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CHAPTER I 

LYLY'S DRAMATIC ROOTS 

Lyly's comedies have close r e l a t i o n s w i t h two 
main t r a d i t i o n s o f dramatic entertainment. F i r s t l y 
the c o u r t l y r e v e l s and shows w i t h which the Queen 
was f r e q u e n t l y e n t e r t a i n e d during her Progresses to 
the residences o f important subjects, and secondly 
the c h o r i s t e r drama centred on the Royal Chapels 
which had developed i n t o a s i g n i f i c a n t t r a d i t i o n . 
Several s u b s i d i a r y i n f l u e n c e s are also apparent, 
such as the Moral I n t e r l u d e , P l a u t i n e comedy, I t a l i a n 
p a s t o r a l s and the n a t i v e romantic drama. 

During.Elizabeth 1s r e i g n the court year was 
f r e q u e n t l y punctuated by entertainments o f f i c i a l l y 
organized by the Revels O f f i c e . The Queen's d e l i g h t 
i n c o u r t l y r e v e l s was indeed, so ardent t h a t when the 
court v i s i t e d the country houses o f her wealthy subjects 
they i n v a r i a b l y took considerable pains to provide 
elaborate amusements. During the great Progresses o f 
the second decade o f her r e i g n a t r a d i t i o n o f c o u r t l y 
entertainment grew up which culminated i n the P r i n c e l y 
Pleasures o f Kenilworth (1575). The accounts o f these 
l a v i s h r e v e l s provide the f i r s t record o f the l i t e r a r y 
side of Elizabethan court shows. 
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Robert Laneham's celebrated d e s c r i p t i o n o f 
t h i s occasion suggests t h a t the P r i n c e l y Pleasures ( l ) 
contained elements t h a t were l a t e r developed by uohn 
L y l y when he came t o w r i t e comedies f o r the court. 
The Earl o f L e i c e s t e r employed George Gascoigne t o 
w r i t e a short mythological p l a y l e t on the theme of 
Elizabeth's c h a s t i t y ( 2 ) . This piece, Zabeta, i s o f 
p a r t i c u l a r i n t e r e s t since i t p l a i n l y foreshadows 
Lyly's f o r e s t comedies. The s l i g h t p l o t , mythological 
cast, woodland s e t t i n g and emphasis on elegant speeches 
and spectacle, a l l designed t o convey a g r a c e f u l 
compliment to the Queen, c l e a r l y a n t i c i p a t e Lyly'.s 
more d e l i c a t e handling o f s i m i l a r themes. Other 
devices penned by Gascoigne also evoke the world o f 
Lyly's comedies; f o r example, Sylvanus' f a r e w e l l 
speech, r e l a t e s how: 

'Diana passeth o f t e n times through t h i s 
f o r e s t w i t h a s t a t e l y t r a i n e o f g a l l a n t 
and b e a u t i f u l l Nimphs.1 

and describes how Zabeta, a chaste woodland nymph, 
punishes her amorous s u i t o r s by metamorphosing them 

1. o. Nichols, The Progresses and Public Processions 
o f Queen Elizab e t h . 1823, i» PP« 426-523. 

2. C.T. Prouty, George Gascoigne, New York, 1942, p.178. 
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i n t o : 

'most monstrous shapes some i n t o 
Fishes, some other i n t o f o u l e s , and 
some i n t o huge stony r o c k s . ' ( l ) 

S i m i l a r p e n a l t i e s are used to coerce the r e l u c t a n t 
nymphs t o accept t h e i r l o v e r s i n Love's Metamorphosis. 

Concrete p a r a l l e l s between the "Kenilworth" 
r e v e l s and Lyly's comedies are not copious, but the 
very f u l l y documented Entertainment at Norwich (1578), 
provides convincing evidence t h a t Lyly's comic mode 
was indebted t o t h i s t r a d i t i o n . 

i'homas Churchyard was s p e c i f i c a l l y summoned t o 
Norwich three weeks before the court was due and 
employed t o devise: 

" f a i r shews and pleasant pastimes.'(2) 

t i i s most i n t e r e s t i n g c o n t r i b u t i o n was a p a s t o r a l -
mythological p l a y l e t which took the form o f a con­
t e n t i o n between Venus and Cupid, and Dame Cha s t i t y 
and her maids. (3) 

1. Gascoigne, Works, ed. o.W. C u n l i f f e , Cambridge, 
1907-10, i i T pp.124-25. 

2. Nichols, op..cit., i i , p. 182. 
3- I b i d . . i i , pp.188-98. 
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On a r r i v a l E l i z a b e t h was welcomed w i t h an 
address which c a l l s to mind the idiom o f L y l y ' s 
Prologues: 

' I t i s reported (moste gracious Queene) 
t h a t Egypte i s watered w i t h the y e r e l y 
o v e r f l o w i n g o f the N i l u s , and Lydia 
w i t h the golden streame o f Pactolos, 
whychething i s thought t o be the cause 
o f greate f e r t i l i t y e o f these countries: 

'(1) 

The p o e t i c t i n c t u r e o f the prose, nice sense o f 
expression and wealth o f c l a s s i c a l a l l u s i o n c l o s e l y 
resembles the Prologues to Campaspe. 

Churchyard's short play was intended as a 
piece o f court f l a t t e r y on the subject o f c h a s t i t y , 
the a c t i o n being designed as a frame-work f o r a 
debate on the subject o f Love. The s e t t i n g i s a 
f o r e s t , where Cupid, who has run away from Venus, 
meets Chastity and her maids, Modesty, Temperance,, 
etc. They taunt him f o r being a ' p a l t r y God' and 
denounce h i s 'peacocks p r i d e ' and ' p r e t t y pranks'; 
Chastity confiscates h i s bow and arrows and, a f t e r 
d e l i v e r i n g a homily, sends him ' l i k e a f u g i t i v e away'. 
She then presents h i s bow to the Queen: 

1. Nichols, o p . c i t . , i i , p.157. 
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'bycause (she) had chosen the best 
l i f e .... since none coulde wounde 
h i r Highnesse h a r t 1 ( l ) 

The play ends w i t h a song i n praise o f the v i r g i n 
l i f e . 

The contention i n Churchyard's court shov; i s 
b a s i c a l l y the same as t h a t enacted between Venus 
and Diana i n Gallathea. and Ceres and Cupid i n 
Love's Metamorphosis. Diana's s t a t e l y o r a t i o n 
e x t o l l i n g c h a s t i t y i n Gallathea, and Sapho's triumph 
over Venus f o r the c o n t r o l o f Cupid's arrows i n 
Sapho and Phao. are f u r t h e r i l l u s t r a t i o n s o f 
c o n t i n u i t y between the two w r i t e r s . 

I n Sapho and Phao ( V . i , 3-39) the l i s t of the 
d i f f e r e n t p r o p e r t i e s of Cupid's arrows i s v i r t u a l l y 
d u p l i c a t e d from the e a r l i e r work: 

'Marke here my shaftes: t h i s a l l i s made of woodde, 
Which i s but s o f t , and breedes but s o f t g o o d - w i l l . 
Now t h i s i s g u i l t e , yet seemes i t golde f u l l good, 
And doth deceyve b l i n d l o v i n g people s t i l l . 
But here i s one i s seldom f e l t e or seene: 
This i s o f golde, meete f o r the noblest Queene.'(2) 

I n another "Device"(3) Churchyard presented a tableau 
of f a i r i e s to dance and sing before the court: such 

1. Nichols, o p . c i t . , i i , p.189. 
2* I b i d . , i i , p.164. 
3. I b i d . . i i ; pp.211-13-
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picturesque spectacles also f e a t u r e i n Gallathea and 
Endimion. 

During the second period o f Royal Progresses i n 
the 1590's L y l y seems to have been employed by members 
of the a r i s t o c r a c y to devise 'pleasant pastimes' f o r 
E l i z a b e t h : ( l ) these are d i r e c t l y r e l a t e d to the e a r l i e r 
t r a d i t i o n o f c o u r t l y entertainments. However, i t has 
seldom been s u f f i c i e n t l y emphasized t h a t L y l y ' s p a s t o r a l -
mythological comedies are also l a r g e l y a c o n t i n u a t i o n 
of the court-show expanded i n t o a f i v e - a c t s t r u c t u r e . 
The p a t t e r n b u i l t i n t o most o f Lyly's comedies corres­
ponds t o a formal debat: Vfar versus Love i n Campasne; 
Cha s t i t y versus Love i n Gallathea, Sapho and Phao and 
Love's Metamorphosis; and Love versus Friendship i n 
Endimion. 

The c h i e f d i f f e r e n c e i s t h a t L y l y used m u l t i p l e 
p l o t s ; investe'dhis a l l e g o r i c a l themes w i t h a l i v e l y 
comic s p i r i t , and normally wrote i n prose. These 
c h a r a c t e r i s t i c s appear to be derived from another 
t r a d i t i o n , t h a t o f c h o r i s t e r drama; otherwise h i s 
m a t e r i a l and technique are r e l a t e d to the c o u r t l y r e v e l s . 
Gascoigne, Churchyard and L y l y a l l shared a desire t o 
convey a g r a c e f u l compliment t o E l i z a b e t h by means o f 
a s o p h i s t i c a t e d entertainment embroidered w i t h songs, 
dances and 'pleasing shows'. 

1. L y l y , Works, ed. R.W. Bond, Oxford, 1902, i , pp.378-86 
and 404-09; but G.K. Hunter, o'ohn L y l y , 1962, pp.83-84, 
i s s c e p t i c a l o f Bond's a s c r i p t i o n . 
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During Elizabeth's r e i g n one o f the s t a p l e 
amusements at court was the play. The number 
u s u a l l y ranged from s i x to t e n a, year, presented 
at Christmas, Candlemas and S h r o v e t i d e . ( l ) The 
Revels O f f i c e was responsible f o r purveying enter­
tainment, s u i t a b l e plays being g e n e r a l l y selected 
on a competitive basis from the a v a i l a b l e stock o f 
the adult and c h i l d r e n ' s companies.(2) 

I n the Tudor period there were two t r a d i t i o n s 
o f c h i l d a c t i n g : Grammar-school players, and the 
c h o r i s t e r drama. Play a c t i n g was an approved method 
f o r t r a i n i n g schoolboys i n deportment, e l o c u t i o n and 
r h e t o r i c . Udall at Eton, Taylor at Westminster, and 
Mulcaster at Merchant Taylors', "exercised" t h e i r 
p u p i l s oefore semi-public audiences and o c c a s i o n a l l y 
tne Revels O f f i c e commissioned t n e i r plays f o r a court 
performance.v3) However, t h i s t r a d i t i o n never grew 
i n t o an important branch of drama. 

Choirboys attached t o noblemens' houses were 
sometimes e n l i s t e d t o perform plays before p r i v a t e 
audiences, but the c h o r i s t e r drama which was t o evolve 
i n t o a s i g n i f i c a n t t h e a t r i c a l o r g a n i z a t i o n was centred 
upon the Chapel Royal, St. Paul's and Windsor Chapel. 

1 . E.K. Chambers, The Elizabethan Stage, 1923» i , pp.213-14. 
2. I b i d . , i , pp.71 -105. 
3- A. Harbage, Shakespeare and the R i v a l T r a d i t i o n s , 

New York, 1952 , pp.3 0 - 3 1 . 
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The s t a f f o f the Chapel Royal included a Master o f 
Grammar, who, as w e l l as schooling the choirboys, 
was expected to w r i t e and produce plays f o r the 
court, ( l ) The f i r s t record o f the Chapel children-
being r e c r u i t e d t o act at court was at Christmas 1515 
when they performed T r o i l u s and Pander w r i t t e n and 
produced by t h e i r master William Cornish.(2) The 
Children o f St. Paul's choirschool s t a r t e d t o act 
plays i n 1551 under the supervision of Sebastian 
Westcote and from t h a t year u n t i l 1582 they presented 
annually an almost unbroken s t r i n g o f plays at c o u r t ( 3 ) . 
I n 1567 the boys o f Windsor Chapel d i r e c t e d by Richard 
Parrant also began to appear at c o u r t ( 4 ) . 

The Cha:pel masters r e g u l a r l y "rehearsed" t h e i r 
plays before s elect paying audiences i n c e n t r a l 
Lond.on. Westcote used h i s s i n g i n g school at St. Paul's 
and i n 1576 Parrant and Hunnis combined to launch a 
t h e a t r i c a l e n t e r p r i s e at tenements i n the p r e c i n c t s 
of B l a c k f r i a r ' s P r i o r y ( 5 ) . Although the composition 
and production o f plays rested mainly i n the hands o f 
the choirmaster, p r o f e s s i o n a l w r i t e r s , such as L y l y 

1. H.N. H i l l e b r a n d , The Chi l d Actors, urbana, 1926, p.41. 
2. I b i d . , p.54. 
3. Harbage, o n . c i t . , p.34* 
4. H i l i e b r a n d , o p . c i t . , p.127. 
5- Ibid.» pp.90-91. 



- 9 -

and Peele were o c c a s i o n a l l y c a l l e d upon t o supply 
plays. I n f a c t a l l but one o f the plays w r i t t e n 
by the choirmasters have vanished and Ly l y ' s 
comedies form e a s i l y the l a r g e s t body o f plays which 
survive from the Elizabethan chapel t r a d i t i o n . .Our 
knowledge of t h i s r e p e r t o r y p r i o r t o Ly l y ' s Campaspe 
(1584)» r e s t s upon two t e x t s (one o f d o u b t f u l 
a u t h e n t i c i t y ) , a handful o f play t i t l e s , and a few 
contemporary a l l u s i o n s . 

Richard Edwardes master o f the Chapel Royal 
boys was author of Damon and Pythias, a tragi-comedy 
on the theme o f f r i e n d s h i p , l i c e n c e d i n 1567 and 
published i n 1571 ( l ) . The a c t i o n concerns two 
t r a v e l l e r s Damon and Pythias whose'friendship i s 
te s t e d when Carisophus and A r i s t i p p u s , hangers-on 
to the court o f Dionysius, accuse Pythias o f being 
a spy. The character groups d i s p l a y something o f 
the balanced o r g a n i z a t i o n o f .Lyly's plays, and the 
dialogue on occasion s t r i k e s a L y l i a n note. The 
s p r i g h t l y banter o f the pages W i l l , Jack and Stephano, 
i s akin t o t h a t o f the servants i n Campaspe? they 
discuss t h e i r masters' e c c e n t r i c i t i e s and complain 
o f perpetual hunger i n a s i m i l a r v e i n ^ 2 ) . 

1. I n f o r m a t i o n about the dates o f plays has been 
derived from E.K. Cnambers, The Elizabethan Stage. 
4 v o l s . Oxford, 1923, unless otherwise s t a t e d . 

2. Edwardes, Damon and Pythias. M.S.R., 437-449-
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Steph. I am as hungry now, as when I 
went t o dinner: 
Your p h i l o s o p h i c a l l d i e t , i s so 
f i n e and small 
That you may eate your dinner and 
supper at once and not s u r f a i t e 
at a l l . 

Damon Stephano, much meat breedes heavynes, 
thinne d i e t makes thee l i g h t . 

Steph. I may be l i g h t e r thereby, but I s h a l l 
never rune the f a s t e r . 

Damon 1 have had s u f f i c i e n t l y discourse 
of a m i t i e . 

Steph. Course or discourse, your course i s 
very course f o r a l l your t a l k e . 

Elsewhere there i s a lengthy scene i n which W i l l 
and Jack taunt. Grim the C o l l i e r and pic k h i s p o c k e t ( l ) , 
a t r i c k which resembles one played on Motto the 
barber i n Midas. The s i t u a t i o n i n the main a c t i o n 
where Dionysius i s counselled by Eubulus t o exercise 
mercy,(2) r e c a l l s Hephaestion's advice to Alexander 
on the r e s p o n s i b i l i t i e s o f a statesmanl3). Again, 
Damon's sententious utterances on f r i e n d s h i p , and 
Pythias's long speech before he i s reprieved from 
death, are p a r a l l e l e d by the o r a t i o n s of Geron and 
Haebe i n Endimion and Gallathea r e s p e c t i v e l y . I n 

1. Edwardes, o p . c i t . , 1356-1760. 
2- I b i d . , 842-941. 
3. Campaspe, I I i i , 29-76 (This and a l l subsequent 

quotations from Lyly's works have been taken 
from R.W. .bond's e d i t i o n i n three volumes, 
Oxford, 1902). 
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the matter o f c h a r a c t e r i z a t i o n Edwardes 1 s a t i r i c a l 
p o r t r a i t o f Garisophus a n t i c i p a t e s Lyly's treatment 
of S i r Tophas and the pages, too, belong t o the 
same race. 

The most obvious d i f f e r e n c e s between the 
dramatists are Lyly's use o f prose and the f a c t t h a t 
h i s c e n t r a l theme, love, i s absent from Edwardes' 
play. However,- Endimion deals w i t h f r i e n d s h i p and 
there i s evidence t h a t Damon and Pythias i s not f u l l y 
r e p r esentative o f h i s output, since contemporaries 
considered h i s s t r e n g t h to be i n the sphere o f love 
•comedy ( l ) . 

