphalus' (III,iv,51),
and goes ou to explais,

ceoZing ne lsens 8 1itle, if not to sitte, yet to hresth., ind
doubt not but Alszanfsr osm, vhen he wil, throw affections ss Zmive
fyom hism a8 he can cowamdisme. (XI1,4%,42+4)

Again, &t his next entyy alwost the fivet thing he says ia "though X
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wiske, I slecpe not.'(V,iv,4) Clesrly lply wes at pains %o wininise
the weslkkness in his ideslised mozarch; & nooessary precsstion if the
play were to mako its complimsatury point of the impliel sopariscn of
Nleamier to the Vizgia Quoem,. iike kin, dhlo 40 recist love as she
st (V,4v,246-T). It is & Jess fortmate Mp-groduct of the sixinising
of Alemsaier's oonfliot that the play docomen ther:hy iess drsmatie, It
is porkape a truisn to poiat cut that the downatic level of & play is
direcily proportional to the intemsily of confliot within or betwoem ihe
main charseters. In faroe, and in selodvene, or plays of suspence, it
is conflict bctweomm the main charzcters) in ozriaia Sypos of oomsly, =i
in tregedy, the confliot is within the priscipal chagacter - Vicols, Fam-
let, or Alexsnder. DPut as I have ouggecisd, the coafliect withim Alsiw
anier between peace sad war, dignity sad love, is miairal, and dees mot
provide soough dramatic interest for s wiole play. The progress of Al
sxonder's love, from start to fimish, is recorded in three seews (II,i1,
II,iv, ad V,iv), Apart from ixzelewant stde-issass, dicemsssl p-
bove, (1) Ao reck of the play 1a concerned vith the much move rend and
trimtions of Dlogemos. S0 far as the plot is comosxmel, Apellse mmd
Corpanpe offer zore excitement ¥han Alsysader; the oconfitet betwstn
ednecs, thons’: suzgesied to Hiphmestion sad the sulliconow, is mot yovealsd
o them) is drematic enough to maintzin gquite & kigh lewel of interset

(1) Bes p.129 £Y,
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The vole of Diogenes seems at fivet cuite superfivous, He
dous not infinemcs the plot in my wey, althoogh ke prevides & mmider of o
Siversions. He doe3, hovewer; come in coninot with Alsxander in & vnber
of interesting soenss, mnd mot thorefore de considered in the schexs of
the play ss & Whols. The firvet snooumtor Detwesn the two Indicates thak
they are not only equalz, but thet thelr etiitudes %o 1ife hove wmch in
ooamon, though at opposite ends of the seals.  Alsrander's fesons o~
sk 'vere I rot Alsxendes: T welde wishe 8 be Digsewen' (11,44,148.9)
indiosten thedr equelify, and ths opposiienenn of their situntioms is ox-
promsst by the epigrormatic utiorences,

Algi» I heme the world st commaund,
Diog, sod I in ccntewpt. (12,53,142-3)

affection of Apelles; the implied opposition ca the stage, with Alswmd-
e entering frou the palase betiind, suggests as mod, ) md the foot

that ipelles mnd Diogenes do not come in somtact with ench other at all,
wiile Alezander has contaet with both, also mugoeste that Diogenes amd

ipelles are st the extrae enis of & ses-goy, vith Alemanier as the ful~-
the pley is that thoe oppesition of Blogawe sad Apelles is mers stmetur-
al them inksrent. Obviously the tvo who are moat direstly oppossd ave
Aexnier ad Diogeness the only comeom bond betwsen them is that thay

(1) See pp.60-2 shova.
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srv extrecists, md that, sventually, they reject Jove.d) In this way
the odvicusly niddle~class Apelles in balmoed betvoen the two extruies,
mwt so ok the fulorwm of & see-saw, Wt the apex of mn silateral trie
angls.  In worldly posssesions he has neither nething wor all, Wt he
doos acoept, and win, love. This may explain why the affair of ipelles
and Compespe takes up 0o wmeh of the plays although schematioally 1t is
ropresented otherwine, thay are in fact at the owstye of the play (with,
I thivk, Iyly's complete synpathy), sni Alexander end Diogeass are the ex-
teones.  The isportance of Diogwes fn the play is shiefly that he msies
1t poasidle, for the sske of dovorwm, ond ihe complinent 30 Elissbetk,
for Alexandey %o seom at the centre of the play. Iyly, with some success,
contyives 10 bave his cake snd eat it, t0 msics Alexander-Blisabeth's
stitlndes to lovs svom maturel sad desireble im a mamarch, vhils placing
st the real esutve of the play & study in leve vihich, if we ney Juige
fxom the rest of his plays, would have sshoed his own intorests nech more
alooely.

Iyly smat have folt that Alaaxnder spd Coupaspe suffered by its
doubls steniard of love and its dual contres of balmnoe. He mado aome
attinpt, other then tho appeal to the comvetional imagw of the perfeet
scldter, incompatible with the softness of love, t0 Jwotify the double
standard. Ye have sos: how be suggests that wesknese in the eoversigm
has & &sloterious offect ou his follewers, Zhere &5 also ome imsident
which secus to o ¢o be & Dartdor Justificetion of the doudle atendaxd.

{1) Dicgemes hos his moments of wesimens, like Alcxsnder — wee IV,1,5%
ﬂf,iﬂ:ﬂ-ﬂo
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Nexender's vistt t0 the shop of Apelles proves that he can drew like a
king, 'but nothing move valike a Painbert (III,4v,115); 1% is ot neo~
essary for a king to be ahls to puint ("Angl. Cof aldeld you sheuld hme
mhhuMuW',ﬂ!ﬁvM)Mﬂhm
for spelles both to paint snd 40 love. The incident esteblishee £he in-
portant fast that Alexander amd Apelles mst be juloed Wy quite Aifferent
vatuos. (V) pinglly, we nay notios that Iply comsludes vith & slightly
fromiosl tuist of the issus bstveen love anid war, hinting owes more that
they sre sintilsy, and that the cenflict $» contimsius,

dnd, good Hephestion, vhun al the w:rld is veons, and cusxy comtrey

a%?mwuﬁwntneﬁnuﬂ%:‘:’g;a

W have seen that in Aleander spd Cesmaspe iyiy was able e
reconcile his obvices sywpethy with the phencmenon. of love amd the muster-
ity dsnded by a vivgin-oriasted couzt only by saggesting a dowble wtamde
axd, dependent oo the differunce im shabue Letweun the monareh amd the
painter, mmmywmwmmmm
 of all his pleym, Dut Iyly waet Dave felt thet some kimd
of wniffoetion was desirshle; im Swcho snd Pheo ssd Oallathes he tackles
the two problems = veyalty in love, and lowe itself, with all its fmher-
et paradones - separalely.
Ry focusing on the problen of ruyally sut lowe, in Sepho snd

e, lrly 4id not sake the Wainess of ccnplimaating Guesn Elissbeth any

(1) ™is is of course sixietly srthodox - oopare the similar attitude
in Elyot, o4, sikes Wl I, Ppb-T.
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easier, because the whole play depemds on the wesknsss of Sapho, and, as
I have alveady suggested, although it all ends happily, it would be poss-
ible to meke Sapho tactlesaly weak for the sske of a dramatic sonflict,
The problem is further intensified by the sex of the monavch, Not enly
is Sapho much more obvicusly (o be considered the equivalent of Queen El-
ivaheth, and because of this wore likely to be compared to the Queen ia
detail, but the relationship of a queen t0 a lowly male lover is very
different from the relationship of a king %o his ooncubinme. Saphw, al-
though a quee, camnot woo Phao, simply decause she is female, and %o do
80 would 'transgresse the modestie of (hefjkind® (IV,1,5), Alezander may
decide to take Compaspe as a parmmour without debasing himself beyond ad-
witting to the wveskness of love, but Sapho would be yielding, mot
taking = she would herself become the concubine.

Once sgain Iyly has beem careful in his handling of the compli-
sent, The fins)l situstion, with Saphto enthroned as the new goddess of
love, is a pretty tablesy, and mot quite as crude as Pesle’s demouement of
She Arrsimmment of Paris. In the earlier part of the play, for example,
the issue of Sapho's love is treated obliquely; Iyly has put far more em-
phasis on the dilesma of Phao, by means chiefly of his comversations with
the Sibilla, and the issue of yoyalty in love is raised only by implica-
tione I do mot think, howsver, that he has produced as good a play as
ormtmtth-mhmthuunm

muumcwmczmhummwmm
status, and Alexander is never to be compared with either. The similar
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trismgle in Sapho and Pheo, Sepho, Phao and Yemms, ic met a0 clexrly de-
finecd in status. The diffienliiy of ocuress is with Yenus, who, although
& goddenn; dehaves in a theroughly lowsavclase way. It is secemary for
the purposs of the final tablosm (ome osm havdly asll 1t & denowscemt)
for Yauns 10 de showm wnfit for her high office, sel ascordingly we ses
her dadng lad by leve instesd of commnding it as sven s surthly momawch
should, Imt ot only is Vems dethoomed, she is rejectel By Phao; she
falls from the top of the ladder to fhe dotion, from & goddess supreme o
& tart rejocted oven by & forzyuan. The Riisabethans seem to bave
agresd that Yems was vamtom, Pecls, for reasons similsr t lyly's, ve~
presents hix a6 & rather gentecl, deifisd madsm, selling the physical do~
Lights of Jowe in exnluage for the coveled apple,

And I will give the uomy & louslie kyane,

And vooe ard play with ®hoe om J0z hoa,

And 4L theu wilt a faoe that hath 2o peere,

A gnllant girle, a lustie wmisiom trwll,

- Tual con gine sgorte o thee thy bellyfull,

%o sremish all thy besting vaines with iope,

Herv is a lanse of Youos cowrt, my Doy, «c. . {1)
Harloss, ia Bijp, mukes of her a clevar schemer, and Spenser, describing
the tspeairy decorating Castle Joyows, hints s half-disguised lamcivieus-
mn,(ﬂ

Then with what sleights mnd swest alluresmnts sbe

Entyst the Boy, s= well that axrt sbe Xuow,

And wyoed khin her Pavemowye to ey

» " - . - * - .

ind whilest De bath'd, with her two crefiy spyes
She oeoretly would soazeh oash daintie Mn... )

(1) 2.8.Bes 11.524-530,
g}; C.f.p Mowsver, the dlomesion o pe 247 £, Delew,
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The only gratification that Vewms oould get from Pheo would have Demn a»
siromepect ss this. The olemnt of the nyth of Vams and Adomis in the
relationziip betwecn Yams sad Phae in vividly glossed by Sheksspenye's
relnctant Adonis and forwawd Yamus.

It is appropriate for the paredoxical mature of leve $0 have a
goddeny who ningl:s divine attributes vith some aorial feailties, sod it
wouild be chmruotoristic of Iply %0 meite ¥his 203 ut, comtrexy to hia
umal prectice, he does ot noke a clesr statenent of the paradox. The
character of Yams is well sustained, Wt itis wholly en the lusty level;
tur firet glinpes of her sugpliaaisss that ohe is fyustrated and uafeithfy),
W.hhmﬁnmunlﬂr’-m&aﬂ.

It is a0 leass wnscemely them wwbolmse for Viomus, who is most
honoured in Princer souriss, 0 solourme with Wlcesm in & smithes

forge, where ballowes blow ix steede of miy:se, davic swokes wise for
-m mﬁef@ﬁ. & for ﬂm panting ef m}-n- sard e

E
11
A

!
RS
vy "

mmmu, Cupid, in stesd of urrewcs, fearing ...
mmtxnmmwmummmw;mm
(1,1,29-31)
The ispression that Yomas glves is that of rathey gentecl fymstyatios,
It may be posadble to resd astusl walgarity into tho pessages; the
reforenes %o Wulcan's suekoldey uey be simply indelicste, the reference
10 dolis nay be cofneddintal, dat I canmet refrain from balsmeing the
phrase *drining nedlss...' by & more obviows parellsl then giviag kisses.
Such ss imcnde 1s almost wnavoidshle to onc used to Iyly's hadits of
parallel thought, snd could be comumicated wmistakebly Wy $he astor,
Wwiher this is on aoowrate interyystation ¢ the taxt or mot, Venus is
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eatablishial firaly as & wanton by the end of Ahe scems, whex Fhao wnin-
Mmm.uﬁmammvuﬁm,
md ite inglovious and indecoreus comolusicm. It is = scasmre of Ipiy's
yummmamummumummm
mammammnmmmnmm.
mﬂmuummammwwmm.
Fara comguered by Yoms. Tiis srchetyps, though followed often enough
by other drenmtists (Tesburlsine snd Semourste, Antemy and Cleopatys)
Dever cmerges an & theas fin the plays, snd in faet is nentioncd cely onoo,
and them 1t 48 fa & conSaxt which loaves mo doudt of its fapropriety ~
Fhao offers to tell Vamss of her ows arorous adwateres, '’  Sheke-
m’n'm,&amﬁudsm@mtmmmhlﬂym
makes no #a0rét of her conguants

Hakisg xy aws his fl2ld, his teut my bed. (2. 97-108)

un*amtmamumnﬁmwmmu
Sepho_snd Fhao, the paredex of o goddess driven by dsoires baee in a
morial iz pever satisfecterily smpounded, sod we never really delieve in

(1) Sapho and Phae T,5,67-71.
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her godhend. he pleture 1s further confused by Cupid, a small doy
capable of bedng wooed with swests, who holds power over love in Ma
hands, I ok 1t that the point of Iyly's complimamt is o depict Elis-
aboth dethroming wantom, physical love, and ssoemding the throme as
goddens of the yurer, nore spivitual, courtly Jowe. The dual sature
of love was a coencaplace of the period ~ & satursl ecmplecent to the
@octrine of courtly love vas the attiteds to love expresssd ¥y the Wife
of Tath and hy the two married women and the widow of Dasbar's poos of
that nese. mﬂamummmmmmmm
mﬂmummmmorﬂnwuamammm
titen, but 1% oourtly lemgasge, partioularly ia the introdmotion. Daae
mwmmhmm@wmwmums it
ins as if Chaucer's gooms da Ths Parlen: were to glve utter-
anco to her views in the language of the texresl. It is clesr enough
thet Voous represemts the esquivalent of the lusty goows, Wt it is for
from olsar emsctly what sspoot of iowe ie symboliscd in Oupid, snd it is
corvespondingly d&iffioult 40 sse vaat pomitive valwe of lowe is decone
strated by Capho's tyiwmph, ¥o ave not told shether she stamds fer
virtwous love, like Spenser's Britomart, or for chostity and vingimity,
a8 Cynthis in Dndisdon certainly doese.
hwnmmmm
achioved by the assuption of a doudls stendard, eloverly defined, bat in
Py the standards are unelear aud wirosolved, Ssphw, wlike
Mezonder, aduits throughout the inpossiiility of asseciating deneath
hor, snd the question in aiwply whether she is strong saough o withetand
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tomptation. m.mmmmmwmnm

less, Wut has no comsolation om his owm level. These two subscride to

the avne moral stenderd is & vay thet Alexonder snd Campespe 40 not, for -
they Woth reject the liomsionsnees ¢f Yenus.

The major weskmass {n the play is that Sapho does mot trirmph
mmwmmmumntwmmum
which niafive owing to Cspid's evpidity. Alexmsder subines his affeo-
muﬁammmmumammw
outside forces. Saphe's wagnmminity towards Phoo (she cays she will
‘wish hin fortesate') bardly messures wp 0 Alexanler's gift of Apelles
to Compaspa. dowcver flatteriag to Elizsdeth the finnl tehless way bave
besn, the process by which it is arrwngsd is hanily flattering, An Iyly
himself points cut in the Epllogue, the plot of the pleay is cirewlar -
m.mmmmwmmmmm
most hricfly in variows condinations, sad g0 out the ways they weat in -
to vee Iyly's own ocuoedt.

Ebe. 2nd Phed foils as & play Secsuss the idese implicit in

uMkMMﬂMWM%W&Mmm

explizitly atrod, ‘Wds, I cospsot, is beomase the comclusion deadzed

for the scie of the compliment, the victory of chastity (if this is what
it 4a) is rathor ininical to lyly's ovm beliefs. he conflicts withia
the tvo anin characters, Sqplc ond Phao, do not trizwer the action of the
play in the vay that Alexender's conflict dosx. The play in Drowght to
& oomelusion hy toshnicel device that is sot only olussy amd almost ea~
tirely uwnsotivated ~ Cupid is & cipher to be wou, a0t a charester or even
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an abstrastion ~ dut which in faot leaves entirely woresolved the com-
fliot in Supho detween love snd honour, by sisyly removing the cmuse.
Iyly has mode his compliment Wo slsderwte $o allow himeslf Tresdom to
develop his own idees, snd the play cousequently hes the tsiicusmess of
nany words spoken without getting ssywhere. (1) »
Tomw of lyly's critios lee resasiced on the extraoniiserily in-
toresting fact that Hpdinion bogins with slwoat exaotly the same tableem
a0 Suuks tnd Pheo fiuishes with. (2)  Sepho snd Pheo ends with Pher hope-
lesely and perosasntly in love vith the toysl goddess Sapbe, who iz en-
tirely free from all motiens of Jove. Iadimion begins vith Bedinden
hopolessly in love with the choste and distent godtess Gyathis. The
situations ave alaowt ssmetly perallel. J, A. Bryent Jur, hae azgeed
that the rether odd stwwoture of Jadimiga could be saplained in mow-
allegorionl terus sn the outcome of iyly's adaptation of the myih of in-
dimion and the woox £ sult his parpose of sourbly fixttexy. > iem wo
reclise further thet what Iyly 412 to the nyih was to changs 1% te par-
allel tho sdtuation he had slready cxpleited in Ssoio snd Pheo, the
arpment bectsws aluost unsseailable, Once the csmutyal situation is
sstoblished the subreldery of the various side-plots develops neturslly

(1) Seo both the Prologes at the Conrt and the Epilogwe for Ipiy's sd-
mission of thia,

{2) Hamtor kints at the siailerity in perenthesis, but fails to follow
ﬁﬁmmuuaymxmthmm. See o9, 213,
Pe >

(3) Szep. 25! belowe
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to 2111 specific drematic needs.

The sdvantage of the Qmidia-Budinion relstionship over the
Seplin-Fheo relationship is that the protageuiats ar: sufficlently vemoved -
in statos for Gmthia to be mtirely chove even the bare possibility of
indecorous love. The Tirst scene emphasises this to the exteat of oowrd-
ing the sbourd,

55, Thare wan aeuor suy so pownish ¢ inegin the Mooms wyiher cmp~

shle of affcotion, or shepe of & Mstris: for ss Saposeidle it is

to make lowe £t to her Jawor which 2o mmx kuoweth, a2 & eoate %o

ber forme, vhich comtismeth 2ot 1n on» bignesss vhilst s is

moasRring, {7,4,19-2%)
Bmmides satebiishes the impossidility of sscaaiating Yowe with the moom
at the epence of some inconsdstemoy will the Cynthin we veo laber in the
play. 2y prowsting his Tlizshethegyubol to the wipproachabie Cynthia,
lyly has alsc mede 1t posstidle for her hopcloss lover to be promvted from
2 delinitely lower-oloss, if beemtiful, Terzymm, 0 the ceurdier Endinm-
iom, Tuis hes giwss hin far greater opportwmity for dsreloping Mia
idesn on love whick secs to have found thelr sapression for the zost part
in courticrs sod courtica-types. Igly was able to dase zlmost the whols
of the actiom of the play at the lower, or wirtal, lowel, lesving Cyne
thia's aokione frec from sisconstruetion, however ingenious. The omly
kivs, i haro aguin the conplizemt i perfeckly safe, for it is sa actiom
of nagnanimdily entively im koeplaig vith woyalfy, ‘ere i uo confliet
in Cmihia's wind, only the onreful wne of the fasultles of Judpnent and
aereyt

s 1 snrwell what Qrathds will detorxine in this cause,



Mnhshm dondlisst foss with dywgrece, will remesge
induries of her trayne with deaih. {V,544,9-13)

The magnaninous gesture of the kiss to revive Eudinion, and the ogually
WM”&WW“&M.MM
all, are prededed by evidmos chowgh that Cyuthia is strong an well o
merciful. Two ofder sctioms of Cysthia's which wre of relevanse to the
m-ermm-mwmmammutumu
M.WWKMMMﬂtMMW
1ithle provoontion.(?) It secme that Lyly 1s at pains to build up am
mormumlnhvmhmummum
more sharply with the magsemimiiy and gemerosiiy of her sotions at the
end,

Tho main interest of Endinion, a® I have sugpested, is in by
net of inirigue, and the ccasequemt interpley of idess, smcng the lesser
chareotern. Iply's treateeut of the thews of royaliy md Jove is of fn-
terest caly ss & mems of ecnplincating Queen Eiissboth, There ess, I
Mhummtlﬁgmmmmmﬂmnmﬂw
in Endisjon them in Sppho snd Phao, it this is nove the result of am fw-
proved teckaigwe then eay change or developuent im bis {des2 sdout the re~
lationniip of love mad royalty. Yhs theme hus, im feot, boen Ailwted
from the omomtrated iswse it vas tn Alsxsndex sad Campamoe sod Seche
mm;'mmmmmdmwumwar

(1) For a dlsensaion of & eritiesl attitude sppropriste to the sewmingly
wnetivated sotions in Iyly's plays, ses p. 251 2. below.
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he ouly other play of lyly's which specifically deals with
royalty is Nidap. The ismio of love mad royaldy is hintod st culy in s
fowr veilod remcrics shout ides’s wmnatursl love, Iyly msade kis whole
taak much oasier by saking tho sabject of his play an evil king, Dai
characters are moteriously ssxier to crests thes pavegens of virtuwe; dy
making the basis question of the play "Vhat 1s a ded kieo?' rether them
"ihat i & good quem (L.e, Elivabeth)?' She problen of indiscretion iz
virtuxlly overeoms, and the winle Wuxiness aay be gune into much more
thoroughly, 411 that is neccisery is an ooccasional refezemoe, Sndicat-
ins how different is the Princs of Lesbos whem sumpared with Nidss, $o
make the desired complimunt %o Klicabeth.

There 18 20 dowdt that Iply exploves the neture of an evil
king with comsidercble mathmsinen. He paic Mides squarely in the adddle
Mn to war, love i riehes. Nidas sesns to hegin well, althorgh
Bocodms’s complinmt, that he 10 ‘s king of fellews' (1,1,5), sounds
rather backhended. ¥hen fsoclms offers v fulfSl his femdest wish,
Riéas, for wvoxy proper vressons, asks if he may seck advice before
committing Mimeslf,

M4, mwwm.zwwmmmmt“wm
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Zrias nest happle and kis Subiects best comtemt? ()
Kidas esteblishes in this short passage that the fanlts most likely %o be
found in & king are anbition and trwasgression against mature. Incid-
satally, e suggests that the contentasnt of his subjects is ome of the
things & good king will sesiz, ¥he logend of Pheeton is used sppropriate~
1y emough (though neitber Phaston mor Ioxrws were kisgs) to illwstrets
the results of excessive ssbition, snd the reinforcing tag searves notice
thet bition will prodadly be under discusaion further in the play.
But the legemds of Phaston and Icavws are reslly vexy similar. It is
not sany to see fron the exssples $hat he hes gives we Just what Iyly
means by ‘sgainst nature’ as dtstinct from ezcsssive sabitios. I$ may
be that there is mo really eleur distinction in Iply's aiad, for I find
4% #ff1oult 0 see how the sepivatioss of Phasten would be ocastdered
nore natural thon the sizilar asbition for & Migh altitude whieh led $o
the downfall of Toasus. I cam only suggest that the distinstion, if
there i ons, is Shat Xoaxws &= oitsd because he left kis saturel ole-
ment, the sarth, for the umatursl air - though this doss less them Just-
ioe to ths undest Daslalus. Teking the kiat from this possage, I pro-
pone to disouns the failings of Midas undar the headings of *awbition’
sad ‘offencs against matmre'.

Hidas, on consnlting with the loxds Rristus and Fartius ~ in
that order - sewas to bo confremted with a fimilisr ocufliot, betvesm
love aad ware Baforw this previously fertile topde for dobsts {s wader
way, howevsr, 1% 18 capped by & third. Hellmrites argues that the

(1) I.4,14-21.
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posseanion of gold cutweighs both the possesiion of one’s sistress sad
the ocsmand of the world, simply descase it is ths mewms of obtaining
Poth thess eads. Gold thus becomse 2 syWbol of physical ambition ~ lust
doth for Wodily plessure snd material power. ALl thyee comsellors, of
course, alvise Midas how to make hinself most happy, vithout consilering
how to mske bis subjecis best content.
it 48 clesx that lyly tries to show that phystcal ssbitiom of

this iind is wanaturel for a king, Sopluoontis explicitly says so in the
first spesoh that yefers to the wnfortunats situation in whiekh Xidas
ﬁndnhhmlt.

oo ilio coustous bumsur of you hoth I contssne smd wonder at, belag

wtit for a king, vhose honor should consiste in liboralitie, mot

greedines... 'i.II.i-.M)
Martius, in & msmner reminisoent of sixtlsr comment in Alexznde
pagee, srzwes that the wnhealithy sxampls of those is suthority is ccatom-
inating the wiele sourt,

That greedines of Holiapriios... end thy effeminate minde Existys...

hath Wredde in all the oowrt... & teader vamtomnes... Sisoe this

wmsatishle thiret of gold, and waloarperet lisey o} lust orept inte

the Xings court, Jouldiors heus begiod almes of Artificers, sad withk

their holmet on thedy head dewn 23d to follow & Lower with & Zlowe
dut Sophromia imterrupts hin to insist that martial smbition is as repre-
hensible as intemperate lust for physiozl plessure snd richess

The lous hoe stk followsd — I feare vamaturall, the riches he hath

% - I know wmcasareble, the warres be hath lenicd - I doubt

mlawfuil, hath drawe his bodie with grais hedres to the gremes
woutite.. cibition hath dut two steps, the lowest blowd; the highest

(1) Culls P 191 above.
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i, mibition bath cne hesle neyled in hell, though she

R il L T

valowr, ot tyramnie. (11,1,88-95,96-T,104-5)
I a0 not believe that it is mecessary for us to speoulate that aritides I
would have conteined s tesimically ussatural love affalr involviag Kides
to sea the point of this passage. Any lowe affeir, partionlerly ss I
mmumum.mmmwwmymm
oourt as wanstural 4o & nomarch, Iut, as this last guotation suggests,
it is the theme of subition that is wost promimemnt throughout the play.
In the first of his spoeches of repentonce - insidemtally highly coupli-
scatary to the Prince of Lesbos, an ohvicvs representation of Zlisedeth -
Midas renazks that *isdition eateth gold, & drimketh blood; climsth so
high by other mens heads, that she dresketh her owne necke.' (III,4,11-
12)  foom after, at the end of the *golden toweh' epiisde, Mides ye-
BounCeN kis worldly ssbition by bathing in the viver Psetolus:

T mLtR e A

eoid, I will next aheics off that watemperat desire of gouariment...
mmuumunmaumm.umgumm
itself to this iIntorpretation, dut an act of hamility, rether like the
ouring of Hegman the leper, '\t

he first of the two Hidas legends, as we have seen, was oon~

cerned with gold, vhich in Iyly’s hands beoame & syudol of physical sud-
ition, partioulsrly in Iove smd wary the sccond legend is foouzed om
wmaelo, sad it is appareat that this is directed towards mome other

(1) XX Kingm.5.
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aspect of inadequate Toysity. C(hastemed and deprsssed from his spell
in $he Pactolus, Mdas sesks solace in bmting, oaly to get himeelf into
trouble again Wy insisting that Pan's susic is Metter tham Apolle’s.
Midas emtars after Pan and ipollo have argued for some time, sad Apollo
invites him to jJudge the contest. It fmasdiately becomes clear that
this is to de a rather differemt teating of iHdas’s qualitien; Avolle,
in sxplaining the sature of the cmtest,lays heavy esphssis on judgomt, -

sscnOne can in the sarih bettor iuige of Guis, than Xings...

e L e S s

Therefore glue eare, that thy iudgement erre mot.  (IV,1,71~77)
Kidas takes little hesd of Apolle's waxaing. Ho iwmsdistely demsnds
that hia juisment be socepted bafore that of the wyvphs if they showld
difler. After euch porformer the sysphs ohorus what are ebvicusly the
right saswera, mt Hidas, 28 if to amsert his own swperierity, dlssgrees
with then. There aye tvo wayw in vhich Midas folls this furthes, more
chetrast tect of Als chorteomings. BHe judges wronzly - as I hawe
suggested above, nore because it is indscorous for a king to prefer rust-
ic masic to courtly usio, than becaucs Pan's performsmoc is rsally
‘worse - and in sddition he exhibits a spiritesl rride in Smsisting thet
his Judgemnt be socusidered supsrior to that of the nymphe, and in per-
versely dissgrecing with then. Thess dus) failuwres correcpond rowughly
with the twe legends disoussed eerlier; Mides's spirituc) pride iz very
similer to Phaston’s, and his indesorvus chotce, ke Iearus's flight, is
muhn‘.

It i Interesting to notice that the some in which the shep-
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herds discuse lidas's deformity returas to a consideration of Midas's
Paysicsl asbitions sud cruslty, although this has bees deslt with at
length bafors. Tho walws of this, I sappose, is that it gave Iyly m
mmmmmumumnpormuaﬂumtm
plimemt to Zlissbeth. The imappropriotenses of this repetition cam be
expleined if the sosne was an interpolation for the performance at Court,
replacing the origisal soene in which Hotto may hawve busied & placamrd
wvith ‘Eidas habet sures aainiag’ in 'great ;omaine ietters' om it.
Femory of Hdan's earlier follies is never far from him, but it

is clear that his indecorous lspas of Julgwent is the predominant theme
in the second legend,

SISt e e Mo ey

eai, for iy wakition 1o wess mkiss Tor Dy ettt te
In a sfadler general confession at the templs of Apollo, Widos explicitly
states that the first leged was comosrmcd with the folly of vamity amd
the ceoond with the folly of poor jJudgment,

T i I S s et

Aolip, «d sonfesen xy indgement t0 be foolioh. .. (V,158,54=5,58-60)
e sdds two less volevant deities for the seke of videming the scope of
hio villainy, ‘...to lagn, aod sey uy warres are wniwst: o Disps, enl
tell wy affection bath beem vmmaturall’ (V,ii1,60-1), Sophroats, the
virtucus chorus of the play, singles out ths lopae of judguent for speo-
isl conment, excucing it ouly an the resmit of his esrlier troubles:

Soph, Io it possidle that Kydes ehould ke 20 cuevshot in Sndgement?

i

s
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Vahspny whose wits melt with his gold, snd whose gold is
conamed ¥ith his vits. (v,144,64-6)
The tro parts of Midss scem t0 show a consistent differsmtia~
tion in emphssis. The firat legend, of the golim tomch, is conoerned
with physiosl ssbition or vanity; the ascond legwnd, of ths ass’s ears,
concontrates more on spiritual pride snd leck of jJeigssmt. Mis diw-

isica into the physical sud the spiritual or iutsllectual is fairly ob-

vious, 2ad is inherent ia the origimal lsgemds. Vhether Iyly used them
for ome or two pluys, the shift in scphasis is importent in maintaining
the intelleotunl izpact of the subject. e main difference detvesn the
conjecturally original form of the play and the schens discussed above is
that yrifides I sod ypitida 11 would have had more scope to deol vwith mome
of the isoues. [xTidas ] might have given Midas wore exeuss to go and
apologies to Dimna, and priddas i would have considershbly reinforced the
theme of iddas's lack of juidguent, by giving wore attention to the indeo~
orous asecoiatica of the king end the barber.

he vices of ¥idss are satisfactorily puraed by the end of the
pley. For the scke of patziotimm, sti-ntioa is fooused om the remmois-
tion of Mdas's territorial scbitions, as iides proatses to forswear all
clains on Tesbos. The remsiming physical msbition is thas disposed of.
Mides ose 20t specifically remcumcs his spiritusl pride, but he does
show in, 1 think, two ways, that the peviod of imdecorum snd poor judg-
ot is over. Yhen Be saye *That groat Apollo, that loynd to my head
Asses cares, bath put into my heart s iions minde’ (V,111,97-8), Kidas is
establishing that his thoughts ond sctious are omoe more fit for & king,
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no longer degmerate,; ap they werc sarlier in the playt
25R%s Well, them this I say, vhen a lion dosth 50 much degmmerat
R 0 R s Rt S S i
the arueltie of the tyger, the reusiag of the woolfe, the dissem~
bling of tim Nyemn, he is worthie clso to hame the eares of e
asse. (1¥,11,25-50)
Finslly, itidas ansarts his good sense dy calling for masic, no doubt
sccompenied by much more decorous instrvsents than the ‘havsh pipe’ of
Pan, to comtent Apollo.

Iyly clearly found that it vas easier to smalyse thc qualities
of & bad monarch, complimanting Flisabeth My implyisg thet she was the
convwree, than %o state directly the qualities of a good monavoh, inew-
itakly repreaenting Blizsabeth heywelf, Nevertholess, $here om be 2o
doubt that the naturs of the converse dictated Mdas®s qualiiles $0 come
extent, whether Iyly vas wholly bont oA ocompliment, or uhether it was
that thie wvas the vay mt & noxmelly patriotic Blisabothan thowght, If
1t is true that the grestsot sin that an Elivebath-figare (Alozender or
Sepho) oould ocmmit was to atoop too low, it is also tzue that the great-
ot sin of the Tlissbeth-onverse was to reach to0 Migh., Sepho ovuld
depose Veams, but #ides oould mot dictete to Apolls, The grestest fault
in Mdsas was his sabition, plywical and spiritusl, but the only meation
of smbition made in the sarlier plays refers %o the ssdition of ithone
undor the Qusen, Two dresm sequenses, ia Sasho snd Phoo end Bedisics,
are used as excuses for symbolic reforeace to the oftam bitter strugsiss
for powsr within the airels of the ocourt, but the 'Caeder', the moom, and

(1) Seo Zapho ond Phwo, IV,11 and Zadinion, ¥.4,75 ff.



218.

the 'princely Esgle' are above reproach. The change from Cynthia 4o
Hidas does mot indicate a real development of lyly’s idees on royalty,
it io & cheoge of approsch designed to give him more freedem to exprees
idecs mibatantially the sime,

The four plays, Alexsnder snd Caspawn:
Jop end Mdap all are centred on a royel fizave,
oetral figure changes little, except that Nides is an soourete reverse
of the others, and the problens that thay face are all sixzilar., The
mein intorest of thia diroussion has beem in the way that Igly's preseat-
ation of the theme of royalty has changed. His purpose, at least fiom
Sepho_snd Pheo om, vas o compliment Queen Flisabeth divectly, and I
muppose, indirectly to ware the patriotic hearis of his fellow Elisabsth-
ens in the andieune at Pml's.
consciously ooeplimentary play, and it is this vhieh givse the play its
spontascity snd chavs, Japhe 204 Phag is & clwmey and fwvolved oowpli-
ment that apparvently did iyly no more good in his caresr at Cowrt tham it
ought t0 have. [Frnligign is & much morve miccesaful re-rvn of the same
saterial, doriving more of iia intorest from the alde~plote thza from the
omtral figuw. jfidss, fisally, by svolding the inhibitions inheramt in
direct corpliseat, srrives at the fullest stotememt of Iyly's views on
the sature of royaity, decpite the apparently incomplete nature of the
Sext, Therezs the three earliey plays hinged ca a simple situation which
sventunlly sstablivhed that royslty should not demesn itoelf, Hidag jo-
volves & vider enguixy inte the generel status of royolty. There i3 v
ident a growing expertise in the presmntation of the compliment, snd, in
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Mumthﬁnhuphnnnhmﬁummﬁh
insdequacy in the seatral figure.

Inteywst in the plots of these plays was derived from a cop-
flict between distinct levels. Alexender, Smpho and Midan ere all of a
higher social level than Campawpe, Phaco and Hotto, In Iyly’s playa I
thisk we night g0 on to sy that Cyathin, Bacchws and Apollo are of s
kighor sooial lev:l than Bedimion or ilfdas. Comfltct bubween different
social levels sot comnested with yoyaliy aleo coours in Iyly's plays, al-
m.unmm.ﬁuumrmmnmma-
ready discussed.

Mralet parodv.  Gne of the few aspects of Igply's drematie
mmmmmmnmor;mmnwwamot
wb-plot parody and intrigue. Iunter dencastrstes that the wit of the
pages in Alexmnder snd Grzpaspe snd Sapho snd Phes reflests tho wnderside
of philosophy, stwdy cnd the court, as their aasters ocacern thomselves
vith the glanour of these purmuite, ) and he points out that the sui-
plot of Gallathes has no relevance to the uain plot. Ny discussing
Hides vefore ndinice, he is sdle to trece & develepusat wp to 'the apex
of Iply's axt 1 suploting.'?) It 10 not ny sntemtion %0 cover this
sround agaim, exospt to indicats the stiady inoresse im the relevanos of
mmmm;mumugmmwmnmwt
of the theory that the toxt has wndergene comsidersble revision.

(2) On,_git.; ».229 “&y see 9,252,
(2) Mbt P34,
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There is no physical confliot between the separate levels of
the subeplot and the main plot in $he early plays; but thers is 2o nesd
for physical oonteot for the fxplied ecufliet of idess that finds ex-
pressicn in pavedy. The parody of Alsxanim
Phap is directed cway from the cmntml topio or debate-~thews of the play,
tovards periphersl figures in the higher level, the philosopderw,
Apelles, Trechimus and Poadica. Critious and Molws osme mementarily
oloser to the ceziral thezs of the play vhen they paredy the dusinsss of
bonouy, but aven hers the paredy ia directed at the courtier, zad dees
not touch cn the strugcie betwesn homowr and oppetite in Saphe's mind,
slthongh Holus ingsatously subatitutes sypetite for henour (IT,118,6-25).

Banter discusses the paredy in the sub-plot of Zidinian in soxe
detall, and points out tho similavities between Sir Topkus sad Fndimtom.
e interesting thing alout this eit-plot, Mowever, {8 that theze in a
third velated charester, Coraites. In common with doth Coxcites and Bae
dinion, Hr Tophas falls in love, falls aslcep, and 4= restored %o happiw
ness by the magasniniiy of Cynthia. Coreites, fn & way, is already &
parody of Endimion - or perhaps it would be fadxer that he in intended as
a parallel wideh would redowrd io Endimion's crofit « lasrtes to Rudine
ioa's Namlek. For this reazon, I fesl that Si> Tophas is #o% really ise
tended S0 pazody Bndision (which might endesger the compliment) Wut Core
stton, 1) 8ir Topuas begtzs Uy perodyiss clavisses the nidse that cne
supposes is Corediten. This pyovides the coxally for the whole of the

(1) See cleo the relovence of this to the staging of Padinion, p.114 f.

above.
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fizet twe sub-plot secoss; although the secomd introduces Soimtilla
sod Tavills, this i purely to establish the waloving nature of the
truly warlike knight, It is, I think, significant that Sir Tophas o~
ccaes leve~sick, and slseps, 28 in the swene follewing the beginaiag of
Endinton’s epic slumder, dut iscediately following the fivet hint Yhat
Coraitin 4i» & welvnt hand in & steel glove,

S I Sl e iy B S =

Boine, & 47 uth Amakite nettier (it Mastie tmnts oiiume, ad

you beeing bevomdoperfection ancheumt, (111,14,19-95)
Sir Tophas them desomes an gmator gloviosup at the same time as Coxwiben,
therch 4t 48 tyue that his pamegyric on the chavas of Yipsas recalls meve
the wlflumices o Sadimion tha saything Corsiten seys of Tellus. It
is this purt of Bir Tophas’s cavesr theat is iuportant in the otrusture of
the play =8 & whole, for his abtitude 4o love forsa & contvast to thesa
of the wrious alde-plots, oagh of vhich has soms seriows variations op
the sume theme!!) Biaring in mind Sir Tophas's assoaistion with the ca-
trovoe ‘to the couwmtny?, and his obvivusly lower gtaius, although hs is a
night, wo may pexhgs suy thet the sontrest ke provides 15 not oaly oomie
tut earthy.

She firat two scenes of the sad-plot in Midas paredy & subjoct

which has no rcal somaterpart in ihe sain plot, exvept for ome short soens

botwsen Hristus and Oelia, oourtly love. ¥e may conjecture that writidss I

(1) SBee ;256 2f. Below.



provided wore of & eovatervelght by developing mere fully a theme vhich
Iyly slsexhars was pxecosuplisd withe The dusinass of the geldem beard,
m,mmnxm.umnuntmmnmmW
iginally. The squabble over the beard, lightheartsd though it is, 1o &
manifestation of the corrupticn spread through the court Wy Midea's
arecd. Itﬁmuﬁm,n;m.hihmaMt#m-
odys for Midas is a0 desperately serious shout 4t oll. In the uarviving
veraion of the play, the business of the goldun beard dos¢ not beoene ine
volvad in the sotion until Hidas has left for his purifying awim, ond the
comparioss botvsen the tvwo kinds of golé-bamting « sabition and umorous
knavory - is mot forcel upen our attsmmtion as it wight huve besns 1f Hie
action of eech plot wers nore olos:ly imterwovem. In the swoond pert of
the play wo sney suppose that the supled; in the pirson of Hotte, ems
into sotunl conflied with the higher level of the play, sud, as 1 have
already supgested, this may have beon of conmidozsble aignifiosmne in
sstablishing the extent of Midas'e shortoomings. In ome shord passase
uhich we may suppose comes from the eriginel jxiidas II, Ideio and Pet-
ulus &leomes the prespest of marrying Sephuomia or becoming Dukes (e
prospoot which vould heve had more yelewmiios in the conjeetured fora of
the orizinsl plot). Their attituds to a rise im evcicl level pazodios
#das's desive t0 bo oqual to the gods,

it Bl o e e S B

B e Sbhoosta, shalde ny xifot. mo \iisis Bume cad Fetire Steade

wmz"'ihuapatmofmm. the one osoling ny love
Birth, e other kindling ny lofile affections. (v,,, 76-83)
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The reference to Nature, in the context of IMdas's wmatursl asts, is

perticularly illwinating. There is enough hore for us 0 see the siel-
ston of extensive parody fn the subeplot of npiidan II. There is, then
tmm’kh!ﬂr'lwngdﬁoub-pht.utmh
the inereasing deunity of intrigus, ') but 1n the relevance of the sw-
Joct matter from which they derive thedr vit. In Alazander and Crnaase
and Sexhe exd Phae the parody is dirested at paripherel fizares; i Jy-
dimion it is direvted primarily at Corsites, who is also & fringe figure,
bt it is aleo directef through kim at Fedivion, one of the oentral cher-
ssters; in Bldag we may guess that both in the 'golden beard' section and
the ‘asa’s eexs’ section the parody was divected at tho ceatrel figure

himsclf - at iHdas's covetousness and embition,

Fone of thewa plays gives us & Sruly cleer ides of the way lyly
would hendle oonflict botwesm differvct levels of society where there is
nothing to modify his spproach. In all of the plays fnwlviag royslty,
Iyly is disosrnadly influmccd bdy the mecescity of freming the compliment
in the main plet, asd in the mad-plets tha charwobire do not openly com-
fliot with the higher lavels at all. Three other plays, however, depesd
to some extent for their dramatic imterest o & comfliot Wetwesn Aiffsx-
eat lovels whioh do mot direstly imwelve yoyalty - Gallathes, Mithex

The play vhich sost obviously depends on a confliot between the
sib-plot pages snd their seperiers is, of ocuree, Mother Bogbis., W&

{1) Bee p.140 ££. sdove.
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putting the actiom of the play im Rochester, Iyly redweces the differwmce
in social standing between ssrvant and mester - it is only in a courtly
envircssent thet sirict decorwn must be cbserved.'’) %o redmos the
difference in status betwsen the two levels is to soms sxtent to roduce
the conflict, and thus the dremstio interest. Iyly counterscts this by
suphasising the difference mot in socisl standing, but in age, Little
use is made of the motive, comwon to Iyly's Latin nodels, 0f the bonds-
pen gaining Mo freedou by deing his saster a service.'2) The real
xotive for the scheming of the little boys iz simply to seore over the
old sen, and Iyly makoe much play on the youth of the bays, and the sen~
1lity of the parents.

mmwﬁ&mmuﬂmuﬁdmm
themes which reour im mmny of Iyly's works. In Zuplmag, the warning
that the besuty of youth, 'in a nimte is both & blossed and & bisst* ()
ia sounded ou & mesber of cocasions, and the conflict between them ie
also axploited, notably in the arpmeent botwecn the bresh Buphues sad the
oumtmmwngm;tmwﬂmmnm“) A
senss of the tragedy ishersnt in the paseing of time crops up in the most
unlikely pleces throughout the plays. m,nmmmw-
ordersd lives of the ithenimns, says

{1) Sea p. 314, above.

(2) See I1,1,6~7 and Runter, op, oit., p.225.
(3) Sidas, I1,1,108-8.