The Contention between L i b e r a l i t y and P r o d i g a l i t y , 
p r i n t e d i n 1602, may be a ref u r b i s h e d v e r s i o n o f 
Westcote's P r o d i g a l i t y ( 2 ) acted by the c h i l d r e n o f 
St. Paul's c.1567. I t may be described as a "mixed 
M o r a l i t y " , i n which an antagonism between two o f 
the characters, Tenacity and P r o d i g a l i t y , i s f i n a l l y 
resolved by the i n t e r v e n t i o n o f a t h i r d , L i b e r a l i t y 
who stands f o r t he golden mean o f conduct. The a c t i o n 
i s f r e q u e n t l y i n t e r r u p t e d by comic f i g u r e s such as 
Tom Toss and Dick Dicer. This frame-work reappears 

1. H i l l e b r a n d , o p . c i t . , p.84. 
2. I b i d . , pp.128-30. 
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i n Midas and also occurs i n Gallatheai where the 
golden mean between the values o f Venus and Diana 
i s discovered i n v i r t u o u s marriage, and low-comedy 
i s provided by a group o f r u f f i a n s who elbow t h e i r 
way through the play. 

I n the l i g h t o f the foregoing r e c o n s t r u c t i o n 
o f the t r a d i t i o n s o f c h o r i s t e r drama and the Progress 
entertainment, l y l y must be considered as one, and 
not nec e s s a r i l y the best, of a school o f court 
.dramatists. When he s t a r t e d t o w r i t e , some s i x t y 
chapel plays, not i n c l u d i n g r e v e l s , must have been 
acted before E l i z a b e t h . His plays survived; w h i l s t 
those o f h i s predecessors have perished, or e x i s t 
merely as e n t r i e s i n the Revels account book; 
suggestive t i t l e s i n d i c a t i n g t h a t a c l a s s i c a l and 
mythological drama w i t h romantic v a r i a t i o n s on the 
theme o f love, and perhaps e x h i b i t i n g many of the 
features o f L y l i a n comedy, had long f l o u r i s h e d at 
Elizabeth's c o u r t ( l ) . 

L y l y ' s advance, probably l a y i n enhancing and 
r e f i n i n g techniques of dialogue and improving the 
dramatic s t r u c t u r e o f e x i s t i n g modes. 

1. Harbage, o p . c i t . , pp.6b-68. 
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Although the Progress entertainment and the 
court play were Lyly ' s main models other dramatic 
t r a d i t i o n s can be traced i n h i s comedies. 

The l i v e l y n a t i v e t r a d i t i o n o f f o l k pastimes 
such as V/hitsun p a s t o r a l s , Robin Hood plays and 
May games sometimes blended w i t h the l i t e r a r y drama(l). 
Peele, f o r example, embroidered The Arraignment o f 
Paris (acted at court c . 1 5 8 4 ) , w i t h reminiscences 
o f r u s t i c merrymakings and f e s t i v a l p a g e a n t r y ( 2 ) . 
C.R. B a s k e r v i l l has c o l l e c t e d evidence which 
suggests t h a t mythological f i g u r e s sometimes featured 
i n country pastimes(3)« Since such popular r e v e l s 
i n f i l t r a t e d the P r i n c e l y Pleasures o f Kenilworth and 
Peele's s o p h i s t i c a t e d court show, i t i s q u i t e possible 
t h a t L y l y also adopted some of t h e i r p r a c t i c e s i n h i s 
pas t o r a l - m y t h o l o g i c a l plays. I t has not, however, 
proved possible t o demonstrate t h i s . 

The M i n s t r e l group was a t r a d i t i o n a l means o f 
e n t e r t a i n i n g the a r i s t o c r a c y and t h e i r various stunts' 
occupy a marginal s t a t i o n i n Lyly' s comedies; the 
tumbler and dancer who are somewhat a r b i t r a r i l y t h r u s t 
i n t o Campaspe(4) i n d i c a t e the persistence o f t h i s type 

1 . See C.L. Barber, Shakespeare's Festive Comedy, 
Princeton, 1 9 5 9 , Ch . 2 . 

2 . B. Ford, ed. The Age o f Shakespeare. 1 9 5 5 , p p . 6 0 - 6 1 . 
3- C.R. B a s k e r v i l l , 'Some Evidence f o r Early Romantic 

Plays i n England 1, MJPJ.. XIV ( 1 9 1 6 - 1 7 ) , pp. 2 2 9 - 5 1 
and 4 6 7 - 5 2 1 . 

4 . Campaspe, V . i . 
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of amusement. 
There i s l i t t l e doubt t h a t the M o r a l i t y was 

the k i n d o f play most f r e q u e n t l y performed during 
the f i r s t two decades o f Elizabeth's r e i g n . Like W i l l 
to L ike t y p i f i e s t h i s genre where the serious "moral" 
a c t i o n i s repeatedly i n t e r r u p t e d w i t h f a r c i c a l 
episodes e n t i r e l y u n r e l a t e d t o the main p l o t ( l ) . The 
i r r e g u l a r i n t r u s i o n of a group o f low-comedy f i g u r e s 
i n t o the main a c t i o n o f Gallathea i l l u s t r a t e s the 
s u r v i v a l o f t h i s comic scheme i n Lyly's work. Later 
he evolved techniques f o r l i n k i n g h i s comic groups t o 
the p r i n c i p a l events and org a n i s i n g t h e i r pranks around 
a d e f i n i t e p l o t , but Campaspe, Sapho and Phao, Gallathea, 
and Midas r e t a i n something o f the j e r k y s t r u c t u r a l 
p a t t e r n o f a M o r a l i t y . 

The C l a s s i c a l comedy of Terence and Plautus, g r e a t l y 
admired by educated Elizabethans, was f i r s t i m i t a t e d 
by academic w r i t e r s . Udall's Ralph Roister Doister 
(c. 1553)» Gammer Gurton's Needle (c. 1563)» by 
Mr. S. o f Cambridge, are e a r l y a n g l i c i z e d versions 
of Roman comedy which introduced new character types, 
comic s i t u a t i o n s and the i n t r i g u e p l o t to the English 
stage. Lyly's o n l y play almost wholly based on the 
Pla u t i n e p a t t e r n o f comedy was Mother Bombie. 

1. This subject i s f u l l y discussed by O.E. Winslow, 
Low Comedy as a S t r u c t u r a l Element i n English 
Drama, Chicago, 1926, Ch.2. 
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There i s one other type o f play which formed 
a considerable p a r t o f the nation's output i n the 
generation before L y l y s t a r t e d h i s career as a 
dramatist: the popular Romance. As w i t h the e a r l y 
Chapel plays, p r a c t i c a l l y a l l the t e x t s have 
perished; however, S i r Clyomon and Clamydes and 
the anonymous Common Conditions are probably l a t e 
s u r v i v a l s from t h i s t r a d i t i o n a l ) . I f t h i s i s so, 
t a l e s o f adventure and spectacular deeds i n v o l v i n g 
c h i v a l r o u s k n i g h t s , damsels i n d i s t r e s s , magicians 
and dragons formed the s t a p l e of many l o s t plays. 
I n 1 5 8 2 Stephen Gosson's idea of a play was o f : 

"the adventures o f an amorous k n i g h t , 
passing from c o u n t r i e t o c o u n t r i e f o r 
the love o f h i s lady, encountring 
many t e r i b l e monster 1 ( 2 ) 

l n Gallathea the monster Agar, a devourer o f 
maidens, has t o be appeased, and Haebe, h i s intended 
v i c t i m , plays the r o l e o f a damsel i n d i s t r e s s . The 
f a n t a s t i c p l o t o f Endimion also r e f l e c t s the popular 
•romantic drama; i t included: a b e a u t i f u l lady banished 
to a remote c a s t l e ; a wicked enchantress who induces 
a charmed sleep which r e s u l t s i n Eumenides1 quest; a 

1. Harbage, op.-cit. , p.62 
2. Gosson, Plays Confuted i n Five Actions, ed. 

W.C. H a z l i t t , 1859, p.181. 
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magic f o u n t a i n i n a desert; and Endimion, the 
c e n t r a l character, i s portrayed as a k n i g h t from 
the world o f romance; he declares t h a t t o o b t a i n 
Cynthia 1s l o v e : 

'There i s no Mountain so steepe t h a t I 
w i l l not climbe, no monster so c r u e l l 
t h a t I w i l l not tame, no a c t i o n so 
desperate t h a t i w i l l not attempt 1 . (.1) 

i n assessing the r e l a t i v e importance of the 
various i n f l u e n c e s i t must be stressed t h a t the 
"Progress" and "Chapel" t r a d i t i o n s played a d e c i s i v e 
p a r t i n the f o r m u l a t i o n o f Lyly's comedies, whereas 
the others appear t o be s u b s i d i a r y ones which from 
time t o time exercised a l i m i t e d c o n t r o l over h i s 
i n v e n t i o n . 

I t has been seen t h a t L y l y derived the essentials 
of h i s comic method from the techniques o f e a r l i e r 
p l a y w r i g h t s , but the form and content of h i s comedies 
were also a f f e c t e d by c e r t a i n non-dramatic i n f l u e n c e s 
wnich must also be considered. For example, Lyly's 
choice of m a t e r i a l was conditioned by the f a c t t h a t 
he wrote f o r the court; I t a l i a n p a s t o r a l drama 

Endimion. I I i . 6-8. 
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fu r n i s h e d suggestions f o r p l o t s , and renaissance 
c r i t i c a l theory i n f l u e n c e d h i s act s t r u c t u r e . 

L y l y was one o f a group o f w r i t e r s who 
sought r o y a l patronage. Like Edmund Spenser he 
obtained a post as secretary t o a nobleman (Edward 
de Vere, Earl o f O x f o r d ) ( l ) , and h i s comedies, l i k e 

- the Faerie Queene, were c a l c u l a t e d t o a t t r a c t 
Elizabeth's favour. A number o f p e t i t i o n s have 
survived which record h i s acute disappointment at 
not being rev/arded, as he had hoped, w i t h the 
Mastership of the Revels: 

'Thirteen yeares, your: Highnes Servant; 
Butt; y e t t nothinge' ( 2 ) 

Praying f o r the Queen at the end o f a play, as 
i n Ingeland's The Disobedient Child, Edwardes* Damon 
and Pythias, and Ulpian Pulwell's L i k e W i l l to L i k e , 
seems to have been a regular f e a t u r e o f dramatic 
performances-similar t o the f u n c t i o n o f the National 
Anthera today(.3)« L y l y and Peele, however, composed 
plays i n which the whole a c t i o n was designed t o pay 
an elegant compliment to the Queen. Lyly ' s blend o f 
c l a s s i c a l myth, a l l e g o r y , renaissance w i t and f l a t t e r y 

1. Bond, op. c i t . , i , p. 24-. 
2. I b i d . , i , p.70. 
3 . E.C. Wilson, England's E l i z a , harvard, 1939, p.96. 
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achieved i t s f i n e s t expression i n Endimion. where 
Cynthia i s g l o r i f i e d as an i d e a l i z e d p o r t r a i t o f 
Eli z a b e t h . Elsewhere she was expected to see 
h e r s e l f p l e a s i n g l y mirrored as Sapho, Diana, and 
Alexander : 

'a great p r i n c e , whose passions and 
thoughts do-«far...exceede others i n 
e x t r e m i t i e ' . ( l ) 

yet r e s i s t s the impulses o f love i n the i n t e r e s t s 
o f the s t a t e . Lyly's comedies have much i n common 
w i t h other l i t e r a t u r e which was s p e c i a l l y attuned 
to the t a s t e o f the court, such as Peele's Arraignment 
of__.Paris (c.1584) and Thomas Blenerhasset' s mythological 
poem A V i s i o n o f the True rcinerva (1582). P a r a l l e l s 
w i t h the Progress entertainments have already been 
noted. 

Lyly's f i r s t l i t e r a r y venture wag the s p e c t a c u l a r l y 
successful novel Euphues, published i n two p a r t s i n 
1578 and 1580. He was probably s t i m u l a t e d to w r i t e 
plays p a r t l y by a desire to e x p l o i t the r e p u t a t i o n he 
had made as a n o v e l i s t ; at any r a t e , the composition 
o f Euphues c e r t a i n l y i n f l u e n c e d h i s comedies. The 
l e i s u r e l y romantic tale.- i s handled so as t o give the 
gentlemen and l a d i e s ample o p p o r t u n i t y to discuss the 

1. Campaspe, 11.a. 82.2-.-
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subject o f love and to debate such issues as the 
r e l a t i v e m e r i t s o f beauty, v i r t u e , r i c h e s and 
l e a r n i n g i n a husband or w i f e . Such r e f i n e d 
dialogues were to become the conversational norm 
of h i s comedies. Lyly's f i r s t play, Campaspe. 
published i n 1584, i l l u s t r a t e s t h i s p o i n t . The 
main theme bears upon the value o f love, and the 
f i n e l y phrased discourses between Alexander and 
Hephaestion on the r i v a l m e r i t s of love and general­
ship c l o s e l y resemble the k i n d o f debates i n Euphues 
which so d e l i g h t e d fashionable s o c i e t y . I n Sapho and 
Phao, S y b i l l a ' s lengthy e x p o s i t i o n o f love-precepts 
to Phao, and the scene/.' i n Endimion i n which groups 
of court l a d i e s discuss t h e i r s u i t o r s , d i s p l a y the 
same k i n d o f w i t and eloquence as Euphues. 

The researches o f V.M. J e f f e r y have revealed 
t h a t L y l y owed a debt to I t a l i a n p l a y w r i g h t s which 
Bond, i n 1902, d i d not suspect. She concludes: 

'Lyly's m a t e r i a l i s i n f a c t i d e n t i c a l w i t h 
t h e i r s , h i s treatment o f i t equally 
resembles theirs.' ( l ) 

This i s an overstatement o f her ca.se, but she has 
shown t h a t since the e a r l y 16th. century there had 

1. V.M. J e f f e r y , John Lyly and the I t a l i a n Renaissance 
Pa r i s , 1929, p.61. 

http://ca.se
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e x i s t e d i n I t a l y a mature t r a d i t i o n o f Pastoral 
drama from which L y l y drew i n s p i r a t i o n . Gallathea, 
Love's Metamorphosis and Mother Bombie borrow plumes 
from such plays as, Luca Gentile's Agia and 
G.B. d e l l a Porta's Cinta. Midas, i n p a r t i c u l a r , 
appears to adapt scenes from Zoppio's Mida. Therefore 
I t a l i a n Pastoral drama i s another i n f l u e n c e t o be v. 
reckoned w i t h i n t r a c i n g the descent o f Lyly's comic 
technique. 

Educated Elizabethans placed a high value on 
r h e t o r i c a l expression, accordingly L y l y c u l t i v a t e d 
the a r t s o f language. His s t y l e d i s p l a y s the ornamental 
devices, p r o d i g a l i t y o f s i m i l e , i t e r a t i o n , a m p l i f i c a ­
t i o n , analogy, v a r i e d r e p e t i t i o n and so f o r t h prescribed 
by s c h o l a s t i c theory. L y l y ' s humanistic t r a i n i n g 
tended t o emphasize s t y l e r a t h e r than s t r u c t u r a l form, 
w i t h the r e s u l t t h a t more craftsmanship was devoted 
to producing an opulent t e x t u r e than the o v e r a l l 
o r g a n i z a t i o n o f a work of a r t . ^ l ) 

The Elizabethan's admiration o f l i n g u i s t i c 
d e x t e r i t y was accompanied by a love o f v a r i e t y of 
matter, so marked i n the P r i n c e l y Pleasures of Kenilworth. 
Both considerations encouraged w r i t e r s t o place 
emphasis on content r a t h e r than s t r u c t u r e . I n the 

1. This subject i s f u l l y discussed by M. Doran, 
Endeavors o f A r t , Wisconsin, 1954, Ch.2. 
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Prologue to Midas L y l y alludes t o the e f f e c t o f 
t h i s t a s t e on a r t i s t i c decorum: 

' i.. what her e t o f o r e hath beene 
served i n s e v e r a l l dishes f o r a 
feaste, i s now minced i n a charger 
f o r a Gallimaufrey. 1 (1) 

This tendency t o concoct a loose, mixed e n t e r t a i n ­
ment i s apparent even i n Ly l y ' s most f i n i s h e d plays, 
Dut i t was tempered by another f a c t o r i n h i s academic 
t r a i n i n g . 

As part o f h i s education l y l y would a u t o m a t i c a l l y 
receive grounding i n renaissance t h e o r i e s o f comedy 
of which Terence and Terentian commentators such as 
Donatus formed the core. The p r i n c i p a l methods of 
studying C l a s s i c a l comedy were through r h e t o r i c a l 
a n a l y s i s , and the examination o f the t r i p a r t i t e move­
ment from the p r o t a s i s through the e p i t a s i s to the 
catastrophe and r e s o l u t i o n . ( 2 ) This re g u l a r develop­
ment o f the p l o t was, according t o Baldwin, i n t e g r a t e d 
w i t h a f i v e - a c t s t r u c t u r e by W i l l i c h i u s and Wagnerus, 
and f u r t h e r harmonized w i t h A r i s t o t l e ' s n a r r a t i v e 
requirements o f beginning, middle and end.(3) 

1. Midas, Prologue, 17-19. 
2.. M.T. Herrick, Comic Theory i n the Sixteenth Century, 

urbana, 1950, p.106. 
3. T.W. .Baldwin, William Shaksper's Five-Act S t r u c t u r e , 

Urbana, 1947, pp.228-51. 
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Lyl y would have learned t h a t a modern playwright 
must observe t h i s system i n order t o w r i t e a good 
play. Baldwin has f u r t h e r shown t h a t L y l y employed 
the f i v e - a c t s t r u c t u r e w i t h i n c r e a s i n g s k i l l u n t i l 
he a r r i v e d at the advanced i n t r i g u e a c t i o n of 
Mother Bombie(l). This, then, was the frame-work 
which L y l y used t o d i s c i p l i n e the rambling e n t e r t a i n ­
ments i n h e r i t e d from the Progress Revels. 

This chapter has been concerned f i r s t l y t o 
show how L y l y e x p l o i t e d the work o f e a r l i e r dramatists 
and secondly t o recon s t r u c t the i n t e r p l a y of forces 
- l i t e r a r y and environmental - which governed the 
development o f h i s comic a r t . The survey has been a. 
lengthy, but necessary prelude t o the study o f 
i n d i v i d u a l comedies. 

1 . Baldwin, o p . c i t . , p p . 4 9 3 - 5 4 3 • 
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CHAPTER 1 1 

LYLY'S COMEDIES 

Sir P h i l i p Sidney's Defense of Poetry, w r i t t e n 
about 1583^1), contains a valuable account o f recent 
developments i n English drama. His views are• 
p a r t i c u l a r l y i n t e r e s t i n g f o r students o f L y l y because, 
coming from a c o u r t i e r , they may be regarded as a 
f a i r i n d i c a t i o n o f c o u r t l y t a s t e i n dramatic e n t e r t a i n ­
ment. 

Sidney found l i t t l e t o praise when reviewing 
contemporary comedy: 

'PIayes bee n e i t h e r r i g h t Tragedies, 
nor r i g h t Comedies, mi n g l i n g Kinges and 
Clownes, not because the matter so 
c a r r i e t h i t , but t h r u s t i n the Clowne by head and 
shoulders t o play a pa r t i n m a j e s t i c a l l 
matters, w i t h n e i t h e r decencie nor d i s c r e t i o n : ' ( 2 ) 

he continues: 
'wee have nothing but s c u r r i l l i t i e 
unwoorthie o f anie chaste eares, 
or some extreame shewe o f doltishnesse, 
indeed f i t t o l i f t up a loude l a u g h t e r 
and nothing else:'13) 

He recommended comic play w r i g h t s to make a d i s t i n c t i o n 
between 'loud laughter' and ' d e l i g h t ' , and urged: 

1. B. Pord, ed. The Age o f Shakespeare, 195b, p.51. 
2. Sidney, The Defense o f Poesie, ed. A. P e u i l l e r a t , 

i i i , 1923, p.39. 
3• i b i d . , p.40. 
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'the whole t r a c t o f a Gomedie 
should be f u l l o f d e l i g h t ' ( l ) 

Thus Sidney advocated a refined., i n t e l l e c t u a l 
enjoyment ra t h e r than the gross hodge-podge o f 
'madde Antiques' and popular far c e t h a t normally 
p r e v a i l e d . Stephen Gosson, too, i n h i s harshly 
c r i t i c a l t r e a t i s e Plays Confuted i n Five Actions, 
published i n 1582, commended a s i m i l a r type of 
comic experience: 

'wee ha.ve eares to heare, and eyes to see.... 
Comedies presenting d e l i g h t t o both, 
are not so rashly t o be condemned 1.(2) 

Sh o r t l y a f t e r Sidney and Gosson had expressed 
t h e i r views on contemporary drama Lyly's comedies 
s t a r t e d to appear, and i n h i s Prologues he expressed 
a determination t o r e f i n e comedy along l i n e s 
s t r i k i n g l y s i m i l a r t o those suggested by Sidney and 
Gosson, The B l a c k f r i a r s Prologue to Sapho and Phao (1584), 
provides an i n t e r e s t i n g statement of h i s a r t i s t i c 
aims. He warns-the audience t h a t they 'cannot reape 
( t h e i r ) wonted mirthes', and goes on to ex p l a i n : 

1. Sidney, o p . c i t . , p.40. 
2. Gosson, Plays Confuted i n Five Actions, ed. 

W.C. Haz l i t t , " " l 8 5 9 , p. 210. 
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•Our i n t e n t was at t h i s time to 
move inward d e l i g h t , not outward 
l i g h t n e s s , and to breede.-soft s m i l i n g , 
not loude laughing: knowing i t t o 
the wise to be as great pleasure to 
heare counsell mixed w i t h w i t t e , as 
t o the f o o l i s h t o have sporte mingled 
w i t h rudeness^. ( l ) 

This important passage i n d i c a t e s t h a t Lyly 
d e l i b e r a t e l y set out to exclude vulgar, rowdy and 
chaotic elements from h i s plays and attempted t o 
devise a r e f i n e d comic mode attuned to the t a s t e 
o f the more d i s c r i m i n a t i n g among h i s a r i s t o c r a t i c 
audiences. There i s no evidence t h a t Lyly's court 
comedies were d i r e c t l y i n s p i r e d by Sidney's plea 
f o r ' d e l i g h t f u l ' entertainment, but i n view o f 
Sidney's great p r e s t i g e i n court c i r c l e s i t i s not 
improbable t h a t h i s views might i n f l u e n c e a young 
c o u r t i e r w i t h l i t e r a r y ambitions. 

The subject o f love which had proved . 
successful i n the two p a r t s o f Euphues became a 
c e n t r a l theme i n Lyly's comedies. His f o r m u l a t i o n 
of a d i s t i n c t i v e k i n d o f love-game comedy based on 
formal a c t i o n s , w i t t y dialogue, f a n c i f u l mythological 
p l o t s and elegant s t y l i s t i c d i s p l a y , represented a 
departure from the comic p r a c t i c e o f h i s predecessors. 
At a time when loose and h u r r i e d dramatic w r i t i n g 
was the r u l e he invested h i s work w i t h a symmetry of 
design, a d e l i c a t e romantic fancy, an e x q u i s i t e 

1. Sapho and Phao, Prologue at B l a c k f r i a r s , 7-11. 
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refinement o f s t y l e and a l i t e r a r y f i n i s h which 
brought immediate acclaim. Campaspe, h i s f i r s t 
play, went through three issues i n a y e a r ( l ) . 

Unfortunately, due to the almost wholesale 
disappearance of p r e - L y l i a n comedies w r i t t e n f o r 
c o u r t l y audiences, i t i s not c e r t a i n t o what 
extent L y l y was a pioneer i n the province o f 
a r t i f i c i a l High Comedy w i t h i n a p a s t o r a l and 
mythological frame-work. He i s at any r a t e the 
f i r s t Elizabethan dramatist, whose plays have 
survived, who formulated a d e f i n i t e theory o f 
comedy designed t o provide i n t e l l e c t u a l d e l i g h t 
through l i v e l y conversational play i n a w i t t y l ove-
game between men and women. 

Lyly's f i r s t play, Campaspe, was acted at court 
on danuary 1 s t . , 1584. The p l o t , based on a l i t t l e 
known episode i n Alexander's career, was n i c e l y 
c a l c u l a t e d t o s a t i s f y the romantic temper o f h i s 
audience and at the same time explore a problem o f 
special i n t e r e s t t o the English court: what i s a 
r u l e r to do when assailed by the impulse o f love? 
Lyly's c h i e f preoccupation appears to have been how 
to r e c o n c i l e a sense o f the comic stemming from 
L a t i n Comedy wi t h a s e n s i b i l i t y f o r romance. The 
ac t i o n occurs i n the open a i r - the market place 
i n Athens - and employs simultaneous s e t t i n g s : a 

1. Bond, o p . c i t . , i i , p.230. 
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d i s t i n c t l y Terentian environment. The appearance o f 
the courtezan L a i s , and the presence o f r a s c a l l y 
slaves also i n d i c a t e s a desire to resemble Roman 
Comedy. On the other hand, the s t o r y o f Alexander's 
passion f o r the hand-maid Campaspe i n preference to . . 
the well-born Timoclea and the tender love scenes 
between Apelles and Campasp.e cater f o r the Elizabethans' 
t a s t e f o r romance. The debate between the claims o f 
love and the o b l i g a t i o n s o f statesmanship which runs 
through the play provides the k i n d o f i n t e l l e c t u a l 
i n t e r e s t common i n court entertainments, while the 
subtle aura o f compliment t h a t surrounds the f i g u r e 
o f Alexander serves as a device o f court f l a t t e r y . 

Alexander i s portrayed as an i d e a l r u l e r whose 
i n t e g r i t y i s jeopardized by an i n f a t u a t i o n f o r 
Campaspe: 'an humble hand-maid borne o f meane 
pa r e n t a g e ' ( l ) . Hephaestion, h i s general, v a i n l y 
t r i e s to dissuade him from succumbing to 'the s o f t 
and yeelding' pleasures o f love; however, on l e a r n i n g 
of the mutual passion of Campaspe and the p a i n t e r 
Apelles, he magnanimously renounces her and r e t u r n s 
t o the c a l l s o f higher duty by preparing f o r an 
expe d i t i o n against Persia. 

The play s e n s i t i v e l y examines the nature o f love 
and the problems o f moral self-management i t poses 

1. Campaspe, I . i . 71-72. 
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f o r a r u l e r . Love i s mainly a subject f o r t a l k : 
Lyly i s not concerned, as y e t , t o explore i t s 
comic p o s s i b i l i t i e s i n a c t i o n . He contrasts 
Alexander's seemingly shallow i n f a t u a t i o n , aroused 
by sexual allurement, w i t h the sincere love o f 
Apelles and Campaspe, expressed i n a s e r i e s o f 
dialogues s u b t l y suggestive o f intense emotion.(l) 

Several d i f f e r e n t a t t i t u d e s towards love emerge 
from the play. Diogenes sees t r a d i t i o n a l romance 
as a mere cloak f o r sexual indulgence: 'Your f i l t h y 
l u s t e you colour under a c o u r t l y colour o f l o v e 1 ( 2 ) . 
Eephaestion (who acts as a moral counsellor) i s also 
s c o r n f u l o f the ' f l a t t e r i n g madness o f love', and 
urges Alexander to understand t h a t 'the weak conceites 
o f l o v e ' ( 3 ) are f i t only f o r common beings and t h a t 
Princes have an o b l i g a t i o n t o recognize a higher code 
of duty. Alexander's u l t i m a t e c o n t r o l over h i s passion 
was c l e a r l y intended as a compliment t o E l i z a b e t h who1 

regarded the r e s p o n s i b i l i t i e s o f statesmanship as o f 
greater importance than the g r a t i f i c a t i o n o f p r i v a t e 
desires. 

L i g h t r e l i e f i s provided by three comic pages who 
mimic;,, mock and r a i l against the e c c e n t r i c behaviour 
of t h e i r masters. They appear at i n t e r v a l s throughout 

1. 
2. 
3-

Campaspe, I I I i i i and IV, i i & i v . 
I b i d . , IV, i , 36-37. 
I b i d . . I l l , i v , 18. 
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the play and are only i n d i r e c t l y r e l a t e d t o the main 
a c t i o n . M i r t h i s aroused by comic dialogues t h a t 
r e l y on b r i s k w i t , l i v e l y quips, word play, parody 
and so f o r t h , r a t h e r than on f a r c i c a l a n t i c s . The 
three sons o f Sylvius who give an e x h i b i t i o n o f 
tumbling, s i n g i n g and dancing i n the l a s t act, appear 
to be an i n t e r e s t i n g s u r v i v a l from the s o r t o f 
r e c r e a t i o n commonly f u r n i s h e d by m i n s t r e l groups. 
Among the group o f philosophers Diogenes i s the only . 
one e f f e c t i v e l y portrayed; h i s f o r c e f u l t i r a d e s against 
the corrupt s o c i e t y o f Athens(l) d i s p l a y a serious 
concern t o h a l t moral regression. 

The s u p e r i o r i t y o f Gampaspe over the few e a r l i e r 
court comedies t h a t have survived, such as Damon and 
Pythias by Richard Edvardes, derives l a r g e l y from 
L y l y ' s impressive handling o f s t y l e . The basic s t y l e , 
a neat a n t i t h e t i c a l prose, i s v a r i e d w i t h judgement 
to oibtain special e f f e c t s . The r a p i d exchanges o f 
the pages c a l l s for. a w i t t y fencing s t y l e ; (2) whereas, 
i n liephaestion 1 s formal o r a t i o n against Love(3)» L y l y 
employed an eloquent d i c t i o n elaborated w i t h r h e t o r i c a l 
devices. Melippus's j o c u l a r account o f s o l i c i t i n g 
the philosopners(4) i s r e l a t e d i n an i n f o r m a l rambling 
manner; on the other hand, Diogenes' r e a l i s t i c prose 
a.dds cogency t o h i s i n v e c t i v e , while the l y r i c a l 

1. Campaspe, IV, i , 24-53« 
2. See f o r example, I I I , i i , 9v66. 
3. Campaspe, I I , i i , 29-76. 
4. I b i d . , I , i i i , 1-24. 
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dialogues between Apelles and Cainpaspe convey tender 
emotion. 

I f , as M.C. Eradbrook has observed: 
'The development o f Elizabethan 
comedy i s very l a r g e l y the develop­
ment o f i t s language'(1) 

then Lyly deserves an honourable p o s i t i o n f o r ha.ving 
evolved a prose s t y l e which proved an e n t i r e l y 
adequate instrument f o r h i s comic a r t . 

Lyly's second play, Sapho and Phao, performed at 
court on March 3rd., 1584, i s r e l a t e d both to Campaspe 
and t o mythological court shows such as Thomas 
Churchyard's Cupid and Dame Chas t i t y performed before 
the Queen at Norwich i n 1778.(2) I t i s constructed 
f o r the same aggregate of players as Campaspe, and 
employs the same dramatic p a t t e r n , merely r e v e r s i n g 
the t r i a n g l e so t h a t two women f a l l i n love w i t h one 
man.(3) The main cheme o f Campaspe - the t e s t i n g o f 
the f o r t i t u d e of a r u l e r to withstand temptation - i s 
also d u p l i c a t e d . 

Sapho and Phao i s t o some degree guided by the 
requirements o f court f l a t t e r y ; f o r example, E l i s a b e t h 
was doubtless intended to see h e r s e l f p l e a s i n g l y 

1. M.C. Bradbrook, The Growth and Structure o f Elizabethan 
Comedy, 1955, p.49. 

2. J. Nichols, The Progresses and Public Processions o f 
Queen E l i z a b e t h . 1823, i i , PP-188-98; 

3. Baldwin, o p . c i t . . p.505. 
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mirro r e d i n Sapho's r e s o l u t e r e s t r a i n t o f her passion, 
but the claim t h a t the a c t i o n d a r i n g l y shadows'the 
co u r t s h i p o f the Queen by the Duke o f Alencon i s l e s s 
c e r t a i n , ( l ) although i t i s reasonably clear t h a t Sapho's 
dream(2) i s t o be i n t e r p r e t e d as Lyly's appeal t o 
El i z a b e t h f o r patronage.(3) 

The main theme o f the play concerns the attempts 
of Venus and Cupid to compel.Sapho, Princess o f Syracuse, 
to y i e l d to a desire f o r Phao, a b e a u t i f u l commoner, 
and 3apho's successful conquest of her dishonourable 
passion. She declares: 

' I f I g e t t e Cuppid from thee, I my 
s e l f e w i l l be the Queene o f love. 
I w i l l d i r e c t these arrowes.'(4) 

Eventually Venus h e r s e l f develops an u n c o n t r o l l a b l e 
desire f o r Phao and f i n d s h e r s e l f unable to r e s i s t 
'the u n brideled thoughtes o f (her) h e a r t e ' ( 5 ) . Sapho's 
f i n a l capture o f Cupid i n d i c a t e s t h a t Love (Cupid), 
v / i l l henceforth be guided by the p r i n c i p l e s o f v i r t u o u s 
and honourable love (Sapho), and not 'lewed passions' 
(Venus), ' t h a t yeelde so' o f t e n t o the impressions o f 
Love'(6) (Phao's sex appeal). The outcome i s thus a 

1. G.K. Hunter, John Lv l v . 1962, pp.173-77. 
2. Sapho and Phao. IV, i i i , 1-20. 
3« Baldwin, o p . c i t . , pp. 500-502. 
4. Sapho and Phao. V, i i , 25-26. 
'3. I b i d . , V, i i , 60-61. 
6. I b i d . , V, i i , 59-60. 
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d i r e c t compliment to El i z a b e t h , whose c h a s t i t y has 
been shown not t o be the easy kind of the unassailed, 
but the great c h a s t i t y o f the much tempted.(1) 

Love, as w e l l as being the subject o f &n 
a l l e g o r i c a l s t r u g g l e , forms the c h i e f t o p i c o f conversa­
t i o n throughout the play. S y b i l l a , the f i g u r e o f 
Experience, d e l i v e r s two lengthy sermons t o Phao on 
the subject o f c o u r t l y l o v e ; ( 2 ) and elsewhere a group 
of court l a d i e s w i t t i l y discuss love, mocking the 
absurd a f f e c t a t i o n s o f t h e i r s u i t o r s while amusingly 
b e t r a y i n g t h e i r own i n f a t u a t i o n w i t h the opposite sex.^3) 
Lyly's contemporaries undoubtedly enjoyed such burlesque 
on t h e i r f a v o u r i t e pastime. 