(4) Dond, gm, cit., 1,186-194.
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Pomender that greene greses must twrus to dvy hay. n you sieep
you are ot sure to wake; n&ﬁumm.utw-mhm ’
downe. looke you mewsr sc his, your hoads must lye lewell with
your feste. (1v,4,48-51)

In Senho cod Phae the Sybilla comtrests Mer owa wgly age with Pheo's

besutiful youth, sni grephioally points the moral,
then shall behold cuer this Sani:r flesh a tough skimne, yowr
mmammthﬁmntﬁmmuhum;n
uzhv.ﬁstmcunmmntﬁtmmyﬂ.ﬁmm
mmmm@a@munmm.thmﬂmi
the time whioh you cammot reeall... (12,1,94-8)

Indimion introduces the omirast between Bsdinion's sge and the miyacul~

mm@mmamﬂmﬁmmdmhgm

The ¥vo 0ld cromes, Dipeas and Pegoa, like the Myhills, remind us of

erchy it gricioth me that that faire face omst be turned £0 &
vithoved siiane, & taste the paines of dezth before 1% feele $he ri-
vard of lowe. (31X,444,47-9)
Flat feet, snd wriskles sround the eyes seem to have attracted lyly cs
ayubols o the imevitabls advancs of age, for we fisd refervice to thos
in very similazr langunge, nm“’
Hetamorphosig,

sselot all Laddes boware... for when the Crov shall set his foote ia
thadr aye, snd the blacke Oxe triad on their foote, they shall finde
their minfortunes to do squsll with their deformities, cnd men doth

(1) Bond, [ TR - & T vl.X, o203, 11.6.7,
(2) Iv,14,20-1,
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to loath snd lsugh at them, (1v,1,134-8)

Iyly &oes mot pursue the daxker side of thia theme in Nether Bowkfs,
althowgh I suspeot; frem the frequenoy of its appesrance sd the rels-
tively direct nature of the imagery associated with it, that it was only
Iyly's overpowering intarest in 1ovs thet prevented 1% fyom becoming sove
prouinent. Fy point is that theve 1s suffieient interest in the oon-
fliet betwosn age and youth in Iyly's other wozke for us %o say that
iathar ipebie sxploite an alresdy cotabiithied thems rether thes introduc-
ing nomething sutirely new. In Jother Meobis, Iyly is cot conosened
with the tregic ospset of old age, Wt with f1ts ridiculousness.
Throughout the play the 012 men are mado ridisclous by the wit of their
young seivants sad theiy owa folly.

The firet two sowes, betwesn Haiphio swmd Drewio sad Stelldo
end Risoio,estabiish the oood of servent wittily outehining his master,
but the third soems, detwecn Prisius and Spersatie, first exploits the
physdosl sbeurdity of the old nem,

Sue, Il thy hands still, thow hadst beats & yet it is inposo-
1ble now I yeniber, far?ﬂunmtmmq...m:w”h
tako hoed you ook 2ot Prisius.

Priz. Tush! epit not you, & Ile warreat, I, oy beard is aa geod
es & haadiezchizTe, (1,444,254, 65-7)

This is the sort of thing that oould be much emphanised for comic effect
on the wtsge. The doys hsurtlessly play on the seme subjeet,

Jugio. he daut wes, our mesters wore a8 well whitled as we, for
yot tiay e by 1%, .

Bis» The botter for val we dyd but & 14ttle pardoile our liucrs,
thay hins 204 thayrs in sacke these forile yeaves.

Ealf. Dt maces then apdt vhite droth as they doo. (IX1,11,44-8)

As 1 bave soggested adove, the motive for the claburete scheming of the
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boys is mot the coubination of & deaire t0 dalp the youny master, with
the added dait of freedon that spurred on thedr Roman counterparts, Wt
o simple desire t0 seove off the old nem, and imetidmtally o gull the
Hackneymen, Ssrgeont and Sovivensr as well. Riscie suys as much,
Yoeothis all stocde vppon ve pooye childrex, snd yJour yong shildrem, to
shove that olde folkes mey e owsrtsken by childrem’ (V,314,256-8). Jor
reenons less expliolit, the 0ld mem forgive the yowng omes for all thal
mwmﬂ.mﬁqmnnhmik.ﬂmtmm.nlmtrwr
the vhols of the following wosk.

Hother Bombie is & play of intrigue, mot a play of idess.
Thare 10 & oonfliot betveen s levels of the play, but 1% is 206 & eon-
fliot of philosoply or of docomwm, as it is in the oth:» plays discussed
in thio chapter. Muster has yointed out(®) that the prevedle explena-
tien for the othuwize walikely snd fumctionally xedundant ficure of
¥other Scubie heveelf is that Iyly felt that tome mywtery or supersaturel
sathority vas aecded to give the play some depth. Gods ware obviously
out of place in Rochaster, hanoe the wise 0ld woman, Xother Nomhie.
¥ith the possidle sxesption of urifidas II, Nother Bomdie is the only play
of Iyly’s in vhich the suh-plot actively confliets vith more dignified
charseliers, Wt thic is achieved at the sxpmes of Wringing the whole
play dows to the level of the mb-plot.2)

ks The mub-plot of Gellathpe, on ihe

(1) 2o cit., pp-223-4.

(2) fmater discussel Xoiher Bomdis unier the genersl hesding 'Sab-plot
intrigue' (p.220).



other had, doos wot suffisleutly come into vontaet with the higher lew
oln of the play for there 10 be sy confliet. Such paredy as thers is
in ths sibeplot refars %0 othar charwcters of the sui-plot, the marimer,
the astcioner and {he alohewist. There is, however, & ccaflict between
the townspeopls and the zods: The ressdn for the virgin-tridute was
that e people of the lmnd bad torm down Neptune’s tsaple und committed
sacrilege sgainst hims Neptuns first ami flocds, and thes vhes the
poople repented, imposed the tridute as & reainder of their perfidy.
The dramstic intereat of the play is derived from the alterpts of Tyterus
mmwmm-mmw.maqmumn-
ing enger. The other comflict in the play is between Disna’s nysphs and
Cupid. It is diffiemlt to loww vhother this is & clash betwosn differ~
et levels) whether nymphs sze ocusidered 10 de on the level of umewor
gols.  Ta the strengihk of Hidsa I would allot thes a place sbove ordinsry
wortals, Wt below tha gods - reughly squivalest So kings, 'thers are mame
(12 sarth) mare vorthde than Kinge aad Nympha', 1)

involves two levels, & paticam Dezing t0 casrge., The mortals fleut the
milwrity of Naptune, vith reoults thet ave sabout t%¢ become dissstyous,
mwﬁtm@nsma,mwm&m. again with wafor~
tumate rosuite, tis tine for e god Netarally caongh, ¥y s kisd of
burber, it iz posaible to errenge for & happy eading, The pattema ia
protiily sysmetrical, sud sppropriate for Iyly; that he plesmed it oonw

(1) m 1";1.75"‘.
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sticualy in this wvay cen be semn fyom Nsptune’s firet words,

Dos aillie iheepeheards goe abous to decedus grest Jentuns, in

puttiag on mans atiire vppon women: aod Oupid to mekte sport deceiune

them all, by vaing & vomns spparell vpom & Ged?  (II,11,15-17)
Igly st oxly plmmad the wiols synten of ocoaflicts 0 balance, but teok
delight in the lesser aymetry of ide disguises - oy prodably put Onmpid
in sywph’s olothing for the seke of symmetyy. The sxtra confusion re-
salting from the disgeises of the two gixls s charmingly vorked $o pro-
vide Woth & suitable ending of the play, sml, as shall de discussel in the
next chapter, a ehaaee to amalyse the mechanism of love betwesn those of
the same lovel.

The intersating thing sbout the conflista botwesn god and mor-
tal in Gallathias 1o that igly srravges t0 yestlve thia wvithout disturbing
the status of the levels. In the plays involving royalty, fimal sstis-
faotion is achieved by adsqguate definitiom of the status of the royal
figure, sither ky the yemumciation of base temptation, ss im Alexander
aphe apd Pheo, or Wy sn acosns of adequate nility as
in Jidas (Cynthia's sistus is never really threatened). Even vithout
the comstraining infiwsace of compliment, Iyly is comocermed %o keep his
chareoters on the sppropriste links in tho chain of being., Given free-
dom fyom the restriction of the compliment, howewer, lyly arsated a msch
moze balaacsd and baveque plot.

The last play to be disoussid at leagth in this chepter is Tha
I 4o wot find confliot between 4ifferent levels st
souial equals, and on the higher level, such confiiet as there is be-
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twesn Capid and Ceres has no csusal repercussions smomg the mortals.
Zha Yomen in the focas is the anly play of Igly's which hes
oonfliets betwesn three differeut levels, the servant, the mortals sad
the gods. Perhups Nature, wiw ohviowsly stands above the geds, shomid
b 2ided a5 & Tourth level above tham all. The comflict of greatest
drematie importzace is betwesn the sods and the mortals. T 2ds in-
stigate the conflies by intcrfering with the lower level, as do Oupid in
Gallathea snd Aloxander in Alsxardsr and Coupecpe, Wet Ths Woman in ¢
Moops is unique autng Igly's plays in that this interference is malio~
ious, anl romains to the end wnrepsatant, The baser sotives in Alexand-
or are manfully cvercoue, and he maguanisowsly bdrings happinsss to Cam=
pasps (i Apelles; Cupid indulges im playful 'premckse’,'t) is puntshed
and retwned o do lookad after aore caxefully; the Jeuleuny of the gods
Gong tuzns to adnirakion, as they conpete to have
her placed with thes, Wt the result of their Jeslousy is left ware-
solved. . The comfliots stirred within the shepherds sud Panders ave disw-
ootly the vesult of the Jexlous imteyferemcs of the gods, Tut thees con-
flicts are not rosolved in & aorsal vey. Thres of the shepherds, Zelos,
Iphicles and leardms, ¥eject all possibility ef awrried happiness,
"Sweots is & mingle 1ife’ (V,1,242), end Pandore mnd Stesias are metamor-
phosed into the m=oon and the wom in the woom, with Stesias emprescisg
bitternese, extrane for Iyly, watil the esd. Ounophilus, changed firet
to a hawthorn bush, io uprooted, to be weed by Stesiss as a wespon against

(1) Qeliathes. I,i%,32.
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to reusnge ne of

this hathorne vith my heads,

And benre this Yashs ummmntm

Ils soratch hey face ihat was a0 falas to me. (7,4,3516-9)

Tais is an etreordinary soiing in the sontexnt of Lyly's other plays.
If "he Yousg ¢ JMoong is to be olassified an & comedy, it smet de con-
sidered Iyly's ‘dark comedy'.

It 1s sot sany 1o see why the faterferencs of the gols is mal-
ieiown. mm':mum-mmmm'-wu
both lighthesrisd, snd, in somtext, & masessary dolmmos in the destiza of
the pley as & viole. Tos Wemsi 5o 3he Moone is meither political mor
playfil. 4 olus to the memming of the plsy may, I thick, be found in
the seeang of the play where one of the gade, Jupiter, interfercs direct-
1y wad comverssticually with Pandora, over sad above his astroloziesl
influenor over hsr.  Jupiter dissovers himself, md afteapts 10 woo Pan-
dora. Iromically, his advances are rejecied becauss Pandors is filled
with asdition snd disdein 52 the result of kis omm influwce. Jupiter’s
lowy, or lust, for Pasdors $» an cven more blotent interference in the
affaiys of the mortala; we might expect, from wiat we alveady ksow of
Iyly's ettiteds io social imdecorwm, that Jupiier's loves, mot only for
mg&mm,muwu.mmwaa«-
basing and fagroper. Jupiter mmmtiens these other loves, comparing them
unfavourehly vith Papdeys,

P8 mmmu.mmm-»m.

Iouely Calisto set hﬁntﬁm
vl i mive eye h&m 2 gome.. (11,1,15-18)

&
ik
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iyly seeus to have regarded Jupiter's love 1life, long defore e wrote
b Yomsp 15 the Yoone, as scusiding ¢f sa archetype of indecoxwm.
Refercuoss to the legwndésr are comaudy, partioularly is thoss plays whioh
ave convernsd with secial genflicts, sal ave uswally slanted in s2ch o
way that Fpitor iz shows to have baen is the wrong, In Alseander sd
Campaspe therw i@ a chevaing élaloges delween Apelles and Campespe om the
mbject of Jova's lowes,
Vhat are thess plotures?
M Thie is Jagtz, vhom Joue deseived in likenes of & swma.
mw.u;;m'ﬁt.
Alemeiie, m,...,gamhlhqoofmm
ber huchied, sod begst Jjareules.
Cagp, A fanous somne, bt s infamcus faet,
Apel. ﬂam&hu,m““ﬁmaﬂe&.
Sappe Nay, thevefere it was euill don:, Losmse he was 2 God,
Apgl, Thir is Dagae, into wlose prisom Jupitar drislel o golden
shewre; sad obtained his desive.
Camp, Wit QO34 cen ueke one yeslde 4o deciie?
Apel, This & Jurops, whos Ijpilsr veaishelds thie .
311,441,10-20)
This night sinply be the reaction of & puritas, and Cupid's resari in
Sapho ard Phao, 'If Ious esplie Sapka, he wil deulss some new shape to en-
W@W‘.(x)ﬂatmwﬂmtmie,htth'onnhakat
Iyly's wse of thie logend in Hidss I taiok we axo Justified fn rezarding
thene as early reforemazs to a theme which iply fowrd particulzrly rele~
vant in the comtext of ccuflict belwews differemt lovels of sooiety.
" Fallacyites, in his pereuaxive appeal for the kimg to make gold
his request 61 Bacckue, velfars to the familiar legonds,

eooJupitor wos & god, ut ke knew gold was a greater: and flewe into

(1) :izgm. Bee aleo the Sydilla's story comossming Phoedus, II,4,
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mmmuau-pmna&mmmmumuu
his Swamnes winge... 3y} : e i
1.‘.?7*9.“)

Hellaorites, however, iz an evil cowmssller, and Iyly is using the
legend hore as & teaptation ¥ evil. idas's own love is muppossé to be
unnaturel, s it sooms that Mellacrites is here holding sn vsmatural ex-
snple before Hiden. Iater in the play Caslia puts Bristus fimmly in his
place whem he trien to uae Jupiter as s ezmmple of ceastanay,

Zxint, Ve ochange the mustner of thelr lowe, mot the hmwr: the

mecmos how to obteins, w0t the nistresss they bozoe, S did

m&mtmmummzutmwpunnm.mm

xyngauuuh.utammmmhtm

Casle '™he ssoe Iupiter ves an A%gle, a Gwaan, & mll; and for

eaorie Suint & now shape, unnna;etbrmum

shadow. (xx,z.n—u)
Agnin our sympathy is elesrly supposed 0 de with Jupiter's detrector.
4 thixd roference in the play to the legend of leda is nade by Pan, ‘lowe
made Jypiter & goose, and Neptung & wwine, snd Yoth for lows of sn earth-
ie nistresss’ (IV,4,47-8). Here the imdecorun of Jupiter's behaviour
is Mighlighted by calling him a goose instesd of & svem. Jvem in & play
sot diveetly oomnwoked with the strugsle batweon god end mortal, Igven
HMatapexpkogls (the gods in $his play are exteasions of the conflicks Do
tweem the mortals) Petulins makes a rolevent comsent,

& wstrawage discourse, Protan, dy which I fisd the gods acvrous, snd

Virgines immortall, goddesses full of crweltie, emd wsz of -

nesse, (v,44,1-3
m-mmaaraamummu .

Irly's attitnds to interforence by the gods, exerplified by
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the legwds of Jupiter,'?) 14 ccmststently ome of Glsepproval. In D
¥owen in the foons the conflicts betwesn mortals ave directly the result
of salicions -~ sad umnatural « intesfersnce by the gods. Iyly's atti~
tade seuss 90 Do that the lunen yeaoe would de happy if the powers adove
would lsave them umsolestsd. There may be & political signifiosnce in
this « Nabure as the Quion, sad the gods her malicious depulies interfer-
ing with the humble peopls of the kingien « dut I &0 mot think that we
need t0 100k for on answer of this kind to exploia the play. The hwasn
race would b happy vithout. istexforence fyom abovw, dut the shephoris
ares avare that their lives are inoomplete vithouwt the femsls sex; they
dicoover eventually thas the imcomplste life thesy led at first was prefer-
shls to the confusica sad fyustretion vhdich follows the arriwal of Pane
dora, and NHelos, Ipkicles, snd Lsarchus lesve Steaiza $o his married fate,

laax. Fret, Stesiss, fret; while we dewnca on the playne.
(v.4,240)

Stesian, hovever, is wuablo to vejeot Pandoys 0o eiuply. Ha 1z sbout to
kill her vhen he is interrupted firet by the gods and then by Feture, and
finally netamozphosed 0 the status of & god, thns immortalising his bhate.
The metszorphosis of Pandora and Steslan to tue statas of zods
seems to be an attexpt by Faluze to Walmoo the earlier interference by
the gods. They have desoended o the lovel of the mortals in thelr
Jealousy, so the nortals soat affected supplant one of the gods, I do
aot think that 1% s necsssary to omstrust a semi-philosophical systes

(1) Compare also ihe attitude of Summer to the soours of fol in
St ol i B . dr il

BN A
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from the play in order to explain its rether vaassal fors, % do %
night be to repeat the mistake that I Welieve cany earlier critics made
in discussing Badinion: ond would in sxy case involve the dowbdfxl
assuoption that Iyly set out to expound his beliefs rather than simply %o
write a play.

The core of the play’s mesning, however, that aspiration is
folly, is consistent with what we alresdy know of Iyly's orthodox views
on patural ordsr, and may, if we iike, be referved to the disappointasnt
he hod by this tiwe suffered i his omi queat for courtly advamomment.
e dMiter metororphosis of Stexias, however, is not required in oxier to
weke this simple point, and must, I thtsk, point to & further lovel of
mesning in the play. I &0 mot believe that Iyly would have Sacked this
on sizply for the sake of ths tablesu of the mun in the moon with his
havthorn ush, though Nature's particular choice of the havthom t0 tum
Gumophilus into may have beem influemced by thtis offeet. I do not kuow
shether Iyly intended the nanes of the aepherds o be of particulsr sig-
nificance -~ Pandoys wd Guaophilus are obviously sppropriate ~ Wt
Lesrciusy, Helos snd Iphicles oould concudvably ywpresent the rulers, art-
isens and workexs of a Utopisn stats. Thers is no coasisteat different~
iskion betwesn the charectars in the play itaelf to suggsst that Iyly vas
consciously making a distinction of this naturs, yarticularly as Stesics,
'one who mekes to stand’, ia not obviously related to amy fourth greup,
vnless we understand it as "one who stands aions', and regand Stesiss as
an early Outsider. If it were Falos whe was metumoyphosed we might com-
sider Pandoras 0 do ancthor momifestation of the White Goddess. Iut
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aguin I think that ihe point is relatively unocompliosted. Steaias,
through suffering, has for & moment glimpoed the joy of the fruition of
his sspiretion,

Bt  oooin ny sufferance hme I womne thy leus

* L] [ ] » * * L L ] » *

Now all is well, sad all ay lmxt is vhols,

dnd I in pavaiise of ny dedight.

Come, MW. 1e% vs go walie the woods,

Vhare varbling birds rocoxde our heppines,

Avd whistling low:es xalts musisk 0 owr myrthe,

snd Yigre strevs her bowre %0 weloows thes. (111,3,75,76-81)
sl cxanot return te the sweet single 1iZe the others msy once more enjoy.
Pandora's betyayal sixply ecacoursges the other ahepherds %0 swine to live
singly forever, tut to Stesizs it 4s & blot which must be evesed,

22l. Toke her agoyne, and lows her, Sfcxisg,
e htrerm'n.msor;mmu!

» ]  J . & L4 » - »

R Haue I offended thee? Ile nsite saends,

Isr. And vhat esnst thow dsesund meve ot her hand?

§te, To slay har selfe that I may liue alome. (V,i,255-7,259-61)
igly's yoiat seers to be that mankind is happier without subition, Yut he
who has exporicuoed pexfootion for & moment con never rosspture the
huppinsss of oontentuent, howaver high he rises.

Hoong is not & play adout love in the woy that
Ioyes Netwmexchomig, for axample, is. In Joves Hefomor-hosds the gods
sre figure® whiech epitonise seurtaln qualities in the mortals, an we shall
see in e naxt chapter, bt in Ths Yozzn in th
reoverssd. mmmmmammmmmaw
tween Pandors and the shephzrda is artificielly induesd 2y them. It is

this whioh mekeo the fimal rejection so important. It in the only
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sction by the sortals vhieh the gods 4id 3ot predict and ocould not pre-
e o i ‘%?‘.?:P?I? e T aoarit 10e Iolopendonte 88 ot
of the gods, becanse the gods have intorfored direotly with her 1ife, Mt
the nstamorphonis of Stesias is wore the remlt of his stand against the
ods, and is; paredoxically, doth a pwnishaent and & revard. Perbaps
the name Stesias is after all sigaificsnt. Stesias schieves a kind of
disgruntlied fammortality becsuss, although 1t is against Natave to rejest
Pandore, ho has made a stand against the gods and has dafended his honour
an & m:ortel wronged by the gode. The fate of Stesiss is a payedox of
ismortal 1ife and Dmmortsl hate, the reverse of the paradon sesn Ny Keats
in the lover: etched on the Grecimm Urm,

old Iover, never naver ounst thou kise,

Though wisnicg near the zosl -« yet 40 ok svieve:

e cannot falde, though thou hast not thy bilss,
For ever wilt thow love and ahe be faivr.

The metarphosis of Stesias is sppropriate to the paradex of the bdetrayed
lover vhose intemsity of Jealousy is proportiomal $o the original depth of
love. - Pandore's metssoxphosis is o simpler wmbodimnt of the pavedox of
hor sature,

soskmow that ochange e 2y felicity,
And floclenassse Pandorsss proper forme.

- ° » L] ® * L] a

oo« Cyathis mado 24 idle, wutable,

Forgetfull, foolish, fickle, fremtic, madde;

Thess de the kamours that content ns best... (¥,4,501-2,%07-9)
Imnmhmnﬂﬂnmm“uiw“mmhw
of womankind, dut as lLaly Yortune, or svem, if we take the hint from

Keats, a» & symbol of wattainable perfecticn in boauty or truth.
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m;'-memmmmmmummm
tham sny of his earlder yorks, V) There is & strong feeling throughout
mpmtmmmmmuumnu&nnmurmm
fate, or the gods, if it were left £ live the way Nature intended. he
amamwmwmmmmnmmmmu,w
inversion as it vere, to the dootrine of the fortumate Fall. The fimal .
metamorphoses of Pandora and Steains (perbape also of Gumophilus, for the
hawthorn has the thoras of the rose without ite obvious besuty) are the
ultimate sxpresaion ia lyly of the paredoxes implicit in #o mmeh of that
aspoot of life which attrected his imsgimation, the

aQQMMM’ oy thm‘
Pleassnt and sed, mocuing and fixed things,

Fraile sad imsoziall, or 1ike comirayies... (1,4,20-2)
in Iyly's world, slthough order is carefully preserved, 1% i Dissoxd
wbiah Tiaally tyfvamphs.

1) Ituutwmmtmmhmanm 2 Bame
connsoted with a greater humanist tham Iyly.



Iove, with all its ishereat pavedsxes amd comtredictions, is
the thasie wpon which all of Iyly's works ave baned. Ye have ssen in the
previous chapter that oven his elaborately designed complimsats o an
ageing Quets: dopended on Be* supposed oontrol over lovs, mad on the sugg-
estion that her cowrtiers were 21l bepelssaly and fnouredly in love with
her. fThe love of Phoo and Endiwdon is conveationsl courtly leve, earli-
or typified in Philmatus’s hopsless love for Camilla. But vhem ve com-
sider the reistionships between those of cimilar status in Iyly's plays,
ve Tind a much woxe varied und intiresting attitude %0 lowe.

umum@:tmmmuu
his dissusdor, Hephoestion, have mach 10 any about love, in a way that
ironicslly contrasts with Apzllies emd Cempaspe. lowe is 'a thing favre
wafit for a Masedonisn, for a king, for Alsmssfep' (11,14,20-1) by his
own sdmission, ut ho sxouses hims:alf on the grownds that love is 'mot
to be measured by remsoa’ (II,41,92). Vhwe Alexender maintaime that it
is both likely and reasomable to ezpest Caspmape to fall in love with
him, Hephacetion is quick %0 point out the imoomsistengy, ‘Teu say that
in loue there i no veamon, & therfore thove ean be mo likelyhoed' (II,
14,110-11) There is a doudle ivony in this passage, for it tums out
that love is more reascnshls thas sither Alerander or Hephcostion real-

ises. Of Campaspe we cen omly sagres that ‘It is not yossilles that a
259,
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fave s0 faire, & 2 wit 00 sharpe... slmld not be apt to lowe' (IZL,41%,
47-8) = for love she does, in sn entively reasonshle wsy. e loves at
ber own leowel. She would rather be $n Apslliea's shop grinding colours
than ia Alemsnder's court folloving Migher fortumest(t)

ses  Fond wenchl the basenes of tky mind bevraies the

Sres N I e
(1¥,44,6-7,12-13)

Iove, imponsidle for soldiers mud kings, is matural and desirable detwesn
those of siailay, dut lowly status.

Tie love detween Apelles and Campaspe is wimple snd wnoomplio-
sted. fhe main interest is in the way that Igly handles 1ts developneat
with tact and wit) the faot that their affair develops at all is usmsual
in Igly, as we shall sce later in this chspter. Soth Apslles snd Com-
paspe at first are gently suspicious; Cempaspe suspesting that Apelles is
oolowring his speeca as ho oolours bis puinting, amd Apelles, in & rether
urhsne, alwost courtier-like way, suggesting that she is detracting from
ber bemty in oxder to draw sttcntion to 1t. He imstwucts Fayllus 0
stay at the window to toll esquirvers that there is no-one home. Came
paspe, ws fusl, is prodadly justified in her inidisl suspicion of his mot~
ives, for Paylius tells us that Apelles has emtsrtainsd other fair gmmtle~
wonen in the sans way. After the soenc in vhich we ses thex neutmlly
aparring over the loves of Jepiter'®) snd Aka chatectsm of love,
Apelles, iz svliloguy, reveals his lovs, and resolves to do his best to

(1) See IV,iv,15-17.
(2) Quoted abowe, P 232,
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obtain her by wit, sinoce he has 2o muthority. Ny mesns of the dlemish
ke gives her ploture, b is able %0 woo further, at first indirectly,

o that you wil sunswere me an othey without exouse.

Waom 40 you locaie beat in the world?

He that made ue last in the worid.

That vas » God.

I bed thought it had beane a man.  But vhome do you honour

The thing that is lykest you, Compaspe.

5
Ey ploture?
Apel. I dave mot vembure wpom your persos, (Iv,45,34-44)
Later - after the curtains have for a while besn disorgtely drawm - he
woos with chaxwing directness, despite & certain playful scepticica on
Canpaspe’s part,
1 haue now, , alncst zade an ende.
You told ue, Apel you vould asuer ends,
Neosr end ny loue: for it sbal bs stermal.
That is, nedither to haws Degisniry nor ending.

You are dispozed to mistake, I hope you 40 not mistyust,

that will you saye if Alerandar poresive your lows?
Iwill say it is 0o txeason %0 lowe..

LN o, L N o
emrs, following higher fortunes :
e love detwosn Apellos snd Campespe hos by this time reached frmition,
and it noeds oaly the megnsuizity of Alcxanier to put all right. This
is of course what happmms, dut not before we are showm s litile moxe of
Apelles than wo might have sxpectel from 50 simple & plot. Vhen Alem-
snder mprings the trip he has prepared, ipelles reaots as sspectad, 'y
me! if the pioture of Compaspe bs dura$, I an vndoms!' (V,iv,03-4). Al-
exander questions him accordingly, asking vhether he is ia love with Cem~

paspe. Apelles, vho boldly told Cespaspe tha® he would saswer thet 4t

?EgFEiEF

JHERERERE
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was not treason to love, tries haxd to back down,

Not loue her: Wt your Haliestie knowes that puinters in
their last works are zaid S0 axcel thezweluen, and fn this I haue
a0 much pleasod ny selfe, that the shadow an wach dslighteih mee
being sn artifioer as the sudstsnoe doth ethere that sre sworous,

(¥,iv,89-93)
Igaoring the irreverent hint of the laat yemaric, Alexander tebukes Ap-
elles in terms sinilar to thoss of Cempaspe {n the eariier somes,

Algx. TYou lay your colours grossly) thowgh 1 oould mot paist i
your shop, I ok spy into your sxouse,

The point of all this mcy simply be to give wore credit to Alexander for
Ms saguaninity « & bolder Apolles might desomo a %00 sympathetio hero «
or it may be that lyly was particularly interested in the various kisds
of deception which ave involved in the game of love. Vs reaumber the
importsnice of faithfulnoss in the catechisa of love propounded, irenio-
ally, by Apelles (III,8i1,54-41), and we motice the recurrsat imagery,
sppropriate to the painter, of 'eolouring’ the truth, sud of 'shadowing’
the substance = two fnages vhich eculd aliost be mes-Platouts, )

Saxhe sad Phao is less concerned with love between equals than
my of iyly's other plays. Thexe ins ous soens of lighthearted chat adout
iove detwocen the variows ladies in attendance on Sapho, dut it &s liitle
noye than & collection of eourtly umd faainise coxmonplaces, The omly
chareoter of roughly the s:me social standing that Phav spesks to is
Rilets, smd thedr contaot s limited 1o cme brief seeme. FPhao nekes un-
kind renarics sbout feminine dissenbling,

(1) See, for s further discussicn of this poiat, p.263¢f. below.
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%.#&.mmunMIwm,wumﬁmﬂI
no

Piao. Nelther lady: but ow shoulde men imagine women cun lous,

mua:mmmmuummmmm'nmnzu

not lowne.

Blcks, Way, wil you hame womde lcus in thedr toags?

Thacs Toa, els 4o I think there is none in their harts. =

AlleAae Yhy? N
Thag. Decsuse there was neuer any thing in the dotto of a womsns
hart, that comseth mot to her tomgs end. (111,4v,24~33)

FPhao makes use of feminine modeaty in love t0 be immulting, vheress ip-

slles turned the seame phenonenca to a compliment:

Histrease, you neither differ from your melfe nor your sex: for

knoving your owne perfectica, you sesms to dispraise that which man

most deosad, drewing thé by that mesne into an aduiration, wvhere

feeding thea seluee they f5l11 into sn extanie... (211,1,8-11)
love in Sapho apd Fihao is Veus, wanton, Iws$ful and deapised, snd Cupid,
a toy to be wom by the promisc of sweots and a 1ittle attention:

Bephip. +++Af Vemus fyet, 3:pho camne frowne, thou shalt bee ny soune,
idleta, giue hin sons aveots meates; opesks good Oupid, and I will
giue thee many protie things....

Oipdd. I could b2 suox with my mothert and so I will, if I chall

mm,m'::mu;ii' Thou shalt sitte in wy leppe, I vill

i Sweste dene | WY I will rocke
Mulm,ndfudcthuﬁthmth«ofmw.

(V,11,8-10,15-16,20-22)
fapho's victory is hollow, for ihe love she Sriusphs over is pesvish and
infantile.

In Gallathes, for the first tims, thenes not comcernsd solely
with the appropriatensss of love in the oontext of royaliy are introdmosd.
The mood is atill closely rolatei to Elisabeth’s ocourt, as we wight guess
from the oppositios of Diana and Cupid, love el chastity. Tho plot oom-
corning the love of Uallathen amd Phillida is mot divestly concersed with

the debats betwesn Disna and Oupid, dut their oonteat forms the intellect-



ual omntre of the play.

Sendwiched betweesn the two carefully balsmnoed scemes of Tyterua
and Gallathes and Helsheus and Phillida at the begimning of the play is
the westing of Cupid a2 one of Disna's wymphs. Cupid is quick o dis-
play his sweet wares,

Supld. I pray thee sweets wench, amonget all your swests troupe, is
mmmth.tmmé.mtmmmmf
Mﬂ, Ious good sir, what means you by it? or what doe you call
Smid» A heate full of coldnesns, & sweat full of bittersesse, »
puine full of plesssntuesse; which maketh thoughts have eyes, snd
harts eares; bred by desire, mursed by dolight, wesned by
ielousie, kild by dissesdling, duried by imgretitude; and this is
lowo! fayre ledy wil you any? (1,44,12-20)
wanuwuwma«mmmamnorm~w
nO means & new subject in Iyly - But the nysph is entirely sales-resisi-
ant, preforring the delights of the athletio life that Disna lesds, ond
the virtue of chastity, to tho moft life of love, and its inevitable
wveatonness. he ooncludes irreverently ‘...and so farewsll little god',
(1,44,29) & remavk which would certainly be appropriate to the Cupid of
Sepho spd Phags Cupid inm the mesntime soems 1o have grown up a 1ittle -
'Cupid though ke be a ohild, is »o bade®(II,11,56) « sud he deteruines
to mcke a1l the nymphs fall iz love to show his power,

OGnce the nympha arve in love, the dedats begins in eermest. Ve
are iomediately nade svare of the paradexical mature of chastity, ta the
sume way that Owpid esrlier expownded ths pazedox of love,

axing. O waing and onely naked name of Chastitie, that is made
oternall, and pexrisheth by $ia:s holy, aad is infected by faney:
divine, and is made moyiall by folly. Virgine havts I perceiue

are not vnlike Cotton trees, shose fxuite is #0 haxd in the Mudde,
that it soundeth like stecle, and desing rype, peureth forth
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nothing tut wooll... (111,1,15-20)
Cupid, as he threatensd, has proved that love will sonquer even Diasa’s
nysphs. The oomflict in the uinds of the mymphs is drematised in oms of
the most effective scenes in the play, vhere the nysphs confoss $o sash
other that they are in love with the stramge boys in the woods. The
aynphs alternate betwesn & rejection of chastity, as we ses in Telusa's
speech quoted shove, and a rojection of love sa & sickness, am affiiotien.

e 2t Ao SfToriols 0% Lafertedrs 10 Ve e toe Wy kX

Rad neuer boens deuised. | (1X1,1,46=7,49~50)
ﬁcmumhnﬂn.mumhnuamuh. Zhe decides
that perhaps love is mot oo bad as Dians would have it, (scoordiag to
Diens, ‘of all affections, lows hath the grentest neme, & the least ver-
tae' ‘1)) nd ahe argees that 'If Lowe be & God, why should mot lowss b
vortuous?!(I11,4,70-1). In context, tiis is to be resnvded as & ration~
slisation, a piese of sophistry indicating the axteut to whioch Oupid has
corrupted her. o Diama all Jove is wnchaste,

Shall 4t be said... that Disss the goddesss of chastity... shall

houe hey virsias t0 becouz vachast in desires, ixnowderates in affeo-

tion, wmiaperate in lous, in foolish lou:, in bese lous?

(112,4%,27-33)

his is an sttitude loss moderate than Heplwestion's epigrassatic reply
to Alexander,

Algxe Is lous o vice?
Hep. It is mo vertue. (11,14,15-16)

and, if we moy saticipate, it is an attitude to vhich & wove dignified

(1) 111,4iv,26-7.
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Oupid in lpves Setamoxchosis has & ringing reply,

Cezeg. ...though to loue 1t be 30 vice, yet spotlemse virginitie is
the onely wertus...

Sapdd. VBy, Cexes, doe you thinks that lust followsth loue?
Ceren, lousrs ave chast: for what is lowe, diuine lowe, but the
quintesoens of chastitio, and affections dinding by hesuenly
motions, that cemnot be wndone by sarthly mesnes, snd xmst not be
oomptrolled by amy man? (11,1,118-126)

In Gallathea, however, Cupid is made captive by Diana, to be usel later
as 2 yenaon for the releese of the virgin-tribute.

Ve may sssume, I think, that Disga is Elissbeth-orientad in the
zind of Iyly, and probadly of his audience. The capture of Cupid is
vary sisilar to the stealing of Cupid by Sepho in Saphe ead Phep, & par-
allel which is potnted out YW lyly, through the loag-suffering Vorms,
iater in the play, "Syr boy wherve hame you besns? alweles takan, firet
by Sapho, m0¥ Yy Dismss..'(V,114,85-6). The forees of chastity twiwph,
and prossad to torture their tortwrer. Oupid, who firet was a pedlar of

the wares of love, is now & thief,

Buets, O yes, 0 yos, hos any lost
A Heaxt, whioh many & sigh hath ocost;
Is any cozened of 3 teare,
Yhich (am 2 Pearle) disdaine doos waave?
All 3.  Here stands k2 Thiefe, 1ot ker mt coms
Hithey, snd lay ®m him her dooms. (1v,14,7-12)
~ cug of the best of Iyly's songs. Oupid is captive, zud set %0 work
untying love-knots, dut he retains his indepsndmce in o way that Sapho's
sycophantic Capid 4id net. He osn watie only those kmots which were
never tied well, or which were knit by soney, not love. One kmot
srmnes hin beceuse 1t was tied by a mem's tongue, 'the fairest and the

falsest, doone with greateat arte snd least trueth, with bea$ oollowrs,
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and wvorst oomceits’ (IV,41,52+4). love, though captive, is far from
conquered by chastity. '

Before Callathes end Philitda reveal their identities snd their
loves, vith the oomplications that follow, Dlena and Yesus oconolude the
oonfliot betwesn love and chastity, to their mutual sstisfaction. There
is the heginning of & good sorap when Vemus fivet entere. The goddesses
aro Just deginning to enjoy the fighi vhen Neptune interrupts, siggesting
that Cupid be headed over in exchangs for the lifting of the virgin-
tribute, love and cheatity reusin wnchanged fn thoir views at the eod
of the play; COupid is wnrepentemt, ﬂﬁmhuﬂ:ﬂhhﬂmu
the nymph Cupid met in %he sccond scens of the play,

Rigt2e ooohad I twentie Quuify, I woulds dediver them all to saue

nitde o be & vorts of a1 the mtente | . eantriasy
The eonfliot between Jove snd chantity is sucoessfully comeluded, but the
debate remalins wnresclved.

Speaser, in Tha Faacis Queens (book III, canto vi) desorided a
siailar sncounter bitwesn Venus end Diana. Veonw, a8 in Gallathes, was
locking for her srrast som, snd after looking in the Court, the eity ssd
the oountyy without success, she came to the woods apd fozosts to ssk the
help of Diema. Disns was osught by surprise -~ in a state of undress -
and mnswered Veus sharply. Vemus countered by hintisg that Cupld migzht
be disguized as ons of Diana's nyaphs,

sootith I am affeanrd,

Isast b like ons of them him selfe disguise,
And turne his arrowes to thoir oxereiss... (1)

(1) M. git., stansa 23.
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dpmser's allegoricsl debate Detwesn love snd chastity ia extended My

the dfsaovery of the bemutiful dmughiers of Crysogone, odopied by the

goddcnses a3 Belphoede and Amoretts. The subeeguant history of imor-

otts shows clearly that Spauser Delieved that love and chastity cowld be
ocabined in married fidelity, a comolusion whioh sesms 20t %0 bo suggeat~
of in the debate in Gallathas.

While the struggle between Dians snd Onpid s going om, Galla~
thea and Phillida are imvolved iz & Jove affaiyr whiok has rather &iffexw
@t problems. The somes batween these twd sxplore, semsitively, the
complex of ewbigeities imherent in the situatiom, two mmall beys seting
giris dressel s Doys, esch in love with the other, eash half afreid that
tho other i 28 he/she is, There is no attempt to tllustrate love,
dhastity, or any cush abeiractiocn im this plot, omly the dvamatisation of
one of the atranger situsticas that love and feminine modesty land theae
selves in.  Gallathea snd Phillida chow thet love is 2ot necessarily
iomodest or vantom. For the purity of their lowe, they are yewarded dy
the opportunity te enjoy it,

Xent. muwmm.-m. end foolish, for ome Virgine to
doats on smother; and to Imagine o constant faith, where therg
can bo 20 coune Of affection. Hous like you this Yeuus?
ige I ldke well and sllows if, thay shall both s posicssd of

T A e e Y
Decpitc tho faot that the debate betweem Vezus smd Disna is
not resolved, the love of Gallathea snd Phillide is rewerded, sccording
to Vesus, as the result of thelr fidelity. It loeks as if Iyly is here

hinting at & solution not far removed frem Spaaser's Jasretta; the
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girls ave & perfest example of chaste love, and ave a living oomtredio-
tion to Disna's seousption that all love is wentom. Gallathes has the
last word ia e play, pleading to sll the ladien presemnt to yield them-
selven to the parwdoxical delights of lowe; althowgh Dians snd Yerms are
Jeft agreving to differ, Iyly himsel? soems maxtous to dexamostyets that
love snd chastity aye not neostaarily 0o matually exolusive.

In these three enrly plays, it is poscible o see & pattern
smarging.  If it offends decorum, 1ovo oun be sn abasement sad wn infec-
tion; Alexsader and Sspho oould pot yield to love beosuse of the irre-
eponstbility of such action, pertioularly sisce the loved tmes are of
lowly birth, snd the aymphs of Jana zust rejoot love becssss it would be
nost unseonly if the followers of the goddess of ohawtity ylelded to wane
tonness. Despife the apparcat suggestion that love is necessarily wun-
chaste, the loves of Apslloe end Canpaspe and Callsthea and Phillids
achiove & hapzy fruition becanss of thelr minplicity snd faithfulness.
he tmphasis ou the faithfulness of these lovers, asd the freguemt deroga~
uumumfmmmmnugm,mgmmtuhu
desn interested in chentity, exoept as a politicel meceasity, thm in the
righte cnd vroxgs of love. Jodinior and Jowes 3
plays mowt conosmued with the theme of love Betwsen equals, ave less tied
up with political conmiderstions, and awplore the whole question in &
mch freor way.

Blinion ie & play of many sids-plots, sach with its own imter-
ent, and each dound to the centye of the play, Cyathia. Iyly wxplores
love in its many verietions asd varistioms. Tovards the end of the play,
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Cynthia, rmmmummn&mtormw
things m0 neatly, comments on the sucossaful pairing off of the dramstis

Vell, nothing resteth nowe imt that we depart. Thom hast
wr fadour, Jellus her friend, Bumfnides in Pavedios with his
Sexom. contented with Dinass. (v,441,271-3

and them of oourse there is the fimsl pairiag of Sir Tophes and Bagos.
There is in the play no simple ceatre wpon & debate, for cach pair of
lovers represents a separeate variation on the basic thems, love betwesn
equals ~ except, of course, for Nodimiom, who loves Cynthia, without hope
of reward.

Farlier critios have sought various sllegorical explspations of
the attitudes and actions of the cemtrsl charseters in Nadimics, and have
attespted to explsin the play in torms of political intrigee or meo-plat-
onte sbetractions. ) The posetdility of politicel allegszy has bewm
discussed above and does xot conceys us here. The diffioulty of assign-
ing capitalised sbstrections to Tellus, Esdinton, or oven Cynthis, is thé
their actions end utterunces sxe too complicated to he pigeonholed im this
vay. Poth Jong ond Ruppé oversinplify the interesting sad paradoxical

@ log, "The Pomsil- e '&ﬁ:&m i&h;' PRIy (1509,
- . 2 o g :
pp.léz-&h and 'iyly's Bodinion, an Addemden’ Hoder .
VI1X (1910-11), pp.599-605; B. F. Huppe *Allegory of love im Igly's
Court Comodies®, E.L;H., XIV (1947), pp.95-113. For the discuse-
iom of the politioal allegory, ses X. J. '
(londom, 1843); G. P. Beker's edition of Endvaion, pp.zli-ixxivs
Bond, g9ps Sits» WOl.I11, pp.81-1033 Feuillerat, lyly, pp.l435-1903
?isgi)h 1215 m&' W m&? m aad .li;..ﬂa ghf'x'z','gm,u,
PDe 3} s We 13 ]
IVIT (1942), pp.354-369, ’ ) ’
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nature of Tellws by calling her Narthly Deaniy or Barthly Passiom. 4An
allegory of the kind scught by thess crities would requive & suoh clsarer
and more neatly dovetailed series of actions, admitting no spology for
appavent inconsistency. J. A, Brymst, Jr., in a paper on ‘e Natwre of
the Allegory in Iyly's Estymton’''}) makss & break from the tradttion that
looks for a 'meaning' of the play, snd suggests with grest plansidility
the geneais of its umususl structure, starting vith the simple sesumption
that Iyly choss the nyth of the slesp of Endimion for the purpose of
finttering the Queen, Arguing frem this, Brysnt rcasons that each set
ofmtmhmd.fumtmm.arﬁMtumw
so dear to Jyly. He can bo grateful that the good sonve of Rryant's
paper has removed the necessity for lecking for a single key to the mesn-
ing of the play by the relatively cluvey tool of allegary, Wt there is
cne question arising fron the critical sttemtion that the play has ree
ccived vhich is vorth asking. VWhy have so many ovities found it necess-
ary to lock for am sllegury? Even Tuckor Rreoke, in the most bdalanoed
mrvey of the question,'?) assmes that the mesatng of the pley is depene
dent on an allegory of some kind.