One of Lyly' s outstanding achievements i n Sapho 
and Phao was h i s p o r t r a y a l o f women. Female characters 
played a minor part i n e a r l i e r plays, and were normally 
shadowy f i g u r e s such as Videna i n Gorboduc. L y l y , 
however, s k i l f u l l y captured the f r i v o l o u s t r a i t s , i d l e 
c h a t t e r , b i c k e r i n g and sharp w i t of court l a d i e s . M e l i t a 
and P a v i l l a , i n p a r t i c u l a r , convey a d e l i g h t f u l impression 
of f e m i n i n i t y . ( 4 ) Sapho i s somewhat i d e a l i z e d , a 
circumstance which permitted l i t t l e scope f o r r e a l i s t i c 
c h a r a c t e r i z a t i o n . Verms approximates more nearly to 

1. B. P. Huppe, "Allegory o f Love i n Lyly ' s Court Comedies," 
E.L.H., XIV (1947), pp.99-102. 

2. Sapho and Phao, I I , i , and I I , i v , 38-118. 
3- I b i d . , I I I , i i i , 1-81 and IV, i i i , 21-95. 
4« Sapho and Phao, I I I , i i i and I , i v . 



- 33 -

psychological, realism, being 'at one time almost 
completely a woman, at another a c l a s s i c a l goddess, 
only sometimes completely the a l l e g o r i c a l f i g u r e , 
the Queen of L o v e . 1 ( l ) L y l y f o r the f i r s t time 
attempted to represent the workings o f the female 
mind when aroused by the impulse o f love. 

A v a r i e t y o f s u b s i d i a r y i n t e r e s t s surround the 
main a c t i o n . Trachinus a c o u r t i e r ajid Pandion a 
scholar, each w i t h a page, appear at i n t e r v a l s 
throughout the f i r s t t h r e e . a c t s , provide m i r t h by 
displays of s y l l o g i s t i c w i t , clever t a l k about c o u r t 
j a r g o n and e t i q u e t t e , and sing a numDer o f part 
songs. The episodes i n which they are engaged do 
not t e l l a connected s t o r y and there i s no attempt 
to r e l a t e them t o the main p l o t . 

The substance o f the play l i e s i n the a l l e g o r y 
and the dialogue, r a t h e r than i n a w e l l developed 
s t r a i n o f a c t i o n . I t represents a h i g h l y s k i l f u l 
attempt to formulate a new k i n d o f c u l t u r e d comedy 
based on elegant s t y l i s t i c d i s p l a y , r e f i n e d w i t and 
men and women i n lov e , a l l i n t e r a c t i n g w i t h i n the 
modified fiame-work o f a t r a d i t i o n a l c o u r t l y enter­
tainment. 

Lyly's t h i r d play, Gallathea, was entered i n the 
Stationer's Register on A p r i l 1 s t . , 1585, and since 

1. Huppe, o p . c i t . , p.99-
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i t contains m a t e r i a l from Scot's Discoverie o f 
W i t c h c r a f t , published i n 15S4» i t i s reasonably-
c l e a r t h a t i t was w r i t t e n f o r the court season 
1584-5.(1) 

The a c t i o n takes place i n a wood on the coast 
of L i n c o l n s h i r e , but the scene resembles an Arcadian 
" t o u t en p a s t o r a l " s e t t i n g more c l o s e l y than the 
English countryside. The play consists of three 
p a r t i a l l y i n t e r l o c k i n g a c t i o n s : the p l o t about the 
y e a r l y t r i b u t e concerns the a f f a i r s of a p a s t o r a l 
community and dis p l a y s the i n f l u e n c e o f I t a l i a n 
comedy; the mythological a c t i o n resemble s the formal 
debate-structure o f a court show; and the comic 
by-plot about the adventures o f three shipwrecked 
brother s , exemplifies the t r a d i t i o n o f n a t i v e f a r c e . 
L y l y made l i t t l e attempt t o fashion the various 
actions i n t o a u n i f i e d piece o f p l o t t i n g . The p a s t o r a l 
s t o r y s u f f e r s from the l a c k o f a genuinely complicated 
s t r u c t u r e to develop and u n t i e , and the episodes i n 
the comic sub-plot are only connected by the loosest 
o f n a r r a t i v e threads. The focus o f i n t e r e s t i n the 
play, i n so f a r as i t e x i s t s , l i e s i n the a l l e g o r i c a l 
struggle, between Venus and Diana. 

I n w r i t i n g Gallathea L y l y attempted t o u n i t e 
comedy, romance and a l l e g o r y by welding three d i s t i n c t 

1. Baldwin, o p . c i t . . p.506. 
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dramatic t r a d i t i o n s : n a t i v e f a r c e , I t a l i a n p a s t o r a l 
drama and the mythological court show w i t h i n the 
frame-work o f a s i n g l e play. His f a i l u r e t o overcome 
the a r t i s t i c problems in v o l v e d can be gauged by 
comparing Gallathea w i t h another f o r e s t comedy -
A Midsummer Night's Dream, i n which Shakespeare 
su c c e s s f u l l y i n t e g r a t e d a s i m i l a r t r i p a r t i t e a c t i o n 
by c a r e f u l l y combining h i s p l o t s , blending h i s tones 
and making a s k i l f u l use o f s e t t i n g to ensure s t r u c t u r a l 
and atmospheric harmony. 

Lyly introduced an element of n o v e l t y i n t o h i s 
d e s u l t o r y p a s t o r a l p l o t by making two g i r l s disguised 
as boys f a l l i n love w i t h each other, but the manner 
of r e s o l v i n g t h i s s i t u a t i o n by a miraculous change o f 
sex i s r a t h e r u n s a t i s f a c t o r y . He seems to have been 
more concerned t o i n v e s t h i s s t o r y w i t h a l l e g o r i c a l 
meaning than invent an ingenious p l o t , v i v i d characters 
and i n t e r e s t i n g dialogue. 

The i n t e l l e c t u a l mainspring o f the play - the 
attempt to assess the r e l a t i v e m erits o f love and 
c h a s t i t y - i s embodied i n the a l l e g o r i c a l contention 
between Venus and Diana instead o f being t r a n s l a t e d 
i n t o dramatic a c t i o n . The mythological scenes which 
provide a frame-work.for t h e i r antagonism are p e r f e c t l y 
designed to d i s p l a y Lyly's c h a r a c t e r i s t i c comic mode. 
The smart badinage between Cupid and Diana's nymphs(l i i ) , 
the l a t t e r s ' d e s c r i p t i o n s o f t h e i r f i r s t impressions 
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of Love ( I I I , i ) , and Cupid's saucy p r a t t l e as he 
i s forced to u n t i e love-knots (IV, i i ) , i l l u s t r a t e 
the k i n d o f f a n c i f u l comedy at which L y l y excelled. 

The o p p o s i t i o n o f Venus and Cupid t o Diana and 
her nymphs i s expressed through a s e r i e s o f d e l i g h t f u l 
dialogues and s t a t e l y o r a t i o n s which combine elegance, 
w i t and i n t e l l e c t u a l refinement w i t h a technique 
comparable t o the debate-structure o f a court show. 
These scenes w e l l i l l u s t r a t e the formal a l l e g o r i c a l 
manner which L y l y used to a r t i c u l a t e h i s important 
themes. For example, i n the l a s t act, Diana's h u m i l i a ­
t i o n o f Cupid i m p l i e s a condemnation o f i r r e s p o n s i b l e 
and wanton l o v e , but her eventual approval o f the deep 
mutual love o f P h i l l i d a and Gallathea i n d i c a t e s a 
r e c o g n i t i o n t h a t v i r t u o u s conjugal love deserves 
respect, although i t does not d e t r a c t from the supreme 
v i r t u e o f c h a s t i t y . 

The subsidiary a c t i o n o f Gallathea concerns the 
adventures of three shipwrecked brothers who appear 
at i n t e r v a l s i n a s t r i n g o f low-comedy episodes e n t i r e l y 
u n r e l a t e d to the main a c t i o n . They j e s t purposelessly 
w i t h words, indulge i n f a r c i c a l by-play w i t h a S a i l o r , 
an Alchemist and an Astronomer, and s i n g several 
r o l l i c k i n g songs t o cover up t h e i r many awkward entrances 
and e x i t s : t h e i r ancestry i n the r o i s t e r i n g f i g u r e s o f 
the M o r a l i t y drama seems probable. Their random 
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i n t r u s i o n s i ntroduce a r e a l i s t i c element i n t o the 
otherwise Arcadian scene, and i t has been pointed 
out t h a t they also serve to give an impression o f 
lapsed time w i t h i n the main a c t i o n . ^ l ) 

Bndimion, probably w r i t t e n f o r the court season 
1585-86,(2) was f i r s t p r i n t e d i n 1591 by o. Charlewood 
who wished t o a s c e r t a i n whether there was a demand 
f o r L y l y ' s plays before he ventured t o p u b l i s h two 
others which had come i n t o h i s hands.(3) His choice 
suggests t h a t Endimion had been a success on the 
stage. The s t r u c t u r e , based on Lyly's regular device 
of contending powers and governed by h i s usual f i v e -
act formula, (4) i s more elaborate than anything he 
had attempted p r e v i o u s l y and i s i n t e g r a t e d w i t h a 
w e l l organized comic sub-plot. Elizabeth's beauty 
and v i r t u e are g l o r i f i e d through the f i g u r e of Cynthia, 
the merging of a c t i o n i n t o c o u r t l y compliment being 
t y p i c a l o f the k i n d of i d e a l i z a t i o n p r a c t i c e d by her 
c o u r t i e r poets.(5) Thomas Blenerhasset's n a r r a t i v e 
poem A Revelation o f the True Minerva (1582) belongs 
to the same branch o f l i t e r a t u r e , and may have provided 

1. 0.E. Wins1ow, Low Comedy as a S t r u c t u r a l Element i n 
English Drama, Chicago, 1926, p.68. 

2. Bond, o p . c i t . . i i i , p.11. 
3' I b i d . , i i i , p.18. 
4. Baldwin, o p . c i t . , p.526. 
5. <J.\t. Bennett, "Oxford and Endimion," P.M.L.A., L V I I , 

(1942), pp. 354-69. 
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Ly l y w i t h a precedent f o r i n v e s t i n g h i s s t o r y 
w i t h t o p i c a l s i g n i f i c a n c e . l l ) 

The main theme o f the play i s the c o n f l i c t o f 
two kinds o f love w i t h i n Endimion 1s heart. I n h i s 
devotion to Cynthia he i s the i d e a l c o u r t l y l o v e r , 
a man o f 'rare v i r t u e s ' dedicated to pure s p i r i t u a l 
passion, but h i s l o y a l t y to Cynthia i s threatened 
by an i n s i d i o u s desire f o r T e l l u s who represents 
e a r t h l y passion: 

' I w i l l entangle him i n such a sweet 
n e t t e , t h a t he s h a l l n e i t h e r f i n d the 
meanes t o come out, nor desire i t . 
A l l allurements o f pleasure w i l l I 
cast before h i s eyes, insomuch t h a t 
he s h a l l slake t h a t love which he now 
voweth t o Cynthia'.(2) 

A f t e r having f a i l e d to seduce Endimion she e n l i s t s 
the help o f a w i t c h , Dipsas, t o revenge h e r s e l f by 
p l a c i n g him i n a magic slumber from which he i s 
event u a l l y rescued by h i s f a i t h f u l f r i e n d Eumeriides 
who secures f o r him Cynthia's k i s s which breaks the 
s p e l l . His re - d e d i c a t i o n to v i r t u o u s P l a t o n i c love 
completes the a l l e g o r i c a l cycle. 

1. Blenerhasset, A Revelation o f the True Minerva, 
ed. cf.W. liennett, New York, 1941, p. v i i i . 

2' Endimion, I , i i , 41-44. 
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The c e n t r a l a c t i o n i s r e i n f o r c e d by a s e r i e s 
of minor amorous i n t r i g u e s i n v o l v i n g members of 
Cynthia's court. The p r i n c i p a l romantic complica­
t i o n s concern C o r s i t e s * s p a s s i o n f o r T e l l u s , and 
Eumenides' attempts to win Semele, which i n c l u d e s 
an episode n e c e s s i t a t i n g a choice between the claims 
of h i s l o v e f o r Semele and the o b l i g a t i o n s of h i s 
f r i e n d s h i p f o r Endimion:(l) a theme common i n 
Renaissance l i t e r a t u r e , and one n i c e l y attuned to 
the i n t e r e s t s o f L y l y ' s audience. 

L y l y ' s handling o f the comic sub-plot i s impressive. 
S i r Tophas and h i s s a t e l l i t e s do not elbow t h e i r way 
through the play as did the comic group i n G a l l a t h e a . 
but are s k i l f u l l y r e l a t e d to the main a c t i o n as a 
kind o f pendant parody. S i r Tophas, an e a r l y attempt 
to domesticate the braggart o f Roman Comedy on the 
E n g l i s h stage, amusingly burlesques the c o u r t l y f i g u r e 
of Endimion: both are i n love, f a l l asleep, dream and 
u t t e r panegyrics. S i r Tophas boasts of f a n t a s t i c 
m i l i t a r y e x p l o i t s , a f f e c t s the fash i o n a b l e l o v e 
melancholy o f the day, pens sonnets and co n s i d e r s 
h i m s e l f a complete c o u r t i e r . He i s served by a group 
of cheeky pages who mock h i s pretensions to love, 
valour and l e a r n i n g , pungently mortify h i s v a n i t y , 

!• Endimion. I l l , i v . 
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expose h i s a f f e c t i o n s and r i d i c u l e h i s absurd 
behaviour. The o r g a n i z a t i o n o f the comic a c t i o n 
and the s k i l l w i t h which i t i s t i e d t o the main 
p l o t represents a major t e c h n i c a l advance i n the 
development o f Elizabethan comedy. 

The s t r u c t u r a l u n i t y o f Endimion i s strengthened 
by an atmospheric harmony produced by the p o e t i c 
t i n c t u r e o f the prose. The romantic dream-like 
mood i s f u r t h e r enhanced by the presence of suggestive 
emblems: the f o u n t a i n , the sleeping f i g u r e and the 
t r e e . The a c t i o n revolves round these f i x e d p o i n t s 
l i k e a slow tune i n contrast to Gallathea and Love* s 
Metamorphosis where opposed groups move i n a dance­
l i k e p a t t e r n . Songs and music c o n t r i b u t e t o the 
masque-like q u a l i t y of the play. 

The main preoccupation o f Endimion and, indeed, 
the focus o f i n t e r e s t i n the m a j o r i t y o f L y l y ' s 
comedies, i s a comparison o f d i f f e r e n t conceptions 
of l o v e . Endimion i s portrayed as the i d e a l Petrarchan 
l o v e r , the nature o f n i s devotion being established 
e a r l y i n the play: 

'Beholde my sad teares, my deepe sighes, my 
hoIIowe eyes, my broken sleepes, my 
heavie countenaunce. Wouldst thou have 
mee vowde o n e l i e to t h y beautie? and 
consume everie minute o f time i n t h y 
service? remember my s o l i t a r i e l i f e , 
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'almost these seaven yeeres: whom 
have I ent e r t a i n e d but mine owne 
thoughts, and t h y vertues? What 
companie have I used but contem­
p l a t i o n ? Whom have I wondreed at 
but thee?'(1) 

Eumenides i s unable t o understand h i s f r i e n d ' s passion 
f o r an u n a t t a i n a b l e person; he seeks a reward f o r h i s 
wooing ~ the y i e l d i n g o f the lady t o her l o v e r , or, 
as he expresses i t : 'the enioying o f my m i s t r i s s e ' ( 2 ) 
Eumenides1 views represent those o f a normal romantic 
l o v e r . T e l l u s , an intense, s t r o n g l y passionate woman, 
exemplifies love divorced from s p i r i t u a l i t y and so 
degraded t o a merely sensual s a t i s f a c t i o n , while S i r 
Tophas, a. c a r i c a t u r e or the t y p i c a l c o u r t l y l o v e r , i s 
used t o burlesque the code o f conduct prescribed i n 
romantic l i t e r a t u r e , h i s passion f o r the hag Dipsas 
being a gross parody o f the proper r i t u a l o f cou r t s h i p . 

H a z l i t t has observed o f High Comedy: 
'The union o f the three gradations o f 
a r t i f i c i a l elegance and c o u r t l y 
accomplishments i n one class ( o f 
c h a r a c t e r ) , o f the a f f e c t a t i o n o f 
them i n another, and o f absolute 
r u s t i c i t y i n a t h i r d , forms the 
highest p o i n t of p e r f e c t i o n 1 ( 3 ) 

1. Endimion, i l , i , 11-17. 
2. I b i d . , V, i i i , 199. 
3. W.C. H a z l i t t , "On Shakespeare and Ben donson", i n 

h i s Lectures on the English Comic W r i t e r s , Oxford, 
n.d., p.45. 
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Endimion goes f a r towards achieving t h i s excellence. 
Midas, probably w r i t t e n i n 1589 and f i r s t 

performed at court on January 6 t h . , 1590, i s unusual 
i n t h a t i t does not concentrate on Lyly ' s f a v o u r i t e 
subject, love. I n the Prologue L y l y apologized f o r 
presenting a 'mingle-mangle 1, e x p l a i n i n g t h a t h i s 
i n t e n t i o n was t o please as many d i f f e r e n t shades o f 
t a s t e as possi b l e : a confession which helps t o account 
f o r the unorthodox amalgam o f moral f a b l e , h i s t o r i c a l 
a l l e g o r y , p a s t o r a l - m y t h o l o g i c a l m a t e r i a l and f a r c i c a l 
episodes. 

Midas i s , perhaps, best regarded as a modified 
moral comedy, which through the exposure and c o r r e c t i o n 
o f Midas's f o l l i e s , asserts the values o f enlightened 
statesmanship. I n the opening scene Midas i s misled 
by h i s counsellors i n t o b e l i e v i n g t h a t u n l i m i t e d wealth 
w i l l secure love: 

' C h a s t i t i e w i l growe cheape where gold 
i s not thought deere; Celia, chast 
Gelia s h a l l y e e l d , ' ( l ) 

and m i l i t a r y success: 

'these p e t t y i l a n d s neer t o Phrygia 
shal t o t t e r , and other kingdoms be 
turned t o p s i e t u r v i e . ' ( 2 ) 

1- Midas, I , i , 113-14. 
2. I b i d . . I , i , 111-12. 
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The three counsellors p e r s o n i f y p o l i t i c a l l y e v i l 
values: Lust ( E r i s t u s ) , Avarice ( M e l l a c r i t e s ) and 
V/ar ( M a r t i u s ) , but h i s daughter, Sophronia, who i s 
portrayed as a Prudence f i g u r e and understands the 
t r u e nature o f a ' p r i n c e l y mind', e v e n t u a l l y p r e v a i l s 
upon her f a t h e r t o govern according t o the i d e a l o f 
the golden mean. 'Let Phrygia,' she urges, 'be an 
example of c h a s t i t i e , not l u s t e ; l i b e r a l i t i e , not 
covetousnes; v a l o r , not t y r a n n i e 1 ( l ) . 

I n the f o u r t h act tne scene switches from the 
court to an Arcadian woodland where Midas commits 
another e r r o r o f Judgement by p r e f e r r i n g the music o f 
Pan t o t h a t o i Apollo, and i s made to wear asses ears 
as a punishment. The m o r a l i t y p a t t e r n i s concluded 
i n the f i n a l scene i n which Midas humbly repents h i s 
former arrogance, avarice and l u s t , having acquired 
self-knowledge and p o l i t i c a l d i s c r e t i o n . 

The comic sub-plot i n no way. serves the main 
a c t i o n , being only connected t o i t through the episode 
concerning Midas's golden beard. A barber, f o u r pages 
and the wench Pipenetta are involved i n a sketchy 
s t o r y contrived t o provide o p p o r t u n i t i e s f o r merry 
pranks and clever banter such as the dialogue enumerating 
the paraphernalia o f a lady's t o i l e t ( I , i i ) , the 
s y l l o g i s t i c w i t combat t o prove there i s no d i f f e r e n c e 

!• Midas, I I , i , 104-105-
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between gold and an egg ( I I , i i ) f and the mockery of 
c o u r t l y a f f e c t a t i o n . 

The l e i s u r e l y p a s t o r a l - m y t h o l o g i c a l scene of 
the song contest i n Act IV conveys the impression 
of having been d e l i b e r a t e l y elaborated to give L y l y 
an opportunity to d i s p l a y h i s elegant prose s t y l e . 
Apollo's lengthy o r a t i o n i s r h e t o r i c a l i n the sense 
of the word defined by T.S. E l i o t as: 

'any adornment or i n f l a t i o n of speech 
which i s not done f o r a p a r t i c u l a r 
e f f e c t , but f o r general i m p r e s s i v e n e s s . ' ( l ) 

T h i s q u a l i t y i s suggested by such p o e t i c l i n e s a s : 

'A C a r t e r with h i s w h i s t l e & h i s whip 
i n t r u e eare, mooves as much as Phoebus 
with h i s f i r i e c h a r i o t , and winged h o r s e s . ' ( 2 ) 

The play contains s e v e r a l oblique r e f e r e n c e s to 
P h i l l i p I I of Spain and the defeat of h i s Armada and, 
by i m p l i c a t i o n , to E l i z a b e t h . ( 3 ) The i d e n t i f i c a t i o n 
of Midas with the Spanish King i s suggested i n Act I I I 
scene i , where he a l l u d e s to a d i s a s t r o u s naval 

1. T.S. E l i o t , The Sacred Wood. 1920, p.77. 
2. Midas, IV, i 7 44-46. 
3. Hunter, o p . c i t . . pp. 179-82. 
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expedition a gainst the v i r t u o u s r u l e r of the 
i s l a n d Lesbos. The golden touch must r e f e r to 
the fabulous Spanish t r e a s u r e i n America. An 
awareness that the comedy s a t i r i z e d a f o r e i g n 
r u l e r obviously gave the story.an e x t r a dimension 
f o r contemporary audiences, but the h i s t o r i c a l 
a l l e g o r y by no means provides the main focus of 
i n t e r e s t i n the play. 

Sev e r a l short scenes are apparently f o r t u i t o u s l y 
i n c l u d e d merely to i l l u s t r a t e L y l y ' s d i f f e r e n t 
a b i l i t i e s : the d e l i g h t f u l i n t e r l u d e between 
Sophrania and her court l a d i e s ( I I I , i i i ) , who f i n d 
i t impossible to exclude the s u b j e c t of l o v e from 
any d i s c u s s i o n , c l o s e l y resembles scenes i n Sapho and 
Phao and Endimion; the i s o l a t e d i n t e r l u d e i n which 
three pages converse w i t t i l y with a huntsman ( I V , i i i ) , 
i s modelled on the dialogue between Raffe, Robin,-: 
Dick and the Mariner i n G a l l a t h e a . and the scene i n 
which f i v e shepherds appear ( I V , i i ) , e x h i b i t s y e t 
another aspect of L y l y f c l i t e r a r y s t y l e . 

The b a s i c p l o t of Midas i s s i m i l a r to t h a t 
employed i n Campaspe. but the s t r u c t u r e has been 
remodelled and extended i n order to provide a frame­
work f o r L y l y to show o f f h i s a r t i s t i c r e p e r t o i r e . 
The play has l i t t l e of the formal balance and atmos­
p h e r i c u n i t y c h a r a c t e r i s t i c of L y l i a n comedy because, 
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as L y l y s t a t e d i n the Prologue, i t was d e l i b e r a t e l y 
designed to f u r n i s h v a r i e d entertainment. 

L o v e 1 s Metamorphosis probably belongs to roughly 
the same period of composition as Midas, although i t 
was not p r i n t e d u n t i l 1601. I t i s a short play, 
owing to the absence of an independent a c t i o n i n v o l v i n g 
a comic group such as operate i n L y l y ' s e a r l i e r 
comedies: t h i s f e a t u r e may have o r i g i n a l l y e x i s t e d 
and been l a t e r e x c i s e d f o r some reason, p o s s i b l y 
because i t contained r e f e r e n c e s to the Mar-Prelate 
c o n t r o v e r s y . ( l ) 

Love's Metamorphosis i s r e l a t e d to the p a s t o r a l 
and mythological a c t i o n of G a l l a t h e a . Both p l a y s are 
se t i n a f o r e s t near the sea, u n i t e love s t o r i e s 
i n v o l v i n g human and mythological beings, employ the 
device of transformation, and the s t r u c t u r e of each i s 
b u i l t on the same system of contending f o r c e s : Love 
versus C h a s t i t y . One v a r i a t i o n i s , t h a t , in..Galiathea 
the nymphs are p l i a b l e and Diana i s firm, whereas i n 
Love's Metamorphosis Ceres i s y i e l d i n g and her 
attendant nymphs stubborn. 

Most of the f i g u r e s i n Love's Metamorphosis possess 
a 'shadow c h a r a c t e r ' corresponding to a p a r t i c u l a r 
p s y c h o l o g i c a l bent. I n t h i s scheme Ceres stands f o r 

1. Bond, OP. c i t . . i i i , p.297. 
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chaste, s p i r i t u a l love; Cupid, on the other hand, 
i s the exponent of sensual passion, but condemns 
u n r e s t r a i n e d c a r n a l l u s t as exemplified by the S i r e n ; 
while P i d e l e , 'the express patterne of c h a s t i t i e 1 

r e p r e s e n t s the value of v i r g i n i t y . The nymphs and 
the f o r e s t e r s i l l u s t r a t e d i f f e r e n t a t t i t u d e s to 
romantic love. The i n t e r a c t i o n of these 'shadow 
c h a r a c t e r s ' i n v e s t s the l i g h t comic a c t i o n with an 
a l l e g o r i c a l system of meaning. For example, the 
i d e a l s o f Ceres and Cupid are shown to be capable 
of r e c o n c i l i a t i o n by t h e i r mutual r e c o g n i t i o n of the 
supreme value o f the f r u i t f u l n e s s o f v i r t u o u s conjugal 
love : 

Ceres though to l o v e i t be no v i c e , 
y et s p o t l e s s e v i r g i n i t i e i s the 
onely vertue. 

Cupid what i s love, d i v i n e love, but 
the quintescens of c h a s t i t i e , ( 1 ) 

The three nymphs t y p i f y perverse a t t i t u d e s to 
c o u r t l y love: they are c r u e l ( w i s a ) , coy ( C e l i a ) , and 
f i c k l e ( i l i o b e ) , and d e l i g h t i n arousing amorous 
impulses i n t h e i r s u i t o r s merely to thwart them. T h e i r 
c h a s t i t y s prings from pride and s e l f i s h n e s s . The three 
f o r e s t e r s are a l s o s e l f - c e n t r e d , f a l l i n g i n t o the 
e r r o r of regarding love as a r i t u a l of ' g i f t e s , words, 
othes, s i g h s , and swounings. 1(2) they seek merely to 

1. Love's Metamorphosis. I I , i , 118-124. 
2. I b i d . . IV, i , 65-66. 



- 48 -

g r a t i f y t h e i r own d e s i r e s . Throughout the play 
Ceres and Cupid attempt to c o r r e c t these f a l s e 
i d e a l s of conduct. 

I n the other s t o r y which makes up the play 
E r i s i c h t h o n symbolizes Rapacity and J e a l o u s Envy. 
His v i c i o u s a t t a c k on chaste F i d e l i a stems from a 
'cankered n a t u r e 1 , which, through the generous love 
of h i s daughter Protea, i s e v e n t u a l l y cured. The 
S i r e n e x e m p l i f i e s love reduced to mere p h y s i c a l 
allurement. Protea, by h e l p i n g her f a t h e r and 
r e s c u i n g P e t u l i u s from the S i r e n , a s s e r t s the value 
of a l t r u i s t i c l o v e . She and P e t u l i u s alone achieve 
the b l i s s of t r u e love based on mutual a f f e c t i o n , 
r e s t r a i n t and an u n s e l f i s h d e s i r e to make the other 
happy. 

L y l y ' s attempt to explore the nature of Love i s 
f u r t h e r a m p l i f i e d i n the w i t t y s k i r m i s h e s between the 
nymphs and the f o r e s t e r s . When the couples meet the 
nymphs r i d i c u l e the f o r e s t e r s ' attempts to a c t u a l i z e 
the t r a d i t i o n a l r o l e of the enamoured c o u r t i e r , and 
e a s i l y reduce them to confusion i n the ensuing wit 
combats. However, both p a r t i e s appear to be aware 
th a t they are engaged i n a k i n d of love-game comedy, 
i n which they adopt a n t a g o n i s t i c a t t i t u d e s i n order 
to enjoy a s t i m u l a t i n g b a t t l e of the sexes. Niobe 
observes: 
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'... as great sport doe I take i n 
coursing t h e i r tame h e a r t s , as 
they doe paines i n hunting t h e i r 
wilde H a r t s . ' ( 1 ) 

The w i t t y dialogue between the warring couples 
provides d e l i g h t f u l entertainments.(2) L y l y ' s 
method of dramatizing an i n t e l l e c t u a l c o n f l i c t 
between d i f f e r e n t a t t i t u d e s towards love by means 
of w i t t y v e r b a l combat (.3) was l a t e r employed by 
Shakespeare i n Love's Labour's L o s t . 

I n Love's Metamorphosis the couples f a i l to 
r e s o l v e t h e i r p s y c h o l o g i c a l d i f f e r e n c e s : the men 
continue to pose as t r a d i t i o n a l c o u r t l y l o v e r s , 
while the nymphs remain s c e p t i c a l o f t h e i r ardour. 
Ceres and Cupid, the p r e s i d i n g d e i t i e s , s u c c e s s f u l l y 
r e c o n c i l e t h e i r c o n f l i c t i n g t h e o r i e s of love, but 
the nymphs r e l u c t a n t l y accept t h e i r s u i t o r s only 
when compelled by d i v i n e s a n c t i o n . The transformation 
scene, i n which t h e i r c a p i t u l a t i o n occurs, introduces 
an element of s p e c t a c l e i n t o the a c t i o n , but i s 
hardly a s a t i s f a c t o r y method of r e l e a s i n g the c a r e f u l l y 
b u i l t up t e n s i o n s between the a n t a g o n i s t s . 

1. Love's metamorphosis, I , i i , v-24-25. 
2. See i n p a r t i c u l a r I I I , i . 
3- This aspect of the play i s w e l l brought out by 

D.L. Stevenson, The Love Game Comedy, wew York, 
1946, pp. 168-71. 
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As regards s t r u c t u r e , L y l y employed a symmetrical 
frame-work s u s t a i n e d by e l a b o r a t e l y balanced groups 
of c h a r a c t e r s and formally patterned dialogue. Within 
t h i s frame-work he brought to the E n g l i s h stage the 
comp l e x i t i e s of E l i z a b e t h a n amorous thought: Love, 
h i s c e n t r a l theme, i s explored both a l l e g o r i c a l l y and 
through w i t t y dialogue c o n t a i n i n g s u b t l e i n t e l l e c t u a l 
and p s y c h o l o g i c a l i n s i g h t s . 

Mother Bombie was probably w r i t t e n f o r the 1589-90 
season, but the only evidence t h a t i t was ever performed 
at court i s i t s i n c l u s i o n i n Blount's Sixe Court Comedies, 
p r i n t e d i n 1632. I t d i s p l a y s no s i g n s of having been 
designed to s a t i s f y the t a s t e s of the court, and i t 
i s tempting to suppose that i t was intended not f o r the 
court, but f o r performance at the Paul's boys' p r i v a t e 
t h e a t r e . ( l ) 

Mother Bombie r e p r e s e n t s a d i s t i n c t break with the 
'gallimaufry* technique o f L y l y ' s e a r l i e r comedies. He 
has abandoned the l e i s u r e l y p o e t i c s t y l e , mythological. . 
apparatus, s t a t e l y romanticism and a l l e g o r i c a l mode of 
h i s c o u r t l y entertainments and w r i t t e n a r e a l i s t i c 
comedy modelled on I t a l i a n comic p r a c t i c e and i t s 
ancestor Roman f a r c e . The s e t t i n g , an open square or 
s t r e e t with seven houses between which the a c t i o n s h i f t s 
r a p i d l y , resembles the l o c u s o f L a t i n Comedy. The 

hunter, op. c i t . . p.81* 
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complex nature of the p l o t , which employs d i s g u i s e , 
mistaken i d e n t i t y , inopportune coincidence, the 
r e s t o r a t i o n of l o n g - l o s t c h i l d r e n , and r a s c a l l y men 
se r v a n t s who a s s i s t t h e i r young masters to outwit 
t h e i r parents, a l s o shows the i n f l u e n c e of Roman 
Comedy, however, by 1590 E l i z a b e t h a n audiences 
expected comedies to contain some romantic sentiments, 
accordingly L y l y combined the c l a s s i c a l elements with 
a s t o r y about the love of Candius and L i v i a . 

The a c t i o n i s c a r r i e d forward by the i n t r i g u e s 
of four s e r v a n t s wno help Candius and L i v i a to avoid 
the odious marriages arranged by t h e i r f a t h e r s , who, 
i n the best t r a d i t i o n o f L a t i n Comedy, are portrayed 
as t e s t y , a v a r i c i o u s o l d men. The sweethearts t y p i f y 
the new romantic i n f l u e n c e s t h a t were e n t e r i n g E l i z a b e t h a n 
Comedy: L i v i a 1 s d e c l a r a t i o n : ' I w i l l measure my love 
by min owne judgement, not my f a t h e r s p u r s e , ' ( l ) 
i l l u s t r a t e s the trend. The contention of 'Youth v e r s u s 
Age' i s a theme which runs through the e n t i r e a c t i o n , 
however, L y l y ' s main concern was not with the romantic 
s t o r y , but with the comic in v e n t i o n , nimble wit and 
'merry cozening vein, 1' o f the s e r v a n t s . Mother Bombie 
i s best regarded as a marathon 's e t of wit w e l l played'; 
an exuberant word-farce on the l i n e s o f the dialogue 
of Ralph R o i s t e r D o i s t e r . 

1. Mother Bombie. I . i i i , v. 109-110. 
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The four s e r v a n t s , i n t e r a c t i n g with the four 
f a t h e r s and th r e e p a i r s of l o v e r s , give the i n t r i g u e 
p l o t a secure s t r u c t u r a l symmetry, di s t u r b e d only 
by the f i g u r e of Mother Bombie; the episode i n v o l v i n g 
a hackneyman, a sergeant and a scriv&ner; and three 
f i d d l e r s , who provide music f o r the wedding f e a s t 
which concludes the play. 