The trath is, I suppose, that lyly, the lover of paradex, has
here prosented us with a paredox in the eriticlam of his vorks. Eodinm-
iop scemn to be so carefully written, 20 subtly intexwowem in the sanller
symetries, that it is diffieult to acoount for whalt sess to be larger
discreopancies. Zomles snd Pamslion go into Oreece mmd Egypt respective~

(1) AL BELOS FADOTS (1”‘)’ ”"-u.
(2) C.f. Tacker Zyooke, op. ois.
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1y, snd bring basck their appropriate philosophers, Pythagoras asd Gyptes,
to attespt the hesling of Endimion; Flosouls iremically sattoipates the
fast that Tellus attains the shadow, Rt the substazce, of Bndiuton; 't
thevs, and other points like the:s, show that Iyly wes sn artist as cave-
mumamaummammuhmumm
the ayntax of his periods. m%mwmmmnw
in & cartain way, we mist be sure that there 10 an excellent ressom for
1%, and, in the later plays partioulerly, 1t vould de wmrise %o explaia #
as the remlt of & mechaniosl neosssity. Iyly may have introduced the
JMM'W.MM.mthWhMM'W
1on, Wt, as Brymnt suggeats, 2 the st of chooning i particuler

m«mmmnwummtammm.umy
mnt be Judged by the emd product, 2ot by the prooese by which it was

reachid. The reasuns why oritics have looked so parsistemtly for alle-
govieal significsuce wvithin the play are, I think, twofold. Irly hine
self toyed vith the idea of allegory, a5 we oan see in his sporedic use
of a physicel allegnry. The oonbdnation of a rudimentary political

allegory, in the obvious representation of Cynthia as Cusen Elisaboth,

and & phyiical allegory, sven if 4% doem not cxtend bayond the first few
soemes, 12 aloost irresistodly temptisg to thooe with the ressaved spirit,
A seocnd yeuson, less odvious, Wt possidly wore fundsmemtal, is that the
artificial world of lylym comedy is mot capadble of :malyais by the seme

(1) Ses below Pe 57,
(2) Ope 94%,+ pebe



3.

muumhmaummmmmnmm
drama. If we are confronted by a series of seaningly incomsistest
mmsmwmuummnuammp
.mmmt.nummm-amm
gesture of friendship by offering Sylvia to his tweschercus friesd - we
look for sn explanatios in terss of charscter. Proteus is an emdryeonic
villain, Valmtine (1dlce Hssenides) has resd his Supkmes 400 well, and
furns his other Christisn or Platonic chesk. The perfidy of Proteus is
easily explained, docsuse he gives the working of his mind, and the mote
ivation of his acticns, 1o eome detail by sclilogey. Valwmtine's actien
is less couprehansible and ruquives sn axplemation in terms of influemce
(nIhwaW)arhmanMhﬁm
vhich finds cnly one obvious mamifestation. There can be ne Goubt that
this im one of the wuaker points of The Two Ge ¥lonan of Yayoms. Oritics
have not looked for an explanation of Iyly's pluys in terws of character
m»mumw«-m»mumew»mmﬁmm
to arrive at the adetrasiion of chavecter we must e able to refer both to
the aotion snd its motivation. 4 single wewstivated astion in a play of
Shakespeare's proves a difficulty in the wadersteading of the pliy; me
wonder then that o play with as meay axbdtrary actions ss Enfinion has
mtmﬂuMWb'twwmthlaw
tion. Ve are given in great detail the story of Telius's deseptiom, and
the growth of her jealouay, in the final soens, dut we are gives 2o
reastn for hor seemingly willing acoeptenocs of Corsites. Her moceptance
mat accordingly be explained as tho marriage of Rarthly Beauty snd
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Semual love (long) or Jarthly Passion and Physicsl Foros (Bappé).

The progression from motivation to action defines chareeter,
and we do not find this movenmt in Iply's plays. Cosplex shermeter
nay be revenled by & complex reaction (or, as with Bemlet, mem-ectiom) to
a oconplex motivation, In Iyly’s plays we find conplax sotivation lesding
to 50 action at all (Saphe, Modimiom) znd sotion without spparent or ade~
quate motivation (Gyathia's treatment of Tellus snd Sesele). The sngver
to this odd situation, as I see 1%, is that Iyly was far more interested
in the static situstion of conflict than in the sotiom resaiting from it.
Iyly exploved the possibilities of varied ssphasis vithin a static relse
tionship; homwtn-nahmiamhiuﬁ-ahﬁm
Masiosl analogies ave often drewnil) to 11lustrate the difference betvoen
Iyly and his contowporeriess the point I am tryinz to make here is nicely
1llustreted by the difference detweon Debueny and, sey, Prales. To
Bralms, a given chord wed part of a lagies) harenie progression, a dis~
sord was either resolved or further developed; Debusey employed the asme
ohord as un cad in itself, he laft 4t unressived, snd explored the sonor-
itfes inbepent in it by his cherecteristioally Inetd orchestratiom.'?)
mmtrmmmuhmﬁnriummwumuhlemm
ant than the examination of the rulationship Botween the motes in cach

(1) Bee e Co Bradbrool, m ’O”f m' MGD p-159.

(2) An equally valld comparison oculd b mede wiih osmpssers nlm
Irly's tius tummmmumnm
mnwm-mumaruwumzumauo:m
anoo by, for exmple, Clexmt Jamequin - sotably im }
Wﬂ&ﬂshﬁtﬁmmmt{um
syllables.
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ohord; oritioal attentiom ahould be directed towawmis Iyly's sxploretios
of each relationship he puts before us, rather than at the develspasnt of
chavacker or allegory.

In tha discussion of lyly's attitude to matuvel order in the
previous chapter, I have suggested that o iyly it was importeat that the
iainn gna e preserved, $hat gods shoull aok liko gods, kings like kings,
moytals like mortals and servants like servents. The ineviteble reeult
of the careful maixtensnce of order wes hat fio plots of the plags under
discussion tended to be stakie; oouflict was not so uuch the resalt of
disoxder, as the remilt of a threst of disorder, and the yesolutien of
the sonflict came with the rewsval of the threat, either neohmasoally, ss
Cupdd®s ssrow han ite affwct om Sephw, or by the atwsngth of tho sentrel
character, as Alexsnder throws off the effecis of love and Mdas lewras
mility. Dresatic fntereat in these plays was cbiainmed from & static
situation of ecnflist, axplored st lemgids a single chord, ita vescamnces
senaltively sxplodtel. 8¢ it 1s with the loves of Callathes sad Phillida,
mumammtwmmﬁm,ormmmmﬂm
as there 16 In the woeing of Cumpaspe by ipslles, for the girls simply gé
thempelves m0ve Mepeleaily im love sad mive hopelescly confussd ag tine
go8s aZe A oritical spprowch shich taktes us its yurdetick the apprecia-
tien of & treatmemt oi siatic asnflioch, rather than looking for the drune
atic rovelation of ohareeter or the allugorical exponiliosn of idosw, is
partionlaviy helpful ir & stwir of Bujisige.

e may netioe Shet in Rodision lgly retums to the seme dusie,
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that in the later play the cns~sided love is tastfully directed upwsrd,
from Bndinion to Cynihia, imstesd of dowaward, as fyom Alexmuder to Come
paspe,  Iyly avoids the dangercusly two-sided love of Sapho end Pheo.
he relstionshiy between Cynthia snd Brdinion has bewt discussed in the
previous chapter, and litile need be seid of 1% hers, except that Bodimies,
at the end of the play, is emnchlel by his unattainadle love, in the trus
courtly sentition, *) na be 1o revarded by o returs of ks youth vhm
Cynthia perceives and ackuowledges his lovs, snd mezamuimously allows him
to contimme to love her.
rigg, this henoursble respect of thime, shalde christned lows in
& ny revard for 4t Tewor,.. contimse as thou heat degum, snd
mm*mmtmmMumnmanm
(¥,441,179-80,186-7)
Hore intwvesting is the relation Detveen Endinion and Tellus,
md the fxplied relationship betwesn Tellus and Cynthis. The opposition
expressed in the probable stage-setting, with its separate doors iadicat
ing sarth and moon, would tend to put Cyathis ond Tellus on the sume
level of fsxportanes, as rivals. Tellus comsiders haorself to De mo laos
wortdy of Endinion's love, in & passsge that lays heavy strees on the
pliysical relakionsihip of carth snd moom,
Dose, Fadem?, if you woulds coapare the state of Sypthis with

TOET Tueer Jou would sather yoold Yo contends, bedng betvecns
you snd Ber no cOrPRTiNON. ..

§
g
;*
i
i
|
i

(1) Sse 3cabe's oretion on lows in Cestiglions Th
Rvexynan of. ’1308  + 28
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nayther thow, moy IEndinion, nor may oould lows, or line.

(1,38,13-26)

Floscula tries to put her iz her place hy poimting ont that Cynthia com~

forta all things by her influemoce and ecamsnds all orestures by her suth-

ority. But there is no doubt that thare is drematically a triamgle of

confliiot betwemn Tellus, Cynthia and Endizion, with Cynthis's role, va~

$11 her meagnsninous gesture in stooping to kiss Endision, a passive one,

politieally safe.

This trieagle produces intersal comfliot in both Tellus and
Badindom. Tellus is involved in the parsdoxical situation of the jeal-
ous lover, & figure vhich Iyly retusaed 40 in the alwest tragie figure
couseats 'A strengs effect of lows, to worke muoh am extréue hate' (¥,
144,93), and Tellus is evare of the love-hate sontradiction,

Inth I s Enlinmicn thou shouldest &fis, bessuse I lous thes well}

and that thou sbouldest liue it grecusth mse, becsume thou louest

Cyathis oo wall, In thoee exivesdties shat shall I deef... Ee

shall neyther liwe, mor die. (1,14,35-9)
Hor first thowght ia to foroe Endindon to love kevr by enchaninent, tut
later finde that the beet she can do is to vemd hin into & deep sleep and
arrange that Cynthis showld de 'isalous of him withont oolowr*' (I,iv,41).
Plosomla varss Tellus that

S e Rt mae,,

in sudstmce or savour. (1,44,70-2)
Qae of the less cbvicus touches of symmetry in the play is the fast that
um.mhmummmu,mtmmum
and wos granted by Cynthia 'so mach of Enfinion as his pileture commeth
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to'. TFiosoula's warning wes ssaver the nmk than either of them real-
ised. Tollus later inturs Cynihia’s displeasure, as the result of what
soeus to be & fairly immosuous remaxk (II11,4,%6-9), and becomes {nvolved
with Coreites as & vesult, Ner attitude to the soldier-lover is simple
asusment; tespered with soms tolesmnce. Afber shw has presimdly deen
fmmired for some time she emerges fyom the castle %0 moliloguise, Hor
love for Bndinion im still stroang, but she doss not went t0 get onte the
wrong side of Coredtes,
...uxqmmu:.zmmmmm I meane;

if too fdrward, emicy lesse liberiy tham I would; hin I oamot,
& therfore will practiss that which is most customarie to our mex,
to dlmscudle. (1v,4,24-7)

Hore from pure miochiaf than sny other reascn, Tellus eatreats Gorwites
to make trial of his boasted stvengih by aoving Esdiwion, & labeur she
knows 0 be lopossible. e maintains virtuwously thet suck deviocos are
necessary for wowia te keep ne under ccatrol,

vesbut Such shiftes must womem houe to deceiwe men, and vader col-

car of things cemie, intyeat that vhich iz imposeidler otherwise

we should de olibred with importunitiss, ocathes, aighes, lettere,

and el) innlemants of loue, vhich t0 one resciucd to the contrexy,

are mast lotkaona. {1¥,4,74-8
Degpite her spparent dislike of Corsitss, Tellus is finally persusied,
usder pressure, to ascept him, Phwn Cynthis has hoard the reeson for
the jonlous sotiens of Tellus, sad Endimion's youlh has Deent a3 mivmoul-
ously restored as the youth of the reet of the csst wes mivaoulously pre-
sarved, she offers Tellus a pardon if she acespt the love of the wronged
Corcites. Tsllus accepts ‘most willingly' (V,414,245),

Tellus's nisdemesncurs are of three kinds, She is prowd,
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mmunﬂmmmmamumm.mm
u-ﬂnmm.mmmmm:humwnm
way on Sndimion, emm,amnormneam.aumu
look 1ightly on thess offences, sxsept for the malicions sachsatment of
Badinion. ihe spology that Telius offers, at some length, for her sete
1ons, 1s besed on the EEtemAting dreumstanoss that Endinicn decedved
her by secntngly refurning her love, vhen all the time hopelesely enzn=
oured of Cyathia. In snmver to this scousation, Eadinicm replies that
her acoommt was trve ".ouin all things, but that ahe said I lowsd her,
md ewore to honour hewt (V,114,157-8). Dt we alresdy imow that
Tellun's conplaint was Justificd. As she comea ua stage for their only
nosting, Mndimton, at the and of Ms leng Gyathieflattering elllogy,
mtters 'ME 20ft, here commeth Tulins, I st twine my other fave %o her
like Jampis; leant she bo an muspicious as Koo' {11,1,45-5), un ataissics
of two-taceiness less than flattering to the swppoccdly pexfest osurtisr.
nmmmm.mmwmmmw
tiom; ironically, the deception is poistlesa, sines Teliws, aware of Mo
dimica's duplicity, has alveedy likenzl hexself %0 Jaoo (1,14,67). e
ney waspect that lyly is yore interestod in the lovo-hate confliet in the
nind of Tollus then ho is in the courtly coxsomplaces of Endinion's
pension, for he providos har with an adequate motive « Dadinica's
dissmidling - at the axpense of Endimion's perfection. lyly 414 mot
bother to Iind & motive or an excuss for this deception, it is mimply a
nscecsaxy mofe in the chord of Tellus's jesloumy. It is nmot altogether
surprising that the paradex of jJesloumy, whiak dvives o man to kill the
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thing he loves, should have sppealed partionlarly t¢ Iyly. The thamo
refuras t0 some extent in the sction of the foresters in loves Hetemoy-
ahouis, ad strongly in ihe mear-tragio figuve of Stesias. I do mot
wish to suggest that Tellus is the rexl cmntre of the play, & tvagli~
ocomie heroine, Wt I 40 sugzest that bare is the most fully realssed con-
fliot, even though it onde with & rather surprising fisrve de niosriie.
She satisfies what wo might call the equation of drvce; & cosplex motive
ation leading to & confliot which resolves itself inte aokion. The cul-
uinating sotion (har Devitching of Badinien) however, is over too carly
in the play for us % oonaider her the cmtral figure.

The only other charsoter with a fully-resliised dresatic oqua-
tion is Dememides. BHis Mg meaent cones 1o the soene with Geron, where
he iz fooed with a choice betwesn his proud mistress cnd his felthiul
friemd, It is, of course, & variation on tho csmtral theme of Busbuss,
et on this cocsston Punenides docu the right thing and cheosss his
friwd before his sistrens. Sumenides, evee gore them Esdimion, is the
perfect courtly lover, lkoeping his love searet even from the Jovel one,
recediviig 56 emcouragemsat, snd being overcone at epproprists intervals
by fite of sighing and wecping. I sm mot sure that Iply's treatumt of
Eumenides ic altogether serious. Thare 1o surely seums ifromy in the
rhetorieal request,

T R T S e i e
bayond mcasure, I take s surfit without recure...  (1II,iv,96-9)
mincs it {8 hardly likely that he will escape without some dash to his
dslight with Semels, 'the very waspe of all womem, vhese tongus stimgeth
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o amch as an Adders tooth' (V,114,2054). He melkes & similar remask
(V,114,250-40) after Semels has capitulated, sesningly becsuse she vants
hin to yetais his tongee in order to comtisue flattering hev. The whols
business of Semele's punishaent, committing her tongue clows priscmsr #o
her nouik, seems 0 be for the ssko of s sudiguous end %o the love of
Panenidos, leaving us in sowe dowdt ss to wvhether he loved ox - an Geron
suggestel (III,iv,62) ~ doted. It is aluost as thowgh lply were zoing
out of his weay in this play to aveld sny suggestion of a styaightforvard
love.

As we lock at the muperficially meat group assexdled su stage
for the final scens, we caxmet help fogling that thay are an extrasrdin-
ary collection of couples. DSeuelw, the waspish, is coupled with Pemcne
ides, who sewmed quite prepaved o fake her after a 'ocnsenting’ silwmes
(a2 & gocd actor would have zede it an eloguent silemow). Tellus, hav-
ing sent her love to slsey for forty years, end having shasefully tricked
her lover, Corsites, is acoeptsi lovinsly by him, despits hor earlier wae
willingoesws, and her oxuel treatosat of hin. If Sumenides is treated
with & grain of salt, Corsites is seasotied with s spoonful, partioularly
since he bas 8o »uoh in comwon with Sir Tophas. Gexom end Dipsss are
osrtainly en 04d pair, alihough we 40 wot learm a great decl about thesi.
Parhaps the moat straightforvard love of then all is that of Sir Tophas,
who ia quite happy to sémit what it is he is after, 'Nay soft, I cammot
hondscmly goe to bed without Begot... Turee her to a troe lowe or false,
%0 shee be & wensh I oare mot' (V,11i,274, 279-80). Hoppiness is
achieved by these couples only whes, at Cynthis's persussion, they



asospt md forgive the imperfestion of their pariners,

The plot of Jpdiaion, as I have entablished adovs,')) 1x much
more highly unified tham the plots of the eariier plays, dut the debate-
themos ave more various. In Galiathss there is ouly the ons debate, be-
troen love and chastity, although the love of the tw girls silemtly
srgwes that love md chastity are mot mecessarily mutually destructive in
the way that is indicsted by the reluctant atate of penceful cositstence

Zizign thore ars at lesst thres de-
hate-themes, the ocafliots cenirad in indimion, Tellws and Emenides, al-
though they are all comoerned with differemt aspeots of the question of
perfection or lmperfeotion in love. Indirion vorshipe perfeetion, Mut
is wnedle %0 emjoy his love; Pumenides werihips Sermls, Wi is menifest-
1y imperfoet, snd it is caly by scoopting ~ or refusing %o delieve in -
her imperfeotions that he attains happinesss Tellus is sn exampls of
that greatest of inperfections in love, Jealouwy, and vust be ocomntent
vith the second bost in love; Corsites, Gexom, and svem Sir Tophas, all
iliustyate the nesessity for toleranes in achieving happiness in love.
T™he developmsat dbetwesn Gullathes and Npdinion is such that Iyly is sdble
to explore more fully a wider ¥aage of ideas. Thie is prodadly both be-
cmss ihs plot is tecimicslly wore wnified, meking less necessazy the 'un-
iftcation vownd debate’, () na becsuse the strusture of the complimnt to
the ueon, by virtus of itm groater tactfulness, is less limiting.

(1) See ”.m oy 220 £. adove,
(2) Baster's phrese (op, git., p.160),
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Ve aight sxpect, in a play with virtuslly mo conflict between
mrmtm.ﬁﬂmuammmbmnnnm
Elissbeth, that we would find a freer aad more complete sxploration of
the idess implicit in thees earlisr plays. This is, ia faot, what we
fisd in Jgves Netamorohosis. It is wnfortunate that iz this, perhaps
the most interesting and satisfying of all Iyly's plays, we have what we
must consider en iwperfect text om vhish 40 base our stedy of the play. 't
1 éo not think, however, that any revision whioh the play may have wnder-
gone for its later production by the chiliren of the (hapel has mater-
ullyalmu,ﬂrﬂmaQMnntmmum
Joskie, while possessing au intellectusl tentmess spproached, I thisk, By
none of Iyly'e other playw.

(ue of the fov artioles 0 add significantly to our usderstand-
ing of Iyly since the classioal worice of Jomd and Fesillerst 1o "Yoral
Allezoxry in Iyly's loves liet
mampwwadmmmmmm-.mm
conclusion that the play is a moral allegory of an wnumss) kind dealing
with Exoess of Resistence to love (Brisiothon, the threo nymphs), Eyoses
of Fidelity (Fidelis, the thywe foresters), amd Excsse of Reaponsivesess
% love (Protos and Petulius). (3} It 1s perhaps wnfair to swnsariss
Parnell’s work in these terxs, Tor he is st his best when dealing with
the play iteelf rather than vhen he is extrecting capitalised sbstras-

(1) See p.S 1. shove,
(2) S B Liology, LIX (1%5). ”01"1‘.
(3) rmu. M PP 14~15,
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tions from the themes he has been discussing. The truth is that in a
play that deals @ patently with gymbols (the rook, ross and Dird, the
&m)ithﬂﬂﬁluhmutmddhnﬂﬁdl. The fsat
that Pamnell must call on such involved abstrootions is an indleation
that the eritical method is iasdequate.

Joveq Hetanornhesis, in structure, is rather like Onllathes
mimus the sad~plot. There is one thread of the plot which deals with a
debate thems ooncerning two gods ~ Disms and Vemus, Coves amd Oupid -
maicing use of pastorel figuvres to dramatise the dobate, and there is o
parsllel thresd whioh mekes a non-ezplicit commsmtary on the other -
Gallathen and Phillida, Protea snd Petulivs. he remarkable siudlarity
in structure, howsisr, serves oaly %o ampharise how differeat the plays
are in their basic suswsptions ehout lov:z, The cholce of gods in loweg
Hetsmorphosis ie & olwe to the change im tone. Gallatheg osposes Dimma
mm&.uzmm-mmmmmumwmm
feoklesmoss of love; isseaeyphosis sule boefore us & Fuok loss ob-
vicusly coaflicting pair, Cures the goddess of fruition, imotdentally, and
rather paradoxically, chaste, and Cupid, mt the mtschievious boy of
Sallathog, tut a aighty god who spesks caly from his $aple, and to whom
Cores sud her nysphs mmst pay thelr respects.

The pastoral plot of Joyr; Earerobpai s
mm«tﬁmm.mmm%mmmmu
their love by the oheste nymphs of Dissa, The lovs of the forosters is
sterile: they ave suiprisingly syaiocal about love for theee who profess
thenselvas plavos to lows,
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I see, fonteuun, vy it is fain'd by the Posts,
loue sat vpon the Chaos and orsated the world; since in the

te lows hath sy spaxics of Diwinitie in hiwmg
Bate oo £ ¥i12 oiks dmmger Lakows ant ateilo % mbive e
e vith 1oy focitics of OuF 2ominy 1ot oo bes sonshant fo oo
worlds srroura, and sesks our owne torments. (X,1,1-3,9-10,17-20)
The foreaters despine their ownt desires, but scoept them becsuse it would
be harder to Overcome thes. After each has pursued his nymph and tried,
without suocens, 1o perzande her to yield to love, the forestcrs go to
Cupid to ask revenge on thely mistresses. Theve is mo differentiation
between the three foreaters ~ they are alike in the shallowness of thedr
loves. Their revenge on the threo nyuphs, though mperficially like
Tellus's rovesge on Dndinion (Mndivien and the three aynphs are all yend~
ered insctive) is not motivatol by the complez resstion we sew in Tellus,
they are simply returing spite for spite.

The nynphs, similarly, are sterile; frigid, not cheste. The
shorecteriotics which lead to this sterility are elsarly snd appropriste-
1y differentiatet. Fisa is stupid, Celia is prowd and Niochs is incon~
gtent. Yor their refusal to love, they are metamorphosed inte a rock,
rons snd bMrd respectively, by Cupid, as & punisheect, In ones of thoso
touches that stexp Iyly as a plagwright of ideas mot slichés, the nymphs,
upon regaining their iumen shapes, decide that metamoyphonis into objects
so appropriate is easier to dear thim the indignily of yielding to love.
The stone was safs from 'the importunities of mea, whose op:ia flatteries
make way 0 thair secret lustes' (V,4v,69+70); the vose, which, *dis~
tilled with fire yeoldsth aweete water' (V,iv,81~2), is better off thes

3
'
i
:
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love, wiich 'ia extremities, kindles fealousies’ (V,iv,82-3); the dnd
of paradise sav in the heavens ‘sn oxderly course, in the earth nothing
tut disorderly lows, aad pievichnesse’ (V,4v,97-8). It is oaly whem
Cupid threatens to turn them to mousters losthaome %5 others sad them~
selves that they capitulate. Eafore they accept the foresters finally,
the syaphw wvars that their natures have not changed, and that their love
vill be imperfeot. ‘e foresters acoept imperfection with the same cym~
icimm that they sbowed towards love at the begimning of the play,
Bamis, Oy my owoets Hisp! bes vhat thou wilt, and let all thy im~
porfections des cxeuscd by ve, 30 thou but say thoun lovess me...
iat me blesd eusris wimmte with the prickles of the Hose, mo
I say onioy but one hower the semour...
il #y sweete Kighe! flis vhither thou wilt all duy, w0 I may
find thee in my meat st might...  (V,4v,136-T,144-5,154-5)
e confliot betwem the forestars and the nymphs is extended by the
oprosition of Ceres and Oupid., Cores, suppovedly the goddess of fruie
tiom, is as suspicicus of the wtives of love as har aymphs,
Sarene +outwoete Quptd. lot them not be deceiwed Wy flstteric, which
taizeth the shape of affuotion, sor by lust, which is elethed in
ths habit of lowe... (?’1.5“)
end although she adnits that *to lows it be no vice', she like Disna,
believes that *syotlecse virgiuitie is the oncly vertwe’ (11,4,119). It
is in saswer to this that Cupid makes the mascoredle reply, which I have
slready queted, thak lovers are chuste. As Paraell hanm pointed out,
Coxen reasins querulous end timid in har attitude to love to the end of
tu»w-m'

The vices we see in the nywphs sad the fovesters are portrayed

(1) ramell, op, ait.s 0p.12,M4.
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in extreme forms in Fidelia end Erisiothon. Pidelis was metamorphosed
to & tree 0 avoid the sensusl lust of & satyr; she represeats the com-
plote wvithirewal from sex. Nrisiothem, in Ms action of violense, oan
only represent the extreme of physicel lust that culminates in rape. (V)
The nyaphs' rejection of love becowss complete im Fidelia; the forsaters'
eynically physical sttitude to the fruits of love becomes the physical
violmoce of Erisiothon, The already cvocstive symdolism of this spisode
beaomes evon more atriking whem the goddess of fruition sends Pamine to
goaw at tho vitals of Frisiothon « the imevitable imersase of an appetite
fod by vioclsece. Iy contrast ~ end again we rvat scknowlsdge scne poet-
ioal profundity ~ the fruite of the ¥spe are fresh flowers (V,1,%-~7).
The fast thet we can usderstand Fidelis and Nrisiothom in terss of ah-
stractions is an indication of their extrems positios in the plan of the
play, mot an invitztion to look for sllegory im the more coaplex figures
at the play’s contre.

Parallel ¢o the plot of the nymphs snd foresters im the story
of Potuliue and Protes, filling the sens drematic purposs o the love of
Gellathes amd Phillids in Galisthiss. Protes sud Petulius are the ouly
couple in all the plays, with the axeeption of ipelles snd Conposps, with
whom one oan fesl in complete myxpathy. Thalr love is far fyom perfest,
dut it is positive. Frotes, at some time prior to the play, was esduwozd
(willingly, ome gathers) ¥y Neptune, w0, in gratitude, changes her first
to a fishersuan, %o awoid the Zarshant, and later to Ulysses t0 save FPet-

(1) ‘e poist is made by Parnell, op, cif., p.6.



ulius fvom the olntohes of the Sixem. Moth thece metaserphoses are rich
in symbolic overtonss. The Ferchaat, it seems, 1is prepared to make
ocuneraial wee of Frotes, by prostitution I suppose, but he ie foiled in
his sttempt (offstage) by Protea's metmmorphonts into & fishormam. I do
pot think that it is reading too moh into this to see it as sn iromica)
Souble mutendre; the mevohnt, desivous of becoming u fisheonger, epacks
tc & Tishormem about the one that got away. Protea's pre-play lapee is
Suplicated by Petulins’s onstage nesr-sefustion by the Sives, snother
fish-figure, and probably 2 ayubol for a prostitute,'’) Taese two, 1o
oontrast to the nynphs snd foresters, ave wara blooded. Again, howover,
and in this they arc like the foresters, they achieve kagpiness only by
socepking imperfeciion, this time the woral lapecs suffered by each.
Petulius and Protes are at the camtre of iyly's parsdoxioal
vier of Jove. ihey sre techuically unfaitlful %o esth other, and yet
Cupid sirgles out their faithfulnees for spocial connents they are doth
imperfest in their love, yot, by the accepimocs and forgivmess { a wamm-
or word than tlerence is necded) of their imperfecticns, they schieve
sonething oloser to pexfestion in ithoir love than sy of Iyly's other
eouples. Porhaps the reuwom vhy oritics have boem unzhble to agreo
virether lply's pliys ropresent sn sxposition of Christizn or Platonic
love 1s thal in fwot they are a rumarkable fusion of the twd. Asoep~
tance, with cheistian forgivasenn and tolersnce, of the ixperfect mature
of mem, the shadow of & perfevtion, leads to human happisess. It way de

(1) Sec Zupimes, Bond, gp, eit., vol.I, pp.189 smd 295.
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that Iyly's ccncept of the imperfeotion of man owes more to the Christien
coneept of the fallen state of masicind,*) wet, as I have pointed out, it
uamtmumm,mummﬁamtm
likems tha imparfest object to a peinting. In loves Hetamorshesis thers
is & particularly striking exsmple. outamus sdncmishes Celia that 'To
be suiable and mot to lowe, is like a painted Lady, to haws eolours and
mo 1ife’ (IIX,1,58-9). We thisk of Tellus weaving the pieture of Dadin-
iom; of Disna warning her uymphs that in love they esbrass 'the shadowes
of vertus n steede of the mbstance's ) of Trachimes cemparing the
university with the court, 'In vainersities vortues mad viees are but
shadowed in colours, white and blacke, in oturtes shewed 0 the life,
goot ana va2';‘>) of Dipsas remcwsciag *both sudetance snd shodes! (¥
(the phrase is becoxing almest a Iylien cliehs) of har art; ewsa of
Dromis scupering hinself, the trus image, with Halfpesnie, the shadow,

s sesl S)saks represemting tho person of a knife, as thow didet
m%bt ;,nma‘ & dodletm(11,i, 113~5). ’

¥ith thic dosiriae of love ia mind, 1% 4u easicr b0 wnderstand
the otherwise puanling soeme in pther Boabis when Candidus wavers in his
mmwnﬁ.ugmgmmum:mmmmm
his alleglencs by the discovery that Sileea is (like Nisa?) stupid., It
is 20t possible to irece this consept of love beyomd Joves Netsmerphonis
vith any confidemce, for there is w0 extended trectuent of love in ecither

(1) 0. 1ileon Knight, in a stimleting artiele on Igly ia R.E.8., XV
(Jl.g:). P+146 ££., seec 8 good deal of Christien eignificsnce in the

(2) M 1IT,8v, 444

(3) Spode smii Fhae 1,41,12-14,

(¢) modimion v,111,262,



270.

Kdas or Bother Bonkie. One interesting point we may notice from these
plays is that the sub-plots are noticesbly more dandy than im the earlier
plays. Potulus sud Idcio have a quiet smicker adout idcio’s mistress,
¥ith & mmber of by pens, ‘> and they emgoy onckolt-umcur at Hetto's
expense. In [pther Jogkic the pages indulzs in Iyly's most outspoken
Eumour, to the disgust of Rixmia. This change may have beon dune to
changing tastes in Iyly's swdiemce, dut iz The Wowan In the Moons, even
Gunophilus, spart from some horm-dumour st Stexias's expemse (III,1i,215-
8), svoids obvious dawdry.

Ve are now pexhaps in a position to undexwtand more of the re~
iationship Betweon Stosiss snd Pandore. Paedora is mot im control of
her protean changes of teupsrsment; under the influmnce of the malignmnt
planets che is guilty of the faithlesmess (as distinet fyom Protea's
lrpee into infidelity) which springs from frigidity. Stesias i» unsble
iotclmtuorferﬂwbﬂdm@hhhnmthmctmﬁn
wvarwmth. Stmummtmwormmmmmmm
perisaced porfection, has seen it shattored, and, like Tellus, oan schieve
satisfaction only in killing the object of his eavlier love. The play
Temains primarily & conflict between wortals smd gods; 1t gives & strong
ispressicoa of dariness by comparieos with the earlier plays. It in es
though Iyly found that man’s (o2 women'’s) imperfection was much that mot
even forgivenens and tolswenoce oould produce Mappiness, and 1t was only
by Bitter rejection of the imperfect imsge that men could assert himself

(1) Hidas 1,43,8,29+33) III,44,14-6,
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sgainst the malicioumess of the goda that cemsed the imperfectiom.
‘These later plays do, to & cextais extent, move more than the
static pressniation of relationships im Gallsthes snd Dedinion. The
loves of Gallathes snd Phillida remain emtirely static, sxcept for a
steadily increasing perplexity, thrcughout the play, Wt in Igves Mot~
mmroisls there is wome astion, notadly the near-seduction of Petulius,
in the side-plot of Protea and Petulivs. ' Similarly, the action of the
foresters and thelr subsequent repentance forms a drematio equation sb-
sent in the earlior play. Imterustingly smough, the metasorphosis of
the nynphe, though it represents sotion hy the foresters, doos mot fn-
volve the nymphs thenselves in any drssatic chamze. Thelr dvematic
equation is not completed until the surprising rejection of the forestaers
in the last scone, Together with the increased sovement in the relstion~
ships that he is comcerned with, we motics that lyly is less dependeat on
long soliloguy o revesl omuflied; the oomflict is to a larger wxtest
asde external betwesn the different groups of charsoters, rather than
omired in the nind of one. Similarly, despite the furicus plotting of
the third and fourth sote, the relstionships in The Weman in the oon
srogress in a sevies of staifc tablesws watil the fimal yoge of Stesiss.
e cen ses, from Alsapder snd Conpasps and Sallathes to Fodin-
o and g ak DEls, & strong developueat in the expression of
Irly’s idoas on love. Fron the csomventiomal idees expocted fyom the
author of Dapinss presenting & play before & virgin quses, we sec 8
stesdy aovenent towards the expression of & phtlosscphy of love whiok is
both satiofying ond profound, and which is assoociated with sn incressing-
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1y effective use of symbol, from the morality-play opposition of the shop
of Apelles with the tud of Diogemes to the moye complex Wt ssmi~serious
oppomition of earth and moor in Endinicn, to the fully satisfying, con-
structive and poetically complex use of sysbol in loves Metemerphosis.
With the evolution of this philosoply of love, there is a gredusl darken~
ing of tone, from the optimism of Alsxspder and Csmpespe to the iromy of
Eodlnian, the tougness of joves Mebmrahosls, and finally the pessisism
of Ihe Homan in the Hoone.



SPELUSIOR

It bas een ay ain in this siudy to disoover the nsture and ex-
tent of the developmnt in Iyly's dremaiic art, and of the jdeas expressed
in his plays, It has not bewm ny concemn to place lyly in the wider smd
more ocmplex developnent of the period as a whole; ke was an important
figere in hia time, although his star faded rapidly, but it has deen 2y
intention to twurs imvard to the plays thaselves, discussing them as a co-
horwnt seriss of works fiom the mind of ons mam, soh that thay illuwminete
onch other by the varied trestamt of sinilar themes. I do mot wsat o
give the imprecsion that Iyly was independmt of extermal isflwance, or
that his wvas an isolated effort influmeinz nobody; Lhere arve in fast
chbvious traces of his reading and of his educaiion in his work, which 'the
big three', Bond, Feuillerat emi Bunter, have dizeussed in detail (al-~
though 1 feal that by the £inz the plays same to be writtem the ohief in-
flusnoe on Iyly vas Bupbmas), snd theve is no doubt that both as stylist
amd playwright he sxerted o oonuidereble, if brdief, influemce on his con-
temporariss. This was a period of intensive cross-fertilisstiom, znd it
secms alxost as though svery writer was influsnced by every other writer.
Shekespesre, in his courtly plays, love's lshour's Iost sad 4 Midsummer
Bisht's Precn shows the influemoe of Iyly whee he turns to & guure that
khad earlier beom dominated by him, and Iyly in Ihe Womsn ip the Hoons
semms to have Besnt influensed by Shakespeare, 55 he turmed to a genre
vhich the younger writer was beginning to dominate.

273,
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A cursoxry resding of ihe plays may give an impression of same-
uess, but this is the same kivd ¢f inpression that the listener used to0
the wide colour renge of orchestzal music fesls when he firet turas to
the limited monorities of the string quartet, Vithin the seexingly
monochroxatic texture of the plays there is almost endless vaviety,
recoguise this variety, it is nuosssary o establish vhat things do not
YArYe Onlywhmwmmarthidmmdwmuumtkut
change is it possible to appreciats thoss that doj. It ehould be clesr,
for exmple, that lyly's love of paredox und sntithesis rensined for the
mxurmmuemmi it vas in the nesns of expressing paradox,
and in the ideas which found this sxpreesion that we can mes a chasge.
Fisally, having dooumented the changes that tare plave in Iyly's atti-
tudes, and his pressntation of then, I have exanined these chauges 10 ses,
#0 far as is possible, whether they were the rosult of expariment, the
pursuit of sovelly for its oun sike, or wvhether they represmt a true de-
velopuent which is the result of self-critiocies or the desper exploration
of themee already established,

There omn be little doubt, I think, that Iyly's use of the med-
ium of drama bocame more expert ia his later plays. The plays becume
more unified, b0tk as his oontrol of plot snd intrigue decame move oow-
plete, and as the separate sub-plots sad alde-plots beoans more indispms-
able as ccmmentaries on the oentrel idecs of the plays.  Some of the
later plays, leves Fotsworshosis, pihex Sowbis snd Dhe Nomen in the Fooms,
are axperinental attenpts to ashiers a new kiad of wnity, but the end-
products are evolutionary ss well as experimemial. Iyly's use of the
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stage and of stage offects Decame more important to an sppreciation of
the plays as it becane more subtle snd more expert, culminating in the
exprossive symbolism of Joves Seteporvhosis and the virtuose criss-crose~
ing of intrigue in Jpther Bowhie, In the later plays the opposition im-
plied by the stege houses and doors was exploited to sugoest a aixilar
opposition of 1dess between the formally delamced groups which took the
stage in turn,

Iyly's love of word-castles, sad jingling sentence-patterns
never left him, Jut there is a consistent developamt towards a more meta=
phoricnl end concrete use of language. The siwilitude 20 beloved of the
sthor of Juphuag is used less and less frequently, sud whem it wos used
in the later plays it tended 10 becone less sxotie, and more obviously
sppropriste, al times appromching the complemity of the comoeit. TRy the
time his contemporeries turned sgainst the fashionable excesses of Buphue
ism, Iyly hed himself evolved a prose style whioh, while bosically un~
changed, was nore flexible and expressive, and which avoided Ohe absurd-
ities vith which the nane of bhis first book becsme symcnymcus.

Thyoughout his career, iyly remaingd politically conservative.
Five of the eight plays vere oomstructed around a thems divectly compli-~
mantary to the Virgin Quesn, and the main interest in & cossideration of
this theme, sinoe the nature of the compliment did not chamge, is in
Iyly's handling of it. In this we omn say with sems oonfidence that
Izly's atiitude wvas axperinental; exoept for an inorcased tostfulness of
presmtation, snd except for the distinot developamt in the handling of
parsllel situstions in Sapho end Phao and Bsdipice, there is o real de-
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velopment. [lidags aay well have been & fuller and more serious explore-
tion of the dangers inherent in an inmadequate monavch, and in this it may
be considered a developwent of themes towched wpom in Alexsnder apd Com~
naime and Sspbo spd Pheo.  Aesin, in those plays which involve cemflict
betwesn gods and mortals, Igly is anxicus to smmure that oxrder is pre-
perved, with the possible exosption of The Noman in the Moops, vhere the
malicious interfersnce of the gods is comntsrbalmnoced by the elevation of
Pandora and the embittered Stesiss ~ the reverse of the magnsninous
stooping of an earlier Cynthia,

The development of iyly'a drsmatic teohnigque, and the relative
stasis of his views on the relationship between thoss at different levels
of the Chain of Neing are 2 backgpround to the thread which commscts all
the play the neture of husen love. It ie here that we find s dewelop~
neat profound anowgh, I think, €0 Justify the atuly of lyly as a writer of
sufficlent importance to be considersd on his own merit, mot a figare of
purely historiosl importance, of interest oaly %o the erudite (page
Peuilierst ~ lyly, p.409). From the charming, Wt simple snd uneomplio-
ated love of Apelles snd Campaspe, wo move 1o the ximple tut thorowghly
cowplicated love of Gallathea and Phillida, set in a debate, otherwise
unrescived, betwesn love snd chastity. Alveady it seems that Iply has
progressad to the exposition of & fairly subtle view of love, that married
f1delity 1s & possible fusion of the pleasures of love with the virbues
of chastity. With Fndinien & nev thute is intreduced, the impossidility
of eajoying perfection in love; Hndimion loves perfectics, but he is ua~
sble to enjoy her, snd the happiness of the wvaricus ill-assorted ocouples
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ssosabled cunstage at the oud of the play is achieved only by the scoeph-
snce of imperfection. The jealousy of Tellus fs the resmit of a refusal
to sountensnoe impmxfection. The Spmuserisn yesolution of love and
chastity in Gallathes is contradicted by loves Netewornhosis. The inew-
1%adility of imperfection is the major thems of this play, in which Iyly
has schieved the expresxion of mm attitudo t0 mmem lowve which is both
profound and, I think,wmique. Fumen love, the simdow of & sedetance, is
ixperfect, mnd happiness is attainabie omly by dlindneoe, if the love is
selfish or shallow, or by forgivemess, if the love is warm snd postitive.
Sosran) violence, snd the conplets: withdrewal from sex are ogwally to be
avoided. Steaise, in The Vomay bong, is wnable to aosept the
imperfeciion of love imposed wilfully by tho gods, and, like Tellms, he
sscks to destroy the objeot of his love. Uenlike Tellus, however, ho re-
fanes t0 sccept n second-best, snd, in Ms styiving for pexfection,
ditier though it is, he ashiovce imwrtality in & vay that scas of the
other chephords ~ or, indood, amy of Iyly's wortals ~ oould.

his 19 a viev of life which I fisd stromgly at varisnce with
the aceepted image of Iyly as ¢ gentlo and rather offete drematist. In
these plays 1 find a dexiooning of tome, smd an intemsifieation of inteli-
octual impact whick puits iyly shove all of the serly Elisabethan drama-
tists except farlowe. ‘here is o swmsitivity, asd pirtioularly i the
later plays, s integrity sni a sincerity in his work whiok I find im-
preccive vhen comtrested with the seneaticralisw sed heck-work of Pesls
ond Greens, for example.

Iyly’s vision of life ceatred on pavadox, ssd paradox ia of
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necessity, static. This, I think is why his dramatis personse ewbody
situations of static comfliot, rather than ohareoter or allegory, and
why, poasidly even in his own time, his plays soquired their image of
offete gemtility, although the affectations of his style nust have son-
tributed. It is a happy paradox that this very stasis preduces Iyly's
rost sffective soments; Alexander indicates that the conflict betweon
love snd war is not really resolved; the mymphs prefer their metmmor-
phosed siates, perpetuating their attitudes, to union with the foresters;
and Steains rejects a repmiant Pandors, to imortalise the confliet be-
tween them. It is no acoldent, I thisk that these are Ilylys most imtell-
sctually sstisfying plays.
In the epilogne to the only play vhich allows the static nature

of his vision of life to decoms a vice, Iyly mskes an apology to the md-
ienoce, in & passage that may speek as clearly to the wodemn resder:

Ves Toure we hame lead you all thic vhile in & lalyrinth of com-

celtoa, diverse times hearing ome dewics, & hme mow browght you to

m anl; where we first bagmne.... There is nothing

Such tebiousmease, a8 hoering sexte vorls viiered £ |

PasS...o AB 90 wo wish suery one of you & thread to leade you out

of the doubls, wherwith we losue you intengled:... (Sapho and E'h,.g)

By arxiag ourselves with the clue that Iyly's streogth liee in

his sppreciation of the complexities inheremt in an appsremtly statie
situation, we can pencirate to the omire of his ladyrinth of comceits,
findinz a paradox 20 loss unusual, thowgh rather more rewarding, thes the
Hinotear; o writer whose drama i3 statio but full of life, and whose
works, wnder & surface of grace and eleganos, mohisve intelleotusl tough~

ness and meturity.