The e x c e l l e n c e of i'lother Bombie stems from the 
'world of waggery' contrived by the comic s e r v a n t s 
and from the l i n g u i s t i c d e x t e r i t y of t h e i r dialogue. 
They organize the inane wooing of the two i d i o t s ( I V , i i ) 
and arrange the t r i c k whereby two parents unknowingly 
b l e s s the b e t r o t h a l of the c h i l d r e n whose marriage 
they f i r m l y oppose ( I V , i ) . As w e l l as c o n t r i v i n g 
d r o l l s i t u a t i o n s the s e r v a n t s supply a d e l i g h t f u l 
d i s p l a y of deft wit, mimicry and general merriment 
which, i n s t e a d of being s t a t i c e x h i b i t i o n s of ingenious 
word-play ( a s i n Campaspe and Sapho and Phao). serve to 
forward the p l o t . T h e i r swart repartee its admirably 
i n t e g r a t e d with the stratagems which mobilize the 
a c t i o n . ( l ) 

Mother Bombie e x e m p l i f i e s a kind of r e a l i s t i c 
comedy p r e v i o u s l y confined to L y l y ' s sub-plots: u s i n g 
a frame-work suggested by Roman Comedy, he created a 

1. Mother Bombie. X I , i , i l l u s t r a t e s t h i s point w e l l . 



merry word-farce which d i f f e r e d i n genre from a l l 
h i s other comedies. I n The Woman i n the Moon, 
u s u a l l y regarded as h i s l a s t play, he experimented 
i n another d i r e c t i o n by u s i n g a pa s t o r a l - m y t h o l o g i c a l 
p l o t as the b a s i s f o r a s a t i r i c a l comedy i n blank 
v e r s e . 

The t i t l e page of the f i r s t e d i t i o n of The Woman 
i n the Moon (1597) s t a t e s t h a t i s was 'presented 
before her Highnesse, 1 but g i v e s no information about 
the a c t i n g company; an omission which lends some 
support to the conjectu r e t h a t i t was intended f o r 
adult a c t o r s , s i n c e L y l y employed blank ve r s e and 
included an element of s l a p s t i c k comedy a l i e n to the 
Chapel t r a d i t i o n . ( l ) He a l s o departed from h i s u s u a l 
c o u r t l y p r a c t i c e whereby E l i z a b e t h was able to see 
h e r s e l f p l e a s i n g l y mirrored i n the c e n t r a l r o l e . 

The a c t i o n i s designed to lampoon the absurd 
r i t u a l of c o u r t l y love. L y l y had mocked the preten­
s i o n s of romantic l o v e r s i n Love's Metamorphosis, now 
he concentrated the temperamental d i f f e r e n c e s of the 
three nymphs in t o the s i n g l e person of Pandora whose 
s w i f t changes o f mood are induced by pl a n e t a r y 
i n f l u e n c e s . I t i s i n t e r e s t i n g to note that her 
obsessions are r e f e r r e d to as 'humours'.(2) The e n t i r e 

1. Hunter, o p . c i t . . pp.82-83. . 
2. T h i s word occurs: I , i . v.-. 221; I I , i , I I , i , ;-,163 

V , i , ^.309. 
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play can, i n f a c t , be regarded as a study of behaviour 
r e s u l t i n g from an unbalance of humours: a method of 
c h a r a c t e r i z a t i o n which a n t i c i p a t e s Ben oonson's mode 
of p o r t r a y i n g the s t r u c t u r e of p e r s o n a l i t y . ( l ) 

The a c t i o n opens with the c r e a t i o n of Pandora by 
Mature i n answer to the p r a y e r s of four amorous 
shepherds, who b e l i e v e women to be 1 compact of every 
heavenly e x c e l l e n c e . 1 However, the seven P l a n e t s j o i n 
i n league against her and cause her moods to f l u c t u a t e 
w i l d l y , with the r e s u l t t h a t the shepherds f i n d her: 
' s u l l e n ... proud ... bloody minded ... i d l e , mutable, 
f o r g e t f u l l , f o o l i s h , f i c k l e , f r a n t i c k e , madde...'(2) 
and become d i s i l l u s i o n e d with romantic l o v e . Pandora's 
servant, Gunophilus, alone p e r c e i v e s t h a t women are by 
nature c h i l d - l i k e and whimsical. He observes: 

'0 absolute Pandora! because f o l i s h , 
f o r f o l l y i s womens p e r f e c t i o n . To 
t a l k e i d e l y , to loke w i l d l y , to laugh 
at every breath and play with a 
fea t h e r , i s that would make a Stoyke 
i n l o v e . ' ( 3 ) 

The Woman i n the Moon i s markedly d i f f e r e n t i n 
comic temper from L y l y ' s previous p a s t o r a l - m y t h o l o g i c a l 
p l a y s . The t y p i c a l L i l i a n formula of d e l i g h t f u l 
entertainment with l i g h t c o n c e i t s of l o v e r s i s replaced 

1. This point was f i r s t made by C.R. B a s k e r v i l l o , E n g l i s h 
Elements i n oonson's E a r l y Comedy. Texas, 1911, pp.72-74. 

2. The Woman, in. the Moon, j f v j i , p.303-308. 
3. I b i d . , v, i s ? . 115-118. -
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by a harsher, more r e a l i s t i c study o f d i s i l l u s i o n ­
ment with romantic love. Further, the a c t i o n i s not 
founded on a formal debate-structure, but possesses 
a continuous n a r r a t i v e i n t e r e s t . The h i l a r i o u s 
nocturnal scene, i n v o l v i n g unkept t r y s t s , m u l t i p l e 
i n c i d e n t s of mistaken i d e n t i t y , deception, b e t r a y a l s , 
an elopement and general confusion, i s the culmination 
of an admirably organized i n t r i g u e comparable to the 
complicated dramatic s i t u a t i o n s i n The Two Angry Women 
of Abingdon by Henry P o r t e r and Shakespeare's A Midsummer 
Night's Dream. 

The f i g u r e of Gunopnilus i s a l s o a new fe a t u r e 
i n L y l i a n comedy. He i s given a determining r o l e i n 
the a c t i o n by holding the key to p l o t complications and, 
by l i n k i n g the v a r i o u s c h a r a c t e r s , secures the s t r u c t u r a l 
s t a b i l i t y of the play. Thus, he re p r e s e n t s a great 
t e c h n i c a l advance on the groups of cheeky pages and 
r o i s t e r i n g youths who intrude i n t o the a c t i o n of many 
of L y l y ' s e a r l i e r comedies. H is humour sp r i n g s l e s s 
from word-play than from h i s r u e f u l comments on the 
imbroglio; t h i s together with h i s f a n t a s t i c monologue,(l) 
and the f a c t t h a t he alone speaks e n t i r e l y i n prose, 
l i n k s him with Shakespeare's clowns such as Launcelot 
Gobb.o. 

1. The Woman i n the Moon. I l l , i i , ;o. 203-218. 
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Pandora r e p r e s e n t s the culmination of a long 
s e r i e s of attempts to explore the nature of women 
from Campaspe through Sapho and T e l l u s to the nymphs 
i n Love's Metamorphosis. The a r t i f i c i a l manner by 
which her moods are governed does not s e r i o u s l y 
d e t r a c t from the impressiveness of L y l y ' s study of 
feminine psychology. 

A f t e r the i n h i b i t i o n of the Chapel companies i n 
1591 L y l y seems to have p e r i o d i c a l l y composed a 
number of b r i e f entertainments to amuse E l i z a b e t h 
on her r o y a l Progresses. Thus the wheel came f u l l 
c i r c l e , , f o r he returned to the simple dramatic form 
of the court show which he had o r i g i n a l l y elevated, 
expanded and transformed to the d i g n i t y of High 
Comedy w i t h i n the frame-work of a f i v e - a c t s t r u c t u r e . 
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CHAPTER I I I 
LYLY'S IMPACT ON COMEDY 1580-1594 

The year 1592 may be s a i d to have ended an e r a 
i n the h i s t o r y of E l i z a b e t h a n comedy. By th a t date 
L y l y had w r i t t e n h i s l a s t play, with the p o s s i b l e 
exception of The Woman i n the Moon; the c h o r i s t e r 
companies had r e c e n t l y been suppressed, not to be 
re-formed f o r a decade; and the p u b l i c t h e a t r e s were 
temporarily c l o s e d on account of the plague. When 
the popular t h e a t r e s re-opened i n 1594 the old brigade 
of dramatists, dominated by the u n i v e r s i t y w i t s , had, 
with the exception of Shakespeare and Munday, e i t h e r 
died or ceased to w r i t e f o r the stage. 

T h i s chapter w i l l be devoted to the comedies of 
Wilson, Porter, Munday and the u n i v e r s i t y w i t s , w r i t t e n 
p r i o r to 1592. 

George Peele may have known L y l y at Oxford, or he 
may have met him on f i r s t coming up to London i n 15 8 1 . ( l ) 
Both contributed p r e f a t o r y p i e c e s to Thomas Watson's 
Passionat Century o f Love, and the f i r s t play of each 
was performed at court during the 1583/4 season, so 
they were, i n some r e s p e c t s , competitors. 

1. D.H. Home, The L i f e and Minor Works of George Peele. 
flew Haven, 1952, i , p.66. 
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The Arraignment of P a r i s possesses i n t e r e s t i n g 
a f f i n i t i e s with l y l y ' s c o u r t l y mythological comedies. 
P e e l e ' s s u b j e c t , the c l a s s i c a l myth of Ate and the 
golden apple, had been used on s e v e r a l previous 
o c c a s i o n s to express a g r a c e f u l compliment to the 
Queen.(l) The Arraignment t h e r e f o r e belongs to the 
same branch of l i t e r a t u r e as Thomas Churchyard's 
Cupid and Dame C h a s t i t y and L y l y ' s Sapho and Phao. 
The l a t t e r p l ay contains a t r a d i t i o n a l device of 
c o u r t l y compliment - the p r e s e n t a t i o n of Cupid's 
arrows to Sapho/Elizabeth, which i s p a r a l l e l e d i n 
The Arraignment by Diana's award of the golden b a l l 
to 'the gracious nymph E l i z a . ' ( 2 ) 

As i n L y l y ' s court comedies the s t y l e of The 
Arraignment i s ornate, p o l i s h e d and a r t i f i c i a l , and the 
plot s l i g h t , being made up of a s u c c e s s i o n of t a b l e a u ­
l i k e scenes co n t a i n i n g s t a t e l y o r a t i o n s , p r e t t y 
mythological d i s p l a y s , songs, dances and ornamental 
s p e c t a c l e s . Nashe commended i t f o r 'pregnant d e x t e r i t y 
of w i t , and manifold v a r i e t i e o f invention';13) a 
remark which could apply e q u a l l y to L y l y ' s comedies. 
However, the element of wit i s conspicuous i n only one 

1. <j.D. Reeves, "The Judgment of P a r i s as a Device of 
Tudor F l a t t e r y , " N.Q. CXCIX (1954), pp. 7-11. 

2. Peele, The Arraignment of P a r i s , ed. A.M. B u l l e n , 
1888, iT V, i , 157. 

3. Nashe, Works, ed. R.B. McKerrow, i i i , p.323. 
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scene of The Arraignment.(l) whereas i t dominates 
L y l y ' s comic technique. Also, the r e l a t i v e l y simple 
p a t t e r n s of picturesque u n i t s i n P e e l e ' s p l a y were 
elaborated by L y l y into i n c r e a s i n g l y complex designs. 
For example, the wooing episodes and s p e c t a c u l a r 
transformations i n Love's Metamorphosis are not merely 
g r a f t e d onto the a c t i o n , but form an i n t e g r a l part of 
the p l o t , n e v e r t h e l e s s , the f o u r t h act of Midas, which 
f e a t u r e s a song contest, a shepherd dialogue and a 
scene with huntsmen, suggests t h a t L y l y o c c a s i o n a l l y 
r e v e r t e d to P e e l e ' s comparatively p r i m i t i v e mode. 

The Arraignment can be regarded as an expanded 
court-show which forms an i n t e r e s t i n g l i n k between the . 
Progress entertainments of Gascoigne and Churchyard, . 
and L y l y ' s mature court comedies. Peele followed t h i s 
play with The Hunting of Cupid, of which enough fragments 
s u r v i v e to t e s t i f y t h a t i t was a s i m i l a r type of 
p a s t o r a l drama.(2) 

Peele's f i r s t two p l a y s were w r i t t e n f o r the court, 
but he l a t e r j o i n e d h i s f e l l o w u n i v e r s i t y w i t s who 
served the p u b l i c t h e a t r e s . His best known production 
during t h i s period i s The Old Wives' Tale (c.1592), 
a b r i e f medley c o n s i s t i n g of a f a i r y t a l e p l o t of 

1. The Arraignment. IV, i , 1-32. 
2. Home, op. c i t . . i , p. 71. 
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enchantments and transformations, l o s t maidens, 
gallant rescuers and sundry marvels. The play i s 
often regarded as a burlesque on the kind of 
f a n c i f u l romantic comedies i n vogue a few years 
previously - an early Knight of the Burning Pestle. 

There are indications that The Old Wives' Tale 
was intended f o r a private theatre. The s a t i r e on 
Gabriel Harvey contained i n the character Huanebango 
suggests a cultured audience, and the staging requirjes 
simultaneous settings simi l a r to those employed i n 
The Arraignment. The Queen's Men, who owned the play, 
are known to have acted frequently at court i n the 
early 1590's. I t may therefore be conjectured that i t 
i s a deliberately archaic romance, w r i t t e n to amuse a 
sophisticated audience. 

I t i s i n t e r e s t i n g to note that elements derived 
from archaic romance also feature i n Endimion. which 
contains an enchantress, f a i r i e s , a charmed sleep, a 
magic fountain, a castle i n the desert, a dream, a 
dumb-show, a sensational return to youth and other 
marvels. The fact that certain elements i n Endimion 
belong to the same make-believe world as The Old Wives' 
Tale, suggests that both playwrights derived material 
from the outmoded t r a d i t i o n of fabulous romance 
probably to g r a t i f y a consciously quaint fashionable 
taste. The Prologue to Endimion draws attention to 
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t h i s s t r a i n of fantasy: 

'.... i f i t seeme ridiculous f o r the 
method, or superfluous f o r the matter, 
or f o r the meanes incredible ... wee 
can make but one excuse. I t i s a t a l e 
of the Man i n the Moone.'(l) 

Endimion and The Old Wives' Tale both contain a 
character named Eumenides who goes on a quest and 
encounters an elderly man who imparts good advice. The 
prophecies of Erestus p a r a l l e l the r i d d l i n g fortunes 
t o l d by Lyly's Mother Bombie, and a t r i o of f i d d l e r s , 
sim i l a r to the ones i n Mother Bombie and Gallathea. 
make a b r i e f appearance. These resemblances, although 
s l i g h t , reinforce the impression that Lyly and Peele 
shared certain assumptions about the nature of comedy. 
However, i t would be misleading not to emphasise that 
The Old Wives' Tale i s basically a loose amalgamation 
of "popular" romantic elements, whereas Lyly wove his 
multiple plots i n t o c a r e f u l l y balanced designs and 
subdued the "popular" elements to conform to a standard 
of courtly decorum. 

When Robert Greene started to wri t e f o r the stage, 

1. Endimion. Prologue, 2-5 
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about 1590, Lyly's plays stood as the best achievement 
of the age i n the f i e l d of comic entertainment. However, 
Greene realized that Lyly's a r t i f i c i a l High Comedy, 
based on a w i t t y analysis of courtly love, was hardly 
l i k e l y to appeal to a public accustomed to colourful 
romantic plots and boisterous farce. Accordingly, i n 
his f i r s t play, Alphonsus King of Aragon. he turned to 
Marlowe's Tamburlaine f o r i n s p i r a t i o n ; and George-a-Green, 
thought to be his f i r s t comedy,(l) contains a l i v e l y 
dramatic action interspersed with low-comedy i n the 
s p i r i t of the native Robin Hood dramas. However, two 
of Greene's l a t e r comedies, James IV and Friar Bacon and 
Friar Bungav. possess underlying themes s t r i k i n g l y 
similar to those of Lyly's " p o l i t i c a l " comedies -
Campasne and Midas. 

James IV i s an h i s t o r i c a l romance based on the same 
theme as Midas - the moral self-management of r u l e r s . 
Both p l o t s operate w i t h i n a simple morality frame-work, 
dames IV, the youthful King of Scotland newly married to 
Dorothea an English princess, develops a l u s t f u l passion 
fo r Ida, a virtuous Scottish noblewoman. The King's 
moral regression i s symbolized by the r e j e c t i o n of his 
wise counsellors and t h e i r replacement by corrupt 
f l a t t e r e r s . The subject of the play i s the correction 
of the King's 'reachless course of youth' and his 
acquisition of 'riper judgement', which brings the 

1. This play was assigned to Greene by J.C. Collins, 
The Plays and Poems of Robert Greene, i i , Oxford, 1905, 
pp.160-63. Although the evidence f o r his authorship i s 
i n conclusive i t i s convenient f o r present purposes to 
regard i t as h i s . 
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knowledge that i s i s f u t i l e 'to bee a King of men ... 
yet (have) no power to ru l e and guide him s e l f e * . ( l ) 
The play ends with the banishment of the e v i l counsellors, 
the re-affirmation of his love f o r Dorothea, and the 
return of order and peace to the realm. 