5
s
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The caly surviviag play that the Faul's boys soted betweem
their dismolution in 1591 and their re-cpmming, in ¢. 1599 is Sumser's
by Taomas Hashe, published in 1600, when both
the childrem of the Chapel and tha Paal's boys published a rumber of
thetr ‘mustie fopperies of matiquitie’.'l)  We might expect that Iyly's
inflnence would be otromg in amy production put on by the Pml's boys in
1592, only a year or two afier his plays had played swch a prowinmmt part
nmw. partionlarly since we inow that Nashe was woriking to
mmtsiﬁbhwtlmm in the Hayprelate comtroveray.
Bat I vondur if this is mufficieat to accomt for what we find. Wil
Sosmers enters, mnd after some Tine flowving Nashs 'extempore', recollects
hinself, zad says, *Ile shewe you what a scuruy Prologe= (ihe Idiot owr
Playmeicar) had mads m2, in sn old vayne of similitedeon...’ (11.26-T).
The Prologue (it mey be Will Swsmere himself resding it, oxr & little boy,
like the Bpilogwe) which follows is worth quoting im full.

At a solexze foant of the Triwmmiri in Rone, it wes ssens and ob~
serued that the bivds ceaszl to xing, & sats solitarie on the hovse
tops, bWy resacm of the sight of A payuted Sexpit set opmly to view.
So fares it with va nouloss, that here betray our imperfections: ws,
MMMMNMW#-@!’M. yq;mum

(1)




It is obvious that we are in the presemes of Iyly; either Dashe is work-
ing from somsthing that lyly wrote, or he is parodying him in oxder to

pnake fun of the ‘old vayne of cimilitudea’. The sppeal to style as ew
idence of suthorohip is %00 often the last resort of those who have a

nch sod sothing 0 baok it up with, Wt the point herve is that this is
unlike Herho's usual style, sud that Nashe iz wndoubtedly makierg fun of
it. In faot the :ost interesting thing akout the Prologee is that it

obviously differs from Iyly's siyle in cone inportant ways. An instrwo-
tive compariaom mey be mada between the firet seatence, and the very sie-
ilar opening to "Me Prologue at the Black Pryers® in Alex
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sochnd lopidun, which coulde aot slecpe for the chatting of birdes,
T i s et b e et e e
shisld, thinking by her vertas to couer the others deformitie.
(11.2-6)
‘he earlisr version is derived directly from Plimy,'l) et the 'eixtli-
hdo'mwm“mbmtmwmmm
piwe Seientisrum, tramslated in 1569 by Jemes danaford. 2/
The striking difference setveen the two images is tuat Iply, in Alemsnder
: )y loaves it to his undiomce 0 discover the mimilitude,
mmm&m*mwmpﬂamﬁmﬁ
in mem’s affectiona...’s in the sese way Iply never gives the sthority
for his felulous beasts, wheress Nashe glocses his carefully, *Politisus
spesiceth of & beast...', and, in & later speech by Ver *that yousg men of
Athens (Aelisaus uakes mswbion of)...'. Aguin the spplicability of the
beast that Folitian {or, move probably, Agrippa again) spesis of, is care-
fuily sxplaimed. mmmnm&mmmumw.
s parody of Ipiy. ‘Thers im, however, sn entirely differeat sowsd (%o sy
eors) in the passuge boginxing 'Their censures we wey not, whoss schrces
axre ot yot unwadied s taewo suntemces have the trve Iylysan epigresmat.
ic ving. Simiiarly the pessage begizning ‘ko man plosseth sli; we
secke (0 please ume’, partienlarly ihe opposition ef ‘gold! with *irem’
sovnds more like lply than Iyly-paredy. The ‘odd triflss' appear sl
in RKaxdw's Mﬂ,(’) witten oocon affer Sy

(1) Eatrelis Historise, xxxv,38.
(2) Quoted by MeKerrow, gp, gite, wl.IV, p.420.
(3) 2.1, WM. M” wl.I, ,om’ 11.15-22,
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mutmmsmmmzymmm,ww
from lyly twice we cammot tgll.

From ihe svidemce of the Prologus, we csn say at least thst
lrly's ghont is present in the play, possibly mome of Lyly's bones
draped by Hashe with a sheet. the plag, or ahow, contisues, spart from
the interjections frum ¥ill Bommers, in blask verse, a sedius which yly
mmmamm-mm,mtz-mtmmw

A was performed. The chaxacteristics of Iyly's blmk verse
are hurder t¢ determine or recognise tiusa the cheractexristics of his
pross. It is reguler, smsuth-floving and end-etopped, whish cexrdaialy
is 2l twue of the wirwe which Roliows in upmex's lask Wil
meat. Susaar's fiesl epeech, after a pasigrric ou Klizebeth, reuds
provece of this Hosvurable rayme,
lous me (for I patronise their sporta),

I £ noke xy fienl) Teateusnts
ﬂratmauwoﬂ:l.mhmt,
of the wealth I gaue i to
mmnm.xnmmthm

Vortusmss them, thet fursat the yers abaut,
mm«nwamhmnz

i

E?

And what delights soe’'re nature affords, (p.238, 11.147-158)
In this whole passege there are only six irregular feeot, mnd this reyul~
arity is typical of the blank verse of the firet half of the play. 4
1ster specch by Solstitius conhines this regularity with some rather
Iylysn appreciation of antithesis,

Such is the atate of meax in homour plas'd;

They are gold vessels mcde for seruile vass,

wwmxmmmmmmm.
Bat coonot shelld the teapest from theneslues.
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I loue to dwell Detwixt the hilles and dales;

Rayther t0 bo 30 great to be

Nor yot 20 poore the world should pitie me. (p.245, 11.574-380)
By itself, of course, this proves mothing, Wut the interesting point is
that the style of the dlamsk verse chamges as the play prooesis. Compare
the quoted verses ~ or any othars from the saxly part of the play ~ with
some of the invective of intums or Ninter towards the end, or evem with
the still relatively piacid Jwmer's promovmcements ~ for sxaaple,

Winter, with patience wnto my gricte,

I bame attended thy immectiue tale:

S0 much wntrueth wit newsr shadowed: '

Gainat ber ovne bowels thou iris weepons tura'st:

et nons belecus thee that will ewer theiwe:

Yords hame their courss, the wind blowes where it lists;

He erres alome, in orror that persists, (p.290, 11.1454-1490)
A exemination of may of the specches in the second balf of the play will
show the sase incressed tendemay to colloquialiem and styomg lines, and,
possibly, as in the last two limes quoted sbowe, a greater mwmber of
lizes which ave memcrsble. HeKerrow, i his discuseien of the play, 't
cones to the oomclusion that it must be in 2 revised state as ve have it,
in order to recemcile self-omirsdtotory svidecuce comeerning the date of
performmmos, and 1 suggest that we oould explain both the wmmmal natare
of the play, end the raithor sorexbled state it is in, as & 'show’ writtem
by Nashe, using a helf-finished play or show by Igly., Marther ssalysis
of the play sepports thie view.

¥ill Swminers contiawes his slighting refersnces to the

"baggerly Poet' (1.348) that wiote the play. He refers scornfully to

(x) O, oit.s 1.1V, pp.416-419.
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Yor's speech iz praiss of baggury. Again, as in the Prologue, VYer's
spesch sounds rether 1ike lyly explained and expanded,

Tell me, I prey, wharefore was gold layd wnder cur feste in the
veynss of the earth, but fhat wee should contemme it snd tyeade
mu,uanmn;mmmwmr 1t
was pot kuowse 111 the Iron aze, 3 facd

(n.m-as)
Iyly would never have written the redundsat ‘and sc coussquemtly’, and I
doubt if he would attribtute his guotation %o *the Post’. But the sssvo-
1akion of go1d and ivon, 1) and the conceit aiepareging gold Ny associs-
tion with 1ts sowros, ) are both charactartstic of Iyly. The tag
appears also in Pisros Pemtlesse, ) & pemphlet which was written alm
at about the sewms time w5 Suamezh ‘aot Will, in the summer of 1592,
Pextiaps Iyly wes Nashe's source for this othervise untreosd tag. Vith
the fate of iidas looming lerguly in the minds of those associated with
the Paul's boys, it is parheps mot surprising to find Hashe, in the per~
som of Wil Swmers, describing this rather odd play e & ‘gally-
mufny'.“) As wo yvood on, we find that the play contimues to adownd
in Iylysn contyerities,

Ono that will shize on friend: sad foesalike, )
That wnder brightest smiles hideth blacke shovers...  (11.477-8)

Foorth purect nines he mucks a gainefull drosve... (1.454)

(1) C.f. for m. m xoiuM‘ 1-1;65-85 and III.:I-H‘
(2) C.f. Bidap 1.1,87;3 1IIL,34,10 and evem in the sab-plot IL,ii,5.
(3) VeKerrow, gp, aik., wl.I, ».193, 1L.24.

{4) MoKerrow, op. gik., W1.III, p.246, 1.422.
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80 iuntusn snd Viater spesking of 3o0l. 3ol is an iaterssting charecter.
Principally, as the quetation sbove might sugiest, he is the suamer am,
drying up springs and lakes, dming grass, and meking the Thaues bare.
But be is nlso Apcllo, temming hismelf the god of poetry, setting wanton
songs to the lute, wrxonging Dephne, and descending esch evening to Thetis's
isp, Tuis last is womsusl, for thave is o classiosl prevedeat for link-
ing Apollo end Thetis. It is, I think, sore than simply a coincidence
that in the only play of Izly's written after 1592, The Womn in the
Hoope, = sinilarly cosposite Sol, sgain so texmed inm the text, snd this
tine singling the astrological charecteristios of the sun with the attri~
bhutes of Apollo, is a seoond tinme linked with both Daphne and Thetis.
Sol, on descending, sod yielding his benifioent inflnesce over Pandora to
Vermie, scys

Tor though at first Phoolus enuied her .

Yot now &0tk he admive har gloricws hew, '

mMmmtmumam

For glistaring Thetis in her x-.tum.

Hor abanefact moxming gert in mm

Arv halfe 90 lously as thiz eaythly saim (111,44,6-11)
Dond, in a nots on thic pasasge, remariks

There scens fo—del 2o clasadcal warrant for these two latter loves of

1. mynmummmmmm-um

water (through evapovation), snd the sun and the dawn.
~aumummmm¢hmo@@ﬁwmhmmtmﬁz
It is affter Sol's exit that W1l
Summers makes his last disparegisz ocument on the smthor (after this his
comments are dixected at the actors in the play),

Out of doubt, the Poet in dribde of some that houe a meses of creame
1o eaf, before ny Iord goe to bed yet, to hold him half the night
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with viffe reffe of the reming of Elanor, If I osm tell what it
notnes, pray god I uay seusr get breskefast more, when I am Jumgry.
Troth, I sm of opinion b is ome of those Hlarogliifiocall writers,
that, by the figures of beasis, planets, and of stones, sxpresse
the mind, as we dow in A.3.C. (1. 585—93)
M™is somds remaxiradly like the kind of eriticias that contemporexy
writers, Bashe incinded, were levelling against Iply. ™  The sntromme-
tory matter to Greenee Nemambon (1589) imoludes & posm by Thomas Brabine
which refers, doubtless, to Iyly as ome who *stands on terms of tress
and stonua', and in Nashe's proface to the same work we find this pess~
20y
ist other mm (se Shey plasse) praise the Foumtaine thet in sesuen
yoares dringeth forth a Momse, or the Italimcte pesns that, of &
packet of pilfries, afforis the prosse & psxphlet or two in an age,
end than in disguissd arroy vamts Ouids sad Plytsrohs plunes ax
theyy own. .. (2)
which hes ant obvicus relovance to the writings of Iyly, ind is probadly
directed specifically ageinst iix.>) Nashe goss ca to praise Greeme
for his ‘extemporall vedue'. The most obviously eisurd aspect of Baph-
uwiss was, and is, its

Talking of Stomes, Stars, Plaats, of fishes, Flyes,
Playing with words, snd idle Siriles. {2)

a8 Drayton describes it, and it vas this aspect which came in for riéd-

(1) See Pumter, op, git., chapter on Iyly as 'The viotis of fashion',
Tao refarwics 40 Gusiton is explained by Holerrow (gp, git-, VoL IV,
pe427) a8 & criticim of axcessive alliteration,

(2) WHeKerrow, gu, 9it., YOl.IIX, p.312,
(3) Bes Humter, M, ’omn

(4) Bpistle to Eemxy Reynoldw, 11.91~2, see The Yo HNicheel Drm
$op, #d. J. V. Eedel (Shakespeare M Prou. 1931-42. , vol.iil,
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ioule ar voom a8 1ts initial attraction wore off. ‘he fest that lyly
himeelf uzes such artificisl imsgery loss and less in ihe plays shows
that he wes a8 mare of its ebsurdity s his oritios; heuce in the Iater
plays, Lidms, Mother Bombie #nd Lowes retsmorphomig the images, or snale
ogies, dravn fros fabulons natursl history ave few and far betweom. >
Ifﬁuhwmuotﬂnsﬁmaiumotlﬂg‘a.wiﬂnmmm
if he wvanted to noke fum of the styls aumoeiated with Iyly, he would
probadbly have had to bolster the text defore him with move obvious euphw-
ieus then tho suthor of Bupimes would have provided.
The evidence for lyly's involvemcat in Syewer's la

Deetament ic internal, and zust de gleaned from the text of the play it-
solf. There im, as far as I know, mo extermal reason for limking Iyly
with Nashe in the play, cxcept for the obvicus azasvcistion of the two
through the uedium of the Peul's boys, and the kmowm faot that they were
angaged together in ihe Harprelate comtroversy. At about the scus tine
as Spmer’s last 1il) would have deen written, NMsshe, in Plexce Pemni-
lsspe, threatema Richard Harvey that "hee also whon thou tsarsast the
vaine Paphatohet, wil haus & fhurt at thee cne day’, 2 and, althowsh
kk“ﬂmh%%hﬁﬂmhmw.ﬂw_

Berseys hove not heavd ths last frem Iyly,

For ¥aster 1illis (whe is halwem with me in this indigaitis that is
offved) I will not take the tale out of his mouth, for that he is
bettar able to defend himaclfe tham I s able to sey he is able fo

(1) See adove, oh.V, p.177 £,
(2) XoKewrow, 99, oi%., wl.I, p.198.



Juiging from the axmber of referemces to Igly in Have with you, Nashe
secns ‘rather saxious to insist on the parteership’, 2’ though, by the
reference guoted shove, we may be sure that b was 2o great adniver of
1yly's style. In Strange Nean (1592), Nashe apeaks of it directly,

I reaid vhea I wes & little aps in Casbridge, wnd then I
thought 1t wes Ipse flle: 1t may be sxoell::i good still, for cught
B, it 3 el O e
choisest latine Aathore. (3)

Sinos Iyly's known association with Neshe wes in the Harprelate controw-
exey, om the adde of the bishops, it is worth noting that Sy
meﬂhmh@hﬂmmdeﬂm
ey in ks palece at Croyion.t) The msitence vhich say the play per-
formed before the Archhiciop would have had ample resson for sssociating
it with both Iyly and Nashe; an suggesied earlier, the reputation of the
Penl's boys would bave besn very smeh bound up with tha repatation of
Iyly as a dromtict, sad, in sddition, such an sudiemce would have besn
veazy mach awaye of Nashe oa pemphletecr, and would have assooiated him

with that sphere of his activity wiich comnected him with Iyly, partiow-

(1) HoKerrow, 9D, olt., vol.111, pp.107-8.
{2) Domd, pp. alt.s Yl.I, pe59.
(3) HeKerrow, gp. gi%,, wol.I, p.sls.

@) 1(3. Nieholacn's ; . I‘I e _¥orks o od, Oyomsrt,
M’ 15855}, wl, ’Ptnm - XXX ‘MM
)w'l ‘lﬁhill, 7-451) and m M’ ””10“.
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larly since the Panl's boys also were probebly involved in the smti~-
Marprelate war.

1 suggest, then, that there are stromg resacms for believing
that Iyly vas associated vith Summer's last WSl sed Testament st leest
by implication. Thers remains the possidility that the play simply im~
volved soms paxody of Iyly by Nashe, and that lyly wes not direstly im-
volved at all. Eashe was given to parody, amd if, samens likely, the
images borrowsd from Coxnelius Agrippa are Nashe's, not Iyly's, there
mst bo some element of pavody preseat in the play. Mt there are two
rensons why I believe that lply's contridution was sctual, »ot pasaive.
There ave, 58 I have tried to show, consistent differences betweon the
sarlier part of the ploy and tho latter half or two-thirds. 4= well as
the change in the nature of the blmmk verse whick I heave tried to
illustrate atove, it is noticesdls that the dramatic Nmetion of WX
Sommers chimmges from his vole of ivemisal commentator, making satiriosl
remarks about the Iyly-type smthor of the play (though Beshe, of course,
would ot have been sbove imcluding himself im the joke) and wmasing ref-
crences 1o the sature of the child-ectors, to a nove sudbiued role, szoept
for the incddent where he decomes inwilved in the action with Necclms,
who, Jike Harvest, mst certainly be pure Fache.

The various ocoafusiag indicaticns as to the date of the play's
perforsence, sad the intersotisg muggesticas in the play that the Quemm
=y have been at the pexformmnow, despite ¥ill Swxmers's references to
"y lort! only, ) reinforos ths fealing that sore than one hand has besn

involved in the play. Ome set of indieations of date may belomg to Iyly,

(1) 3ee B. Fioholsom in Grossrt, op. eit., v01.VI, pp.xxxiv = zxxvi
ood NeKerrow, 9D, odfes v0l.IV, pe415.
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the others to Nashe; the panegyrics to the Queen, set in the ‘show’ it-
self, ocould heve been writtem by lgly, in expectation of a Court perfors-
ance, while the referezces to Whitgift in ¥ill Susmers’s spesches would
saturally bave been sdded by Hsshe. Whtle this is certainly oversimpli-
fying, partioularly where the refersnces tv date sxe comoermed, it does
provide an accepiable explenstion of the contradictions within the play.
The other reeson why I believe we may olaim for Iyly s shere in the act-
ual writing of Susmer's Iast Will end Testanemt is that the blamk verse
uﬁumn»putoftupwwhmtuﬁthlcl;umn
the prose, and ¥ill Sumuers’s sost revealing remavis shout tho smthor
(tone of those Riexozlificall writers...') comes after s sestion of dlamk
verse. It is extvemely wnlikely thet Nashs would have parodied Iyly in
blakm'uklyhmtm“bmwthmuﬁlm
which was probably not written watil well after
Bemoe, since the hlank verse seeas to be included
in the lyly-satire of the play, a mire reasonshble sscumption sight b
thet Igly wrote the early ssctions of blumk verse in the play, sasd that
thess are, perhaps, his fivet ¢xperinmnts in the medive. The only other
play associated vith Nashe, Thg Inle of Dogs, is knewn to have bemn &
colisboration, (1) a0 ve may casems that he wowld not heve regarisd
collaboration with Iyly o beneath bis digaity.

This, thew, is the theoxy that I put forwerd an a explanation
of the wmsual mature of Surae Ily began &

(1) See Goerrow, gp, gi%., W1.III, p.154, marginal sots to The Prayes
of the Red Herring.
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sketch of a *show’, t0 be presented dafore the Quesn by the Paul's boys,
using both prose snd blank verse when sppropriate, s he does 1n The
¥oman in the Sooms. For soms ressom, probably comnected with the
supprossion of the Pal's boys, the aketoh was asver oompleted, and Ye-
mained in the lidrary of the company, doubdtless ss 'foul papera’.
Nashe, perheps because of his activity on the bishopa' behalf in the Har-
prelate controveray, was given the opportunity for prodweing a play with
the Paxl's doys hefors the Arohbdishop of Cantertwry, after the boys had
beena silmat 'a twvelusmonth®, He used the wnfinished sketch as & dasis
for his play, iantroducing an othervise irrelevemt figure in Will Summers
to nakke iromiocsl cosments on & style he did mot greetly adnire. PMading
that Iyly 4id not oblige dy providing obvious wuphnisns, Fashe added a
fow of his own 0 make the point cleaver. Hashe cospleted the atory in
nte own way. ) ho comeluston of the plot (wech ss it 1s) would bave
bean fairly chvicus even if the foul papirs 4id rot give smy indicstion
of the way in which Iyly hed intended to ead the play.

cmon of Iyly's works, must reasin spooryphal, ood its unoefulaesc in a
iiterary ascestmat of iyly's work is strictly limited. Iut the play
does provide & mmbey of importaat lisks, partionlerly shen we comalder
the spperest gap both in time end in styls, between lother Noobie and The
0f zoye relevance here is the fact that, if we ad~

(1) 'Solstitiwm’ sounds 1ike in invemtion of Iyly's, ‘Daskwinter' like
an invention of Fashe's.
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volvement in the various entertaimments sscrided to him incresses, as we
have svidence that Igly d1d not oconsider the writing of 'shows' bemesth

his. The nature of thy entertaimments that have demm ascrided o Iyly
is sath, again, thut they would not form sm importeat part in the &ls-

oussion of his literacy merit, dut this does not meca that they cam de

overlocked entizely. In partionlar, ihe entertaizcents of 1592, reughly
Ryoate, (3 seen to have sone olain to be sccepted as igly's, at least in
part. @) :

{1) Pudlished by Bomd, on, aif., WOl.X, Pp.453-490,
(2) Bt seec adove, note on pp.26-T.
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To. of 1) Frequeser

- ALld terution'd’ S
AMaxsadar sd Cupagie 46 99 108
Saphe wd Theo 45 -3 w°
Bndivion 61 88 72
Gallatheg 50 55 55
Hidps 46 24 26
Sether Donkis 56 21 19
loyes Netaxerahostis 32 31 48

(1) Becorded separately as "Single Balssce', "Balenced Sequence’ and
*Pransverse’,

aamguuaf'

Bo b

She passages snalysed were those deteiled on pp.161-162 sdove, with the
sddition of other lcaig paseages takem, a0 far ss pocsidble, at rendow.
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Bo. of Frequency
‘paralicls’ por 50 linen
40 19
40 18
3% 19
) 14
5 19
22 12
33 20
n 14
12 13
e —
¥oxds o! Words of toxds of Yords of
Hommsoe  Anglo-Sexom Fomiaoe Anglo-Saxon
origin  origin origin  origin
Bupimes 40 (675) 20 (337)
n&m 34 (575) 26 (4%0) 54 (475 359 (53%)
Swmiw sl Pheo 21 (4548) 33 (55%) 77 (424) 109 (58%)
Sallathes 37 (628) =5 (38%) 6 (eat) T (520)
Zadinicn 35 (sa7) 25 (428) 124 (467) 140 (S54%)
2. Setanorphos 31 (s28) 29 (480)

22 (s) 36 (62%) 59 (43%) &3 (599)
20 (365) 35 (&4%)
36 (60%) 24 (ao)




Iabis §-

, Similitudes Hobaphorw Sindilitudes Yetaphore
Baaimar 17 (99 208 0 (7' 54 (229)
16 (%) 7 (30%)

n (53%) 9 (%) 71 (40%) 108 (60%)
8 (40f) 12 (%)

4 (a0%) & (60%)

5 (268) 14 (74%)

2 (o) 9 (a2A) 3¢ (30%) 15 (T0)
3 (%) 18 (a@g) 3% (%) 106 (797)
0 - 8 -

3 (as) a0 (77%)

(1) hirty thres pages were analysed.



1951).

Bymae, . St. C., 'Elisshethen Nemdwriting for Begimners®, R.E.3. I
(1925), pp.198-205.

Carpanter, ¥, C., 'Masiciens in Early Umiversity Dresa’, X, & Q.
1XCV (1950), pp.4T0-472.

de Chickers, E., '"Palaces of Plessure: The Thaze of Revenge in
Ziisshethza Translatioms of the Novelle', B.E.3. XI (1935),
“.1‘91.

Cowling, G. 5., Hamic ¢ y {Canbridan, 1913).

Crone, V. 3-. ¥it & Xhotoric AB AR RS EEAROS (ﬁw GePosr

H:lma. c.. 'Mmrammmmorm
BRI iaziy VI (1955), pp.259-T5.

-mmmmummuamm
¢ pr 1280 ey M n (1%7)’ ”.m

Koifer, C., "Pusic and mm*-w 8.2, 71 (2954},
Ppe163-T1.
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levis, C. S., The Allsgory of love {Oxfoxd, 1936).

1954).

Hilmae, Ko Ho, 'The Study of Elisshethen fasic’, Studes iarlaizes VI
(1953), pp.224-225.

Naylox, B. ¥., Shakessars and Susic (Loadom, 1931).
Esalw, Je By Bop (m. lm)o

3640 (London, 1956).

X-XI¥ (mssn-s
Stevuns, J. 5., Hslc spd Jo
1961).
Tillyard, ®.M.W., The Elizabethan Werld Picture (London, 1943)
) ! lind, Elisabathen Hatanhwed (w’ 1947)!

¥4llismecn, U., The Senecsn Ambls (loodom, 1951).
tiimsatt, V. K., The Yorbel Joom (University of Kemtucky, 1954).



(2)

Adsas, John Cranford, The Globe Plavhoupe (Havvard, 1943).
Adsne, Joseph Quincey, Shokeepesris (lomdom, 1918).

Anglo, Sydmsy, 'The Court Festivals of Hemvy ¥VII', Iylletin John
Erisnds Lty SUIT (1960), ’

Areatyong, Y. A., "The isdience of the Elizabethen Private
Thoatres', R.B.3. X (1953), pp.254-249.

(tniverwity of

W W W A e s

1950).

- A W W An

e e A el A

1945).

Jond, R. ¥., od, BE:
m’ Hig cot LALSADOTRNG o L8y

{oxford, 1911).
(Ceudridge, 1552).

e WS WM W SR W ew W

(lontem, 1955)s

Chanbexe, E. K., 'Court Pexforsmmoes befors Quoca Elisabeth, X,L.R.
11 (1906), pp.l=13.

{0xfora, 1903).
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LIV (1939). Pp.6685--708,
(u” rﬂ*. lm)-

Heluhola-Phelem, A. A,, *The Staging of the Court Drams to 15957,
Poliskahe XXIV (1909}, ppe185-206.

Hillebrend, &. ¥., The Child Actexs (University of Illimois, 1926).
Hodges, C. ¥+, The Glob g5 (Iomdom, 1953).

weoow== e lastern of Temte', Shaicewpecys Survey XIT (1959).
Holnes, K., Aspec [nsezry (Ostord, 1929).

Mfw. Y. iﬂ., *Italien & tnglish Paatoral Dreca of the Rmaissunce',
K, LR, XK (1924).

Jonsa, D., {Cambridge, 1933).
Josagh, 3. L.. Elissbethan Aotiax (oum, 1951).
“===== The Tragic Astor (Lomdoem, 1959).
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Xernodle, G. R., From Art to Thestxe (Chicago, 1944).

m&mmﬁ 959)

Seven Fisdiseval Thestres in One Jooial Strwocture',
i II (1“0)0 ”C“"%'

Cay (’" m. 153).

(Combridge, 1927).
(New York, 1926).

Ignch, K, ., B

¥asom, Be Cop 'Satire cu Womsm snd Sex in Elizsbethan Tregedy’,
Iaxlis> Stedics Xxx1 (2950).

Fotter, T. H. Vatl, § nd (losgeams, 1929).

Naglar, i. Fe, 'A Termimology for Sixteenth Century Stage-formw’,
Iheatre Ressureh I (1958), p.30.

Partridge, 8., Shakespeare’s Buwiy (londom, 1949).
Reed, A. ¥e, Barly Tudor Prams (Londom, 1926).
ma (Yale U, P,, 1925).

Reynolds, G. P., ‘Some Principlos of Elisebethan Steging', Moders
Pailology 1T {1906), p.S81 ff.
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k#m, He, "Hen or sarionsties®, P.fi.L.A. IXIX (1954), pp.915-

Rossiter, A. ?., oé
{londom, 1950).

Schelling, Pa Bey E

“_ﬂ'ﬂﬂ“‘

1923).

-=ewm=o YHhe iystory of the Elisabethna Stage', Ihs Ligtensy
LXI1Z, Pp.333-535 ’

- ==« The Oceg Stage (1952).

o oo n Peconstrac a Praoticel Elisabethan Playhouss’
Thmksepence Surver TIT (1959): .

Staalay, B. B., 'The Use of Clascical Mytho the Universi
Wita®, W {1956), "025"3;?" = -

Thoradike, A. Ko, tPagtoral Elsment in Fuglish Drema bafore 1605°,
B.L. X1V (1899), p.288 £,

Hallses, C. W,y "The Ciildren of the m% at Mlackfriare', 1597~
heaciea Untverglity Studies (1903).

ad

Velsford, K., ke Court Vepoue (Cembridge, 1927).
ren vol.I (iondon, 1959), wol.II,

(3) critioal Studies op Ivly.
‘John Iyly’, T.l.8. (Mey 12, 1910).
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'Wg and the Emglish Drewa', Acedesy LXVIII (lomdom, 1905),
Pe .

Allen, D. C., * tune's *w in ¢ m‘. ﬂg&c JLIX
(1934), p.451‘?.' e

- ww s wr om ‘A Rote on I'l"l m’) FalJle IX (1“5)' o320~
321, also 1XI, pp.505-504. .

stin, ¥. B., 'lyly snd Queen Elissbeth®, ¥, & 0. (4th Mavch, 1939).

- - ‘Willisa Withie's Notedook: Lampocus on Iyly 2
Gehriel Harvey', R,E.8. XXIIX (1947), pp.297-309,

Baker, G. P., od. vith introduction, Jodvmion (New Yook, 1894).

Bariah, J., "The Prose-style of Joha Igly*, EuLeil. XXKTII (1956),
”01‘9”0

B';Z;“' Jo Hep 'Oxford ssd Endimion’s P.i.L.A. IVIT (1942), pp.354~

Boas, F. 8., *John Iyly amd the Oxford Stage’, H,L.R. VI (1511),
pp-92~4-

Bond, H. W., She Comnlets Yorks o E20. ,\v (Mﬂ@ lm)'
- e oawm oW oW ‘I'l’.ﬂ m’, ma I (1930). ”OMQ
- === VAddendun', R.E.8. VII (1931), pp.442-447.

oughmer, D. C., 'The Background of Iyly's Tophms', Pyii,Lejd. LIV
(1”9): F]}.%:"‘mo :

Brie, ¥., ‘lyly and Oreoms’, Englische Stud
22

L ]

g, XIIT (1910), ppe217-

Brooks, Ce B Toy "o mm in Igly’s Fdision®, Mc XX¥1
(1911), pp.12-15,

Brymt, J. A. jar., "The Hature of the Allegory iz Iply’s Badynion’
IBARON Fapd .. (1”‘)' ”oé.un ks

Catel, J., ‘Jolm lyly, Ianoraliste’, Cabiqxw du Sud X (1933),
o< 14553,
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Croll, e ¥. and Clomons, !., ‘“z‘ DM 2
nd ‘Saphuges and e X

Goidl "

Cutts, J. Ps, 'A Note on
(1957); no%3o

Dodds, H. H., 'Sosgs in Lyly's Playe*, I.L.8. (28 June, 1941).

Evens, B. O., *Aphorise - sam Aspect of Rupimism*, §. & Q. IV (1957),
”o%"

Colding, S. R., "Authoswhip of ks Vaydee Wetsmorphouisn's H.R.S. II

Or(q, 123 Pe, 'A Possible Interpretation of Endinion’. Anglis XXXIX
1916).

Oreg, Ve We, od. Ing {iondon, 1925).

-=we= 0 the iuthership of the Scags in Iyly's Plags',
%,L.R. T (2905).

=== Latter on Iyly's Songs, Tolu3. (Jom. 3, 1924).
Bowarth, R. G., "Dipsas in Iply & Harstom®, M. & Q. (9th July, 1938).
HRantar, Ge Koy AeE (W, 1“2).

Ruppa, Be .o "Allegoxy of love in Iyly's Court Comedies', H.L.H.
IIV (1947), pp.9~113.

Jeff‘az'y, Vo X., Jolp 1o SR 208 AR08 SN
Eahim, H. A., Jans Mmger & Jgly, 5.DeQ. VIIX (1947).

King, Y. £, ‘Jobn lyly snd Elizedethan Rhetorie’, .9, LIT (1955),
pp.uML

Leayence, ¥. J., 'On Iyly's Somge', ZaleS. (Dec. 20th, 1523).

Iindssy, David, (Farl of Cresford & Balcarves), 'Joka lyly', Bglle-
4in of the Johm Rylands librexy VIII (1924), pp.322-344.

long, P. V., 'Iyly’s Bndision, sn Addemdwm', K,P. VIII (1910-2911),
w.SM

[ 2

{Parts, 1329).

L, LSRR
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long, Ps W., 'The Parport of Iyly's Bsdwmion’, P.E.Juh. XX3V (1909),
pp-lﬁ&-m-
ilathows,; E. G., ‘Gil Polo,Domportes, & lyiy's Cupid & my Campanpe’,

E.hyB. ¥ (1941).

Miller, ¥, E., ‘Perisktol in the 014 Kackfriars®, ji L.N. XTIV
(1%9). ”ol'.",c '

Xinooff, Mareo, ‘Shakespsare aad lgly’, Swkesneare Survey XIV
(1961}

m’;:. Js !t.: "The Songs in Igly's Plays?, P.i.L.j. XLIT (2927),

Hustird, We Poy *Hotes on kl"ﬂ ’m" : X1
(1925}, p.267., 'Note on Mifaa’s Helulis XLl (1926), pe395.

Paraoll, Poul E,, ‘Forel Allegory in Igly's loves ¥otssorphosis',
8.P. LI (2955), pp.1-15.

Ringler, V., 'The Imnediate Scurce of Puplmimse', P i, L.j. LIXX
(1952), pp.6T8-85. ’

Swart, Joy .I’” and Mti.’. 4

Tomrenbevet, 8. Koy
1940).

giep Xx11T (1941), pp.9-18.
(New York,

Weguer, B. ¥., ‘Elissbeihenm Dramatists’, f.5.8. (26t Sept., 1933).

Ward, B, E., 'Jobm Iyly & the Office of the Bevels®, %,8.8. ¥ (1929),
pp.57-9.

Yold, J, S., "Soum Problems of Euplmistic Hazrative'’, S,P. XIL¥
(1948), pp.165-T1,

Whiting, G. V., 'Canary Vime snd Comperpe’, H.L.JN. XI¥ {1930), p.140.
wileon, P, P., *iu Ivemicall Latter’, E.I,R. XV (1920), pp.79-€2.
Wilsom, J. Dover, Jobm iwly {(Combridge, 1905).

vilson-Enight, G., 'lyly’, R.E.8. XV (1939), p.146 fY.



(4) ZIexts of the period.

The edition of Dodaley, 014 English Plavs, referred to throughout
is that of 1574, ed. W. C. Heslitt.

Microfilme, from the sories being filmod by the University Hicro-
filme, An?—:*m,mufmwbymlmmdm
Catalogne (S,%,C) mmber.

‘Resdex’ miorooards, Three Centuries of Drams, ed. H. W. Wells

(New York, 1956) proved most useful, but did not always provid
firet editions. F ’ = g

Albertus Magnus, Seoretes of the Vertuss o
259-2671 259, reel 8, 265, reel 687.

Aptus snd Virginia (1575), M.S.R. (1911).

dexbes (15497) S.7.C.

Arden of Pevergham (15%2), H.S.R. (1940).
Ariosto, Orlando Furiopo, treus. J. 1), s 746,
tosto, Or Herington (1591), 8.1.¢. 746

Ascham, Roger, The Baxlish Works (Cembridge, 1904).
Bale, Jolm, Kynge Johsn, H.8.E. (1913).

Bartholomens Auglious, De Proprietatitms Berus, trans. J. Trevisa
(1535), 8.T.C 1536~7, Teel 58,

hwi oSveptien, Defmn wnon B (1582), S,T.¢. 1538,
n.;;uosn)m and Fletcher, The Drsmatic Works, ed. A. Glover (Cambridge,

Roceaccio, Ciovenni, Fipmmottss trans. Bartholomew Yomg (1 od.
E. Hatton (Londom, 1952, for the Havarre Soc.) Cxls

trens, H. ¢. (1566), modemn od. Dy

e A de Ge AR G AP W

2. Boll (Wew Yoxk, c.1931).

Ihe Buggbears (John Jeffere?), in Early Plays from the Italisp, ed.
R. ¥, Bond (Oxford, 1911).

Saligto snd Melasbep, Dodsley, wol.I, pp.5i-~92.
Castiglione, Baldassare Il Cortegiang, trems. Sir Thomas Hoby, The
Book of the Courtier, Everymsn ed. (londom, 1956) by V. H. D.

Chapman, George, The Plays and Pogus, ed. 7. H. Parrot (London, 1914).
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od, #. Deinling end Natihews (1893+1916) for the

B.E.T.3.

gden (1599}, MeSaR. (1515).
mh’l, Sesuel, Complete Works, ed. A. B. Grosart (Lomdom, 1865).

m.m She Drsmetic Norks, ed.
S = od. Fredson Dowers (Cambridge,

Draytom, Mehasl, The Yorks, ed. J. W. Hebel (Shakespoave

Edwardes, Richard, Dmon spd Pithias, ¥.S.R. (1957).

g, S0 P " ke Epued the ed. H.E.S. Croft
Everymean, od. A. C. Cavley (Nemohester, 1961).
Faizholt, ¥. W. od. e Civie Cerlapd (Perey Society, 1845).
wm==e-= ol lop Fayors® Fagesnis... (Peray Society, 1843-4).

Jedale sed Portunio (1585), i.S.R. (1999).

Palwell, Ulpism, Drmeadic “ritinss, ed. J. 8. Paczor (Iomdon, 1906),
Gammep Oprtom's Neodls, ed. H. 7. B. Beett-Smith (Oxford, 1920).
ol Jo ¥ Canliffe (m'
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Ouarini, Battista, Il Pastor Pido, trans. (7 Dymoek) (1602}, 8,7.C.
12414, reel 298,
Harvey, Gabriel, The Woxikn, ed. A. B, Orosart (Iondom, 1384).

Haywood, Jasper, trams. in Five Zlissbethen 1
A, K. FoIlwxaith (Oxford, 1938), ¥orld's Clasaios.

Hegwood, ¥orks, wi. B. A, 1ligan (Untvermity of Illineis
W%@’ m L

Rickscomner, Dodsley, wol.I, pp.143-195.
Jagk_Jucelex, HaS.8- (1973).
Jagoh and Peem (1568), H.8,B. (1956).

Jamen, Thomes, W (1625), reprint, Ozford,
. 1953 (hand press).

Ja;;;n. Pen, Qouplote Vorks, ed. Berford apd Simpsom (Oxford, 1925-

Enacke to Xgov o Knave (1594), Dodslay, wl.¥I, pp.503-591.
Eyd, Thomas, m od. ¥ 5. Done (Moﬂ, 1%).

Jiberelity md Prodigelity (1602), H.8.3. (1913).

lodge, Thomas, The Complote Worke (New York, 1963, reissue of 1883

iodge snd Gresne, ) locking Glass for londom (1594), H,3.R. (1952).

iays le Roy, .m.(wz)mms (1576, trems. 1594), reprint,
Oxford, 1955 (hend pross).
Jnfus Coventriss, ed. £+ 8. Block for the K.E.2,.8. (M. 1922)0

I'l’. m GG G EEDEan) apd JlogoRe .
Q1. fxsu » available on wiorocard, Three Centuries of Dyems,/ASh(1933),
Q.2. (1584), Compatme, B.3.C. 17048, reel 895,

Q3 21584 ’

Q.4 (1592).

- ==« Zpdiniop (5. K. emtry on 4th Ootober 1591),
4. (1591), 8,2,C. 17050, reel 554, )
od, G. P. Baker, with introduction, Zndywiom (Wew York, 1894).

a8, od.
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lyly, Joim, Buphmes: The inatomy of ¥yt (n.d., S. R. 2»d Decesber
1578), [Xx3 17051-63; 17051, resl 573; 17053 Worrected and
', resl 4T73 17054, recl 5563 17056, reel 4303 17060,
reels 430, 849,

S.5G. 17005707 17070, Teel 477, TI0TS, 73, 75, real 430,

-, 8, (8. Re 10th April 1585, 4th Ostoder 1591)
Qele (1592?. B.2.C. 17080, resl 430. ) !

- = === loves Neteworphosis (3. R. 25th Hovesber 1600),
Q (1601), 8.7,C. 17082, reel 894,

- m‘s.ni‘hmm]»,g])t
Qe (1592), S,T.C. 17083, reel 554,

- B (3. R. 18th Jume 1594)
1. (1594), Thres Conburise of Drang prints 2., MS.R (1939), Qe
Q.2. (1598), B.2.C. 17085, reel 554.

-~ - o ERrd YA % B T A (ﬁl‘ 1539).
Qe 3.5.6 1? b3, 1eel 894,

Ql. ixsu r 522,C0 17006, reel 554,

Q2. (1591), $.0.C. 17087, reel 430,
Qe3e {2591)

B mmm%&&.ﬁ-?&ﬁﬁmﬁg)o
G (1597)s 82TaCe 17090, resl 554.

- = =~= Collootiomet

Rount, Biward, W (1632). mm -n the
plm except jgves Fotmmorphge o

Boad, B. W., Ihe Corplete Works (Usfoxd, 1902) in 5 wols.

Fairholt, F. ¥., The Dperatic Works (loondom, 1858), somtaiming
the eight plays. '

mm;, Christopher, The Yorka, ed. C. F. Tucker Brooke (Oxford,
1910).

is (1800), in Bomid's edition of Izly's Works,

; 8de Fo 8. Boas snd 4. V. Reed
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Mea Mirror for Rudstrates, ed. L. B. Campbell (Cembridge, 1938).
The Nisfortses of Artimr, Dodsley, wol. IV, pp.249-343.

%&W od. B. V. Pomd
’ .

Magedorza (1598), Dodsley, vol.VII, pp.199-260,

‘m' m’ ; od. R. B. m' rovised F. P. ¥Wiison
(Oxford, 1958).
Hoy Custom (1573), Dodeley, wl.11l, pp.1~52.

BEioe ¥Wanton (1598), Dodsley, vol.II, pp.159-182.

North, Thomes, trans. Ihe Diell of Primoes, (1557), ed. K. N. Col-
ville {londom, 1919).

- = ww== trans. Platarok’s Lives (1579), ed. G. ¥ynihem
(londom, 1875-6).

Forton, Thomas, snd Sackville, Thomes, Coxbodus, im J. 8. Farner, ed.,

L Promatists

mm' m ne roALRN0e ¢
(Lomdon, 1890).

he Pexnsseus Plays, ed. J. B. leisimen (loadom, 1949).
Pesle, Ceorge, The Dramstio Yorks, ed. i. H. Bullem {Iondom, 1888),
xis (1584), %.8.5. (1920).

~= - - - DiaBmtiacef Gnit (fecemt) a falone foctaty
Colleotions, wi.l {1911 » ”.m"gu.

Perey, Willism, The Paixy Prstoral (Roxborough Club, 1824, availsble
on sierocan in Hyee Contyxies of Prms.

Pettie, Ceorge, }

o (1566=T), od. J. Jooobs

- aw wn own owe e oo TIM

<19

e 1968).
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Praston, Thomes, Combises, Dodsley, wl. 1V, Pp.157-248.
DL (15”); Mlq', ﬂlo“;

(1614).

Redford, Jobm, Yit snd Sciemos, H.S.R. (1951).

Bespublice, #d. V. V. Greg for the E.Z.2.S. (london, 1952).

“"‘”‘3"’" villiam, The Complete Yoxks, ed. ¥. J. Craig (Oxford,
92).

Sidney, Sir Philip, The Proes Horks, od. A. Pexillerat (Cembridge,
reprint of 13562).

M’ P. and Dell, C. F.. 3. Dendipns
aed Plara st Court (Oxford, 1324).

Solimes snd Pormsds (1599), Dodsley, wol.V, pp.253-374.

Spenser MW&J.G.M&&&«
Selimeourt (Oxford, 1912).

m. 'r.. m trens. H. Reynolds (1628), availsble on wiorocard,
of Dpgeg. woler Reguolds.

Iherailes, Dodslay, wol.I, pp.389-43l.
o) 3L %@J od. Ga W i A V. Pollard for the E.B.%7.S.
1397

ue (1594), MH.S.R. (moa).
Udall, Micholas, Ralph Bods E,S.R. (1934).
The Yexres of Cviup, ed. J. S. Paswer (Twdor Faosinile Texts, 1911).
¥onlth o Health, Xu5.3. (2907).

Vhotatons, George, Promos ang
1911).

#ilmot, Robart, Tapered opd Gse] (1592), EaBeRe {1014).

Vilson, Thomes, The Arte of Faetorigus (1560), ed. G. E. Meir (Ox-
ford, 1999).

Nily Beguiled (1606), [.S.R. (1912).

g, o8, J. 5. Fammer w.g
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= | oll (1600), S.T.0. 699, reel 289
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¥oodes. Mﬁ  Comflie e {1 ,g.
¥oodstock, ed. A. P. Rossiter {iondon, 1946) Baambais
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The York Cycls, ed. .:.s.m(mm-r;