James IV contains more dramatic action than 
Midas, but the moral issues i t explores, and the 
ove r a l l s t r u c t u r a l pattern whereby serious matter i s 
' i n t e r l a s t with merriment and rime 1(2) are remarkably 
simila r to Midas. 

The brisk prose dialogues between Slipper, Nan© 
and Andrew ( I , i i ) , and between Andrew and the Purveyor 
( I I , i i , 1175-1200), are probably modelled on the 
spr i g h t l y repartee of Lyly's pages. Greene, l i k e 
Lyly, also incorporated a v a r i e t y of songs and shows 
into his action. James IV opens with music and a 
f a i r y dance; elsewhere, there are directions f o r : 
'a rownd of Fairies, or some p r e t t i e dance';(3) 
'a dance and hornpipe'; a martial pageant; a chorus of 
huntsmen; and, at one point, 'musical songs ... or a 
maske, or what p r e t t i e triumph you l i s t . ' ( 4 ) 

1. Greene, James IV. ed. d.C. Collins, I I , i , 825-826. 
2. I b i d . . I l l , i i i , 1462. 
3. I b i d . . I , i i i , 605. 
4. I b i d . . V, i i , 1931. 
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These shows, l i k e similar features i n Gallathea and 
Midas, were included mainly f o r t h e i r entertainment 
value. 

Although James IV and Hidas represent d i s s i m i l a r 
comic t r a d i t i o n s , one boisterous and popular, the 
other a r t i f i c i a l and courtly, yet, w i t h i n t h e i r 
d i f f e r e n t contexts, they share certain thematic 
i n t e r e s t s , employ similar s t r u c t u r a l p r i n c i p l e s and 
possess a number of comic ingredients i n common. 

Friar Bacon and Friar Bungay i s a well plotted 
romantic comedy invested with the carefree s p i r i t of 
the native Robin Hood plays. The action i s rooted i n the 
l i f e of the English countryside and the characters are 
portrayed with colourful vigour. The heroine, Margaret, 
displays an a t t r a c t i v e , almost Shakespearean animation 
and warmth of personality. 

I t i s i n t e r e s t i n g to note t h a t , as with James IV 
and Midas, there are thematic a f f i n i t i e s between 
Friar Bacon and Friar Bungay and Lyly's Campaspe. There 
may be a conscious allu s i o n to Campaspe i n Edward's 
li n e s : 'Injurious Lacie, did I love thee more/ Than 
Alexander his Hephestion? 1(l) 

1. Greene, Friar Bacon and Friar Bungay, ed. *».C. Collins, 
I I I , i , 947-948. 
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In both plays a prince becomes infatuated with 
a maiden of humble b i r t h who i s secretly i n love with 
one of his close friends who betrays a position of 
t r u s t by Wooing the g i r l himself. The prince eventually 
discovers the deception, but i s forced to acknowledge 
that love cannot be coerced, magnanimously yields the 
g i r l to his r i v a l , and returns to the c a l l s of higher 
duty with the claim to have conquered love: 

i n subduing fancies passion, 
Conquering thy selfe, thou getst the richest s p o i l e . ( l ) 

Both dramatists combine t h e i r main story with a comic 
sub-plot; although here, i t must be admitted, there are 
no p a r a l l e l s between the banter of Lyly's pages and 
the wizardry of Greene's f r i a r s . 

I n conclusion i t may be observed t h a t , although 
dames IV and Priar Bacon d i f f e r i n important respects 
from Lyly's comedies, they do possess certain thematic 
int e r e s t s i n common. 

Robert Wilson was one of the l a s t dramatists to 
write straightforward moral comedies. He d e f i n i t e l y 

1. F r iar Bacon. I l l , i , 1043-1044. 
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composed The Three Lords and Three Ladies of London 
(c. 1589), The Three Ladies of London (c. 1581), and 
The Cobbler's Prophesy (c. 1594), and may have been the 
author of A Knack to Know a Knave (1592). 

A l l are "mixed moralities" and aim to amuse, as 
well as to provide a didactic commentary on social 
corruption. 

A statement on the t i t l e page of The Three Lords 
(equally applicable to a l l four plays), describes i t 
as: 

'Commically interlaced with much honest 
Mirth, f o r pleasure and recreation, 
among many Morall observations and 
other important matters of due Regard.' 

The main theme of The Three Ladies of London i s 
the corruption of Love and Conscience by Lady Lucre. 
The cast i s a large one, and t h i s t r i o i n t e r a c t s with 
rogues such as Fraud, usury, and Dissimulation who 
are opposed by virtuous figures - H o s p i t a l i t y , True 
Friendship and a clergyman. A clown, Simplicity, plays 
i n and out of the action and, by means of qu a r r e l l i n g , 
begging and singing, enlivens the play with noisy 
badinage and fo o l i n g . The organization of the action 
i s haphazard with many random intrusions of low-comedy. 
At the close a Judge delivers judgement on the malicious 
characters. 
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A Knack to Know a Knave concerns corruption i n 
England during the reign of King Edgar and i s combined 
with a romantic story. The action i s f i r m l y rooted 
i n the everyday world and, l i k e The Three Ladies and 
The Three Lords, operates w i t h i n a simple Morality 
frame-work. The main action i s concerned with Honesty's 
exposure of the knavery of a Parmer, a Courtier, a Coney 
catcher and a Priest whose misdemeanours i l l u s t r a t e 
contemporary e v i l s such as rack-renting, monopolies, 
usury and bribery. The action i s l i v e l y , well plotted 
and ruled by clear moral values; the play i s i n fact 
an excellent example of the f i n a l phase of the Morality 
t r a d i t i o n . 

The two plays by Wilson so f a r discussed clearly 
have very l i t t l e i n common with Lyly's a r i s t o c r a t i c 
entertainments; even so, i t i s possible to detect 
marginal s i m i l a r i t i e s between Wilson's moral comedies 
and Lyly's comic mode. For example, Midas i s basically 
a morality play on the subject of avarice, and the 
straggling plot involving the shipwrecked brothers i n 
Gallathea i s probably a survival from the t r a d i t i o n a l l y 
haphazard low-comedy elements of morality plays. Therefore, 
there i s some evidence that vestiges of the outmoded 
Morality t r a d i t i o n underlie Lyly's mature comedies. 

Wilson's f i r s t two plays were st r a i g h t moral comedies, 
but, as has been remarked, he introduced a romantic story" 
int o the action of A Knack to Know a Knave. The Cobbler's 
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Prophesy represents Wilson's f i n a l attempt to modernise 
a morality pl o t by incorporating new material i n t o the 
t r a d i t i o n a l frame-work. 

The Cobbler's Prophesy i s a wretched, but h i s t o r i c a l l y 
i n t e r e s t i n g play, since i t appears to have been influenced 
by Lyly's comedies. I t was intended to provide a 
commentary on social v i r t u e s and vices, but unlike i t s 
predecessors, i t employs a cast of mythological and 
earthly beings who i n t e r a c t i n a manner which r e c a l l s the 
pattern of the action of Sapho and Phao. The character 
Contempt f u l f i l l s the function of the mischievous Cupid 
i n Lyly's comedies; he creates discord between Mars and 
Venus and, because he i s related to the f i g u r e of Vice 
i n the old m o r a l i t i e s , acts as a corrupting influence 
throughout the play. The action contains a debate between 
a scholar, a courtier and a soldier concerning the merits 
of t h e i r respective professions:(l) an interlude reminiscent 
of the r i v a l r y between the scholar and courtier i n Sapho 
and Phao. Elsewhere, Mars, l i k e Alexander, i s tempted 
to abandon his m i l i t a r y career f o r the pleasures Qjf love. 
The most s t r i k i n g i n d i c a t i o n of Wilson's attempt to 
u t i l i z e Lyly's comic system i s , however, suggested by the 
blending of mythological and mortal worlds. 

1. Wilson, The Cobbler's Prophesy. M.S.R., 216-420. 
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The Two Angry Women of Abingdon (c. 1598) ( l ) by-
Henry Porter, i s a l i v e l y r e a l i s t i c comedy about l i f e 
i n an English v i l l a g e . The action stems from the 
contention between two mothers who oppose the marriage 
of t h e i r son and daughter. The young couple resort to 
an i n t r i g u e which culminates i n an h i l a r i o u s nocturnal 
escapade involving episodes of mistaken i d e n t i t y , 
deliberate impersonation and numerous uproariously 
funny encounters between the h o s t i l e parties. P h i l i p 
aptly observes* 

' t i s Christmas sport of Hob man b l i n d , 
A l l b l i n d , a l l seek to catch, a l l misse:'(2) 

The characters are v i v i d l y portrayed and the action i s 
b r i l l i a n t l y manipulated to release the antagonistic 
forces inherent i n the p l o t . 

The play appears to be f a r removed from Lyly's 
love-game comedies with t h e i r concern f o r elaborate 
a r t i f i c e and i n t e l l e c t u a l refinement. But Mother Bombie. 
although less boisterous, employs a similar plot based 
on parents' h o s t i l i t y to t h e i r childrens' betrothal, 
and depends on a broadly similar system of comedy derived 

1. J.H. Nosworthy, "Notes on Henry Porter," M.L.R.. XXXV 
(1940), pp.517-21 suggest t h i s play i s a pre-Shakespearian, 
but his early dating i s not generally accepted. 

2. Porter, Two Angry Women of Abingdon. M.3.R., 2505-2506. 
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from f a r c i c a l situations and amusing dialogues i n the 
se t t i n g of an English p r o v i n c i a l town. I t i s possible 
to argue that both plays are i n a continuous l i n e of 
descent from Gammer tiurton1s Needle. 

In The Woman i n the Moon Lyly experimented with a 
broader type of humour which culminated i n a nocturnal 
woodland scene involving beatings, mistaken i d e n t i t y 
and elopement analogous to episodes i n Porter's comedy, 
while Gunophilus's function.of promoting misadventure 
resembles that of the servants Hodge and Dick Coombs 
i n The Two Angry Women. I f , as has been suggested, 
The Woman i n the Moon was w r i t t e n f o r the popular stage, 
t h i s circumstance would help to explain the in t r u s i o n 
of elements from popular comedy into Lyly's customary 
courtly realm. 

Anthony Munday was a very p r o l i f i c dramatist, but 
only two comedies of which he was the sole author have 
survived: Two I t a l i a n Gentlemen, performed at court i n 
1584, and John a Kent and John a Cumber, w r i t t e n about 
1589(1) f o r the public stage. The e a r l i e r play, based on 
Pasqualigo's I I Fedele(2). continues the trend started 
by Gascoigne's Supposes of adapting I t a l i a n comedy f o r 
the English stage. Munday followed h i s source f a i r l y 
closely although he reduced the number of characters to 
th i r t e e n and made several minor modifications to the 

1. I.A. Shapiro, "Shakespeare and Mundy", Sh.S. 
XIV (1961), p.28. 

2. I b i d . , p.27. 
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i n t r i g u e p l o t . The play i s mainly i n t e r e s t i n g as an 
example of a dramatist turning to I t a l i a n a t e comedy 
to entertain the court. Lyly, i t w i l l be remembered, 
also derived i n s p i r a t i o n from the I t a l i a n comic t r a d i ­
t i o n , but whereas Munday v i r t u a l l y translated his source, 
Lyly c r o s s - f e r t i l i z e d the I t a l i a n comic mode with the 
native MKentlworth" t r a d i t i o n . 

John a Kent and John a Cumber represents a t r a d i t i o n 
of popular romantic comedy e n t i r e l y unrelated to Lyly's 
courtly mode. The play consists of fabulous adventures 
loosely organized int o an episodic narrative about the 
r i v a l r y of two magicians, and depends on an extravagant 
use of disguise, improbable situations and f a r c i c a l 
antics. The English wizard oohn a Kent, l i k e Greene's 
Friar Bungay, i s c h i e f l y exercised i n assisting a pair 
of young lovers to marry. 

Munday's two comedies serve to emphasize the widely 
d i f f e r e n t repertoires of the courtly and public theatres 
i n the 1580's. 

The Rare Triumphs of Love and Fortune (c. 1582), i s 
one of the very few court comedies (apart from Lyly's 
plays) to have survived from the 1580's. The anonymous 
author employed a mythological frame-work fo r a romantic 
story interspersed with comic elements - a formula which 
displays i n t e r e s t i n g a f f i n i t i e s with Lyly's mythological 
comedies. 
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The plo t concerns a contention between Venus and 
Fortune who are f i n a l l y permitted by Jupiter to tes t 
t h e i r r i v a l powers on a pair of mortal lovers: 

Venus, f o r that thy love thy sweet delight, 
thou shalt endure to encrease t h e i r joy: 
and Fortune thou to manifest thy might, 
t h e i r pleasures and t h e i r pastimes thou shalt destroye.(l) 

Throughout the l a s t four acts the r i v a l d e i t i e s preside 
over, and s t r i v e to control, the fluc t u a t i o n s of a 
romantic melodrama about a king's h o s t i l i t y to the 
marriage of his daughter to a foundling. The couple 
seek refuge with a hermit who proves to be an exiled 
nobleman and the father of the foundling. Fortune, 
however, places further obstacles i n t h e i r path and, 
since neither d e i t y can win a decisive advantage, they 
agree to submit to the a r b i t r a t i o n of Jupiter. 

The Rare Triumphs of Love and Fortune i s probably 
representative of a class of court comedies which have 
not survived. The narrative i n t e r e s t i s more sustained 
than i n Lyly's love-game comedies, but the romantic 
adventures are set wi t h i n a c h a r a c t e r i s t i c a l l y Lylian 
frame-work of mythological figures whose function 
corresponds closely to that of the seven Planets i n 
The Woman i n the Moon. The idea of contending d e i t i e s 
influencing the course of human a f f a i r s i s i n t e g r a l to 

1. The Rare Triumphs of Love and Fortune. M. S.R., 260-263. 
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the design of the majority of Lyly's comedies, but the 
mythological apparatus i s generally integrated into the 
main action instead of operating as an external force 
- The Woman i n the Moon being a s i g n i f i c a n t exception. 
Also, the obstacles encountered by Lyly's lovers are 
usually ones of personal psychology rather than e x t e r i o r 
impediments. 

Summers Last W i l l and Testament by Thomas flashe was 
probably f i r s t performed before an a r i s t o c r a t i c audience 
at Croydon i n 1592.(l) I t i s based on the pageant shows 
and revels t r a d i t i o n a l l y presented before Elizabeth 
during her Progresses, and i s therefore related to the 
courtly entertainments of Lyly and Peele; but, whereas 
t h e i r pastoral-mythological comedies develop the more 
l i t e r a r y features of the "Kenilworth" t r a d i t i o n , such 
as the playlets by Gascoigne . and Churchyard, Nashe's 
play i s rooted i n the popular seasonal carnivals which 
formed an important part of the revels. 

The action of Summers Last W i l l and Testament 
functions w i t h i n a contrived frame-work of the seasonal 
cycle instead of following the structure of a p l o t . I t 
consists of a series of tableaux presented by the ghost 
of W i l l Summers, tienry VTIl's j e s t e r , containing 

1. R.B. McKerrow, Works of Thomas -Nashe. 1910, i v , 
pp. 416-19. 
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t r a d i t i o n a l f e s t i v e groups such as the four seasons, 
r u s t i c pageant figures such as Harvest, Orion with 
his huntsmen, and Solstitium carrying balances and 
an hour-glass. 

The structure of Lyly's woodland comedies tends 
to conform to a somewhat similar pattern of tableau 
scenes with l i t t l e narrative i n t e r e s t . His Gods and 
Goddesses doubtless introduced an element of display 
corresponding to the lavish spectacle of flashe's 
carnival figures. I n Love's Metamorphosis the trans­
formation scene, the figure of the Siren and the harvest 
r i t e s i n honour of Ceres, afford an opportunity f o r 
pr e t t y spectacle. 

Lyly and Nashe both invested t h e i r work with a 
courtly compliment to Elizabeth. .Nashe used the idea 
tnat she was exempt from seasonal change: 

A charmed c i r c l e draw about her court, 
Wherein warme dayes may daunce, & no cold come;Cl) 

Lyly, on the other hand, generally shed his compliment 
over the entire p l o t . 

The two playwrights exemplify d i f f e r e n t aspects 
of courtly entertainment. Nashe1s comedy i s essentially 
a sophisticated f o l k f e s t i v a l based on r u r a l pastimes 

1. Nashe, Summers Last W i l l and Testament, ed. 
R.B. McKerrow, i i i , . 1853-1854. 
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and l i b e r a l l y interspersed with songs, dances and 
orations whereas Lyly combined the s l i g h t pastoral-
mythological shows of the Royal Progresses with serious 
themes. Elements from both t r a d i t i o n s were b r i l l i a n t l y 
assimilated i n Love's Labour's Lost, a comedy w r i t t e n 
f o r an a r i s t o c r a t i c audience by a dramatist with f a r 
greater g i f t s than either Nashe or Lyly. 
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CHAPTER I V 

THE sscoflD OUTCROP OP LYL I A A COMEDY 1600-1603 

I n the f i r s t Quarto o f Endimion. issued i n 1591, the 
P r i n t e r ' s Address t o the Reader alludes to the f a c t t h a t 
'the P l a i e s i n Paules* had r e c e n t l y been dissolved. This 
sudden f a l l from r o y a l favour, which terminated a 
p a r t i c u l a r l y a c t i v e period i n t h e i r h i s t o r y , may have 
been a punishment f o r dabbling i n the Marprelate contro­
versy, ( l ) The i n h i b i t i o n appears t o have been enforced 
since the c h i l d r e n ' s companies are not heard o f again i n 
London f o r nearly a decade. (2) 

During t h i s interregnum James Burbage erected a play­
house f o r adult a c t o r s i n the p r e c i n c t s o f the o l d 
B l a c k f r i a r ' s P r i o r y , but i n response t o p r o t e s t s from 
the l o c a l r e s i d e n t s the P r i v y Council prevented him from 
opening i t . I n September 1600 he leased the b u i l d i n g t o 
Henry Evans who had p r e v i o u s l y been associated w i t h the 
Paul's boys. Evans formed an a l l i a n c e w i t h Nathaniel 
G i l e s , master of t h e Chapel Royal, and together they 
revived the dormant Chapel company, using the playhouse 
constructed by Burbage as t h e i r headquarters. (3) 

1. H.fJ. H i l l e b r a n d , The Ch i l d Actors. Urbana, 1926, 
pp. 143-49-

2. A. Harbage, Shakespeare and the R i v a l T r a d i t i o n s t 
flew York, 1952, p.40. 

3. I b i d . . pp. 38-40. 
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One o f the f i r s t productions at the new Black-
f r i a r ' s playhouse must have been a r e v i v a l o f Lyly's 
Love's Metamorphosis, since i t was released f o r p u b l i c a ­
t i o n on 25 November, 1600, bearing a statement t h a t i t 
was ' F i r s t playd by the Children o f Paules, and now by 
the Children o f the Chappell. 1 Cynthia's Revels, 
l i c e n s e d on 23 May, 1601, was d e f i n i t e l y another e a r l y 
play. The whole venture sponsored by Evans and Giles 
was from s t a r t t o f i n i s h a commercial e n t e r p r i s e maintained 
by p r i v a t e c a p i t a l . The managers had no formal connections 
w i t h the r o y a l household, nevertheless, the new company 
q u i c k l y found encouragement from t h a t q u a r t e r , being 
i n v i t e d t o act at court twice i n 1601 and t h r e e times the 
f o l l o w i n g y e a r . ( l ) 

The circumstances which l e d t o the r e v i v a l o f the 
other c h i l d r e n ' s company have yet t o be established. A l l 
t h a t i s known i s , t h a t i n 1600, plays suddenly began t o 
be p r i n t e d as 'acted by the c h i l d r e n o f Paul's.'(2) A 
disparaging passage i n Marston's Jack Drum's Entertainment 
which alludes t o the Paul's boys, suggests t h a t they, too, 
began by r e s u r r e c t i n g o l d plays: 

... but they produce 
Such mustie fopperies o f a n t i q u i t i e , 
And do not suite the humorous ages backs 
With cloathes i n fashion.(3) 

1. h i l l e b r a n d , o p . c i t . . pp. 172-73. 
2. I b i d . . p.207. 
3. Marston, j a c k Drum's Entertainment, ed. H. Harvey Wood, 

i i i , p. 234. 
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This conclusion i s supported by the f a c t t h a t i n the 
I n d u c t i o n to Cynthia's Revels Jonson issued a warning 
t h a t : 

'the umbrae, or ghosts o f some three 
or foure playes, departed a dozen yeeres 
since, have b i n seene walking on your, 
stage heere.: take heed, boy,.... ' t w i l l 
f r i g h t away a l l your spectators q u i c k l y . ' ( l ) 

Two Paul's plays, released f o r p u b l i c a t i o n i n 1600, 
The Wisdom o f Doctor Dodypoll and The Maid's Metamorphosis, 
may p l a u s i b l y be i d e n t i f i e d w i t h the 'mustie fopperies 
o f a n t i q u i t i e 1 r e f e r r e d t o by Marston. The company 
acted at court t w i c e i n 1601: on one occasion they, pre­
sented The Contention between L i b e r a l i t y and P r o d i g a l i t y , 
which there i s good reason t o believe consisted o f a 
r e f u r b i s h e d v e r s i o n o f Sebastian Westcote's o l d moral 
play P r o d i g a l i t y , f i r s t performed about 1565.(2) 

Both c h i l d r e n ' s companies, t h e r e f o r e , recommenced 
w i t h r e v i v a l s from the. o l d r e p e r t o r y o f c h o r i s t e r plays. 
The r i d i c u l e w i t h which they were greeted shows t h a t t h i s 
t r a d i t i o n had become hopelessly outmoded;accordingly, the 
res p e c t i v e managers sought the services o f . modern dramatists. 
Paul's employed John Marston and Thomas Middleton, w h i l e 
the Chapel e n l i s t e d hen oonson and George Chapman(3) t o 

1. Jonson, Cynthia's Revels', ed. C.H. Herford and P. 
Simpson, i v , I n d u c t i o n , 194-198. 

2. H i l l e b r a n d , o p . c i t . . pp. 128-30. 
3. I b i d . , p.266. 
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i n i t i a t e a programme more i n tune w i t h contemporary 
t a s t e . 

The character o f the c h i l d r e n ' s companies had 
undergone a profound change since t h e i r d i s s o l u t i o n , 
when, as amateurs, t h e i r f u n c t i o n had been to present 
plays at court under the d i r e c t i o n o f a choirmaster 
who was appointed by the sovereign and normally wrote 
the plays himself. They had, i n f a c t , r e l i e d sporadi­
c a l l y upon p r o f e s s i o n a l w r i t e r s such as L y l y , Peele, 
and Munday to supply comedies and also "exercised" the 
choirboys before paying audiences, but the o r g a n i z a t i o n 
o f the revived companies was thoroughly commercial and 
not designed p r i m a r i l y t o s a t i s f y the requirements o f 
the c o u r t . ( l ) 

The e f f e c t o f the suppression o f the c h i l d r e n ' s 
companies on L y l y ' s career was t o compel him t o t u r n 
from w r i t i n g court comedies t o the p r o v i s i o n o f Progress 
entertainments, v i r t u a l l y the sole remaining dramatic 
pastime which s t i l l demanded h i s p a r t i c u l a r g i f t s . 
Nevertheless, the amateur, W i l l i a m Percy, who catered 
f o r t r u l y p r i v a t e audiences, continued t o i m i t a t e Lyly's 
p a s t o r a l - m y t h o l o g i c a l comedies at the t u r n o f the century. 
He even revised h i s plays f o r the Paul's boys, but, 
although they seem to have been acted i n p r i v a t e houses 

1. Harbage, o p . c i t . . p.40. 
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before small a r i s t o c r a t i c gatherings, i t i s reasonably-
c e r t a i n t h a t they never appeared on the London s t a g e . ( l ) 

W illiam Percy, second son o f the e i g h t h E a r l o f 
Northumberland, i s one o f the most enigmatic Elizabethan 
p l a y w r i g h t s . He spent most o f h i s l i f e as a recluse i n 
Oxford, published a volume o f sonnets i n 1594, and, 
between 1601 and 1603, wrote f i v e plays which form a 
remarkable chapter i n the h i s t o r y o f p r i v a t e t h e a t r i c a l s . 

Percy appears to have been q u i t e out o f touch w i t h 
the contemporary t h e a t r e , h i s plays being planned f o r 
a m u l t i p l e stage w i t h sign-boards. His s o p h i s t i c a t e d 
blend o f c l a s s i c a l myth, Renaissance l e a r n i n g , and 
masque-like pageantry, harks back t o the c o u r t l y t r a d i t i o n 
o f the 1580's. Miss Hope Dodds and Professor H i l l e b r a n d 
maintain t h a t h i s comedies were intended t o grace s p e c i a l 
s o c i a l occasions and t h a t the author must be regarded as 
a k i n d o f dramatic master o f ceremonies f o r h i s f a m i l y . ( 2 ) 
The Prologue t o The Faery P a s t o r a l , f o r instance, was 
obviously addressed t o the King, since i t contains a 
reference t o 'your Majesty', and Miss Dodds has established 
the p r o b a b i l i t y t h a t i t was performed on 8 June, 1603, 
when the Earl o f Northumberland e n t e r t a i n e d James I at 
Syon House. The f a n t a s t i c a c t i o n which cohxains p a s t o r a l , 
mythological and hunting scenes w i t h opposed sets o f 

1. The best account o f Percy's dramatic a c t i v i t i e s i s 
by H.N. H i l l e b r a n d , "William Percy - An Elizabethan 
Amateur," J L J i ^ . I (1937-38), pp. 391-416. 

2. I b i d . , p. 392. 
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l o v e r s , a f a r c i c a l sub-plot and a s p r i n k l i n g o f songs, 
. continues the L y l i a n t r a d i t i o n o f comedy. The Aphrod.vsial 
and Arabia Sitens were also w r i t t e n f o r some d e f i n i t e 
occasion and d i s p l a y L y l i a n i n f l u e n c e . 

The manuscript o f The Faery Pastoral or The Forest 
o f Elves, preserved at Alnwick Castle, bears the date 
1603. The t e x t i s prefaced by a catalogue o f stage 
r e q u i s i t e s , several o f which - a hollow oak, a low w e l l , 
a green bank and 'a hole t o creep i n and out o f - also 
occur i n one or more o f Lyly's plays. The woodland 
s e t t i n g i s also suggestive o f Lyly's f o r e s t comedies. 

The p a t t e r n o f the a c t i o n corresponds c l o s e l y t o 
Love's Metamorphosis and Gallathea, being founded upon 
contending sets o f characters. A group o f comic f i g u r e s , 
S i r David the schoolmaster and h i s associates, appear i n 
a l o o s e l y connected s t o r y which provides a stratum o f 
low-comedy s i m i l a r t o the a n t i c s o f the shipwrecked 
brothers i n Gallathea. 

I n the main p l o t , Hypsiphyle, princess o f B l v i d a 
f o r e s t , i s deposed by Oberon, King o f the f a i r i e s , f o r 
p e r m i t t i n g h i s woods t o decay w h i l e she spends her time 
' t r i p p i n g o're the greens'. Prince Orion i s appointed 
guardian o f the f o r e s t i n her stead and throughout the 
play they argue about the best methods o f managing a 
deer f o r e s t . Hunting was oames I ' s f a v o u r i t e pastime, 
t h e r e f o r e Percy's choice o f subject, and i n p a r t i c u l a r 
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the choice o f Orion to succeed Hypsiphyle, was c l e a r l y 
intended as a compliment t o the new sovereign. Lyly, 
o f course, also invested h i s comedies w i t h d i s c r e e t 
c o u r t l y f l a t t e r y . 

Orion's f a i r y huntsmen, Laerchus, Picus arid Hippolo 
f i n d t h e i r amorous overtures t o Hypsiphyle's f a i r 
huntresses are d i s d a i n f u l l y repulsed. When the couples 
meet the dialogue f o l l o w s much the same l i n e s as the 
a n t a g o n i s t i c exchanges between the nymphs and f o r e s t e r s 
i n Love's Metamorphosis. I n one conversation the g i r l s 
enumerate t h e i r s u i t o r s ' shortcomings: 

F l o r i d a Mark'st n o t t how my Gentleman draweth 
i n h i s l i p s when he but t a l k e t h l y k e 
a p a i r e o f deale Boardes? Camilla. 

Pancia Rather l y k e two shooe-soales had got 
a leake. 

F l o r i d a And how f i l t h y he suppeth i n h i s Potage! 
Roupe Roupe. 

Camilla Picus i s so f o r m a l l f o r s o o t h he w i l l 
r a t h e r spet i n t o h i s d i s h then take 
f u r t h w i t h h i s napkin an unsavourly 
m o r s e l l . 

F l o r i d a I though he had been l i s p i n g verses 
the w h i l e s . ( l ) 

The dialogue continues thus f o r a hundred l i n e s . 

1. Percy, The Faery P a s t o r a l , ed. o. tiaslewood, I , i v . 
(pp. 109-11077" 



-. 83 -

This passage i s one o f many which r e c a l l speeches 
from Lyly's comedies (compare Sapho and Phao I . i v . 34-40). 

The g i r l s decide t o 'serve them each an E l v i s h 
T r i c k ' . Laerchus i s trapped i n a w e l l , Picus imprisoned 
i n a hollow oak and Hippolon exhausts hi m s e l f pursuing 
Camilla through the f o r e s t . These episodes are suggestive 
o f the pranks i n The Woman, i n the Moon. The huntsmens* 
anger also r e f l e c t s something o f the b i t t e r d i s i l l u s i o n ­
ment w i t h romance i n t h a t play: 

You broode o f v i p e r s , you Sect o f P a l s i t y e , 
You howse o f h o r r o r s , you p i t s o f c r u e l t y e . ( l ) 

The men gain t h e i r revenge by adopting the disguise o f 
three characters from the sub-plot, which leads t o 
f u r t h e r comic s i t u a t i o n s i n which the g i r l s are shut 
up i n a k i l n and a henhouse. 

Percy made no attempt t o i n t e g r a t e t h e group o f 
low-comedy f i g u r e s i n t o the main a c t i o n . They merely 
wander through the play c o n t r i b u t i n g i d l e p r a t t l e , 
tedious anecdotes and coarse Jokes. Their dialogue 
contains l i t t l e o f the s p a r k l i n g repartee and l i n g u i s t i c 
d e x t e r i t y t h a t make Lyly's sub-plots d e l i g h t f u l . 

Percy used a f a n c i f u l s t o r y as the frame-work f o r 
a love-game comedy which d i s p l a y s something o f the 

1. The Faery P a s t o r a l . I I , v i i . (p.131) 
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balanced o r g a n i z a t i o n and l i g h t - h e a r t e d High Comedy 
of Ly l y ' s p a s t o r a l s . Since The Faery Pastoral was 
designed t o e n t e r t a i n an audience which included the 
King i t was n a t u r a l f o r Percy t o t u r n t o Lyly's comedie 
f o r i n s p i r a t i o n . The a r t i s t i c i n t e n t i o n o f both 
dramatists appears to have been v i r t u a l l y i d e n t i c a l , 
although Percy's i n f e r i o r l i t e r a r y g i f t s deprive h i s 
work o f Lyly's s p r i g h t l y elegance. 

Percy probably wrote The Aphrodysial or Sea Feast 
f o r the occasion o f the c h r i s t e n i n g o f h i s nephew, 
Algeron, on 15 October, 1602.(l) 

The "Aphrodysial" i s a f e a s t given each year by 
Oceanus i n honour o f Cytherea. The f e s t i v a l i s held 
upon the sea shore and provides the background f o r a 
f a n t a s t i c s e r i e s o f b y - p l o t s and amorous i n t r i g u e s 
between the guests. I n a cast o f twenty-eight the 
p r i n c i p a l f i g u r e s are Oceanus and Cynthia, Hero and 
Leander, Arion and Talus, r i v a l s f o r Thetis; Vulcan, 
who attempts t o seduce Humida and Arida, the daughters 
o f Protea; f o u r fishermen, t h r e e Cyclops, three Graces, 
Cupid and Belan a sea-master. The play i s constructed 
out o f a r e l a t i v e l y naive system o f tableau scenes, 
each group o f characters c l e a r i n g the stage before the 
next enters. There i s l i t t l e dramatic movement and 

1. M.H. Dodds, "William Percy's Aphrodysial". N.Q.. 
CLXI (1931), p. '237. 
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the author included numerous songs and musical i n t e r ­
ludes to cover up the many awkward entrances and e x i t s . ^ l ) 

Percy attempted t o combine a L y l i a n type p l o t 
w i t h the technique o f a mask or court show - the 
element o f mythological pageantry being developed at 
the expense o f a c l e a r l y defined dramatic a c t i o n . A few 
quotations from the stage d i r e c t i o n s w i l l s u f f i c e t o 
suggest the c o l o u r f u l decor he employed: 

The stage hong a l l w i t h clows c o l l o u r , 
otherwise w i t h Arras, or other Sea P r o p e r t i e s 
b e f i t t i n g . ( 2 ) 

The costumes too, were gorgeous: 
Oceanus brave and g l o r i o u s t o behold.(3) 
Proteus's daughters the one i n sea blew, 
the other i n sand colour satten.(4) 

Percy also incorporated ingenious scenic devices* 
Then the H a l l opening, was seene a Summer 
Nooneday couch o f sand c o l l o u r , w i t h s o r t o f 
Dreames Animate and Inanimate o f d i v e r s 
c u l l o u r s , hanging by i n v i s i b l e threds o f 
s i l k e ... being but bigge as.pawns o f Cheese.(5) 

1. I am indebted t o the D i r e c t o r o f the Shakespeare 
I n s t i t u t e , . S t r a t f o r d , f o r p r o v i d i n g f a c i l i t i e s t o 
use the m i c r o f i l m copy o f The Aphrodysial i n the 
I n s t i t u t e L i b r a r y . 

2. Percy, The Aphrodysial. F.120 v., (a m i c r o f i l m o f 
the Percy Plays i n the Henry E. Huntington L i b r a r y 
was used - see previous f o o t n o t e ) . 

3. I b i d . . P. 132 r . 
4. I b i d . . P. 120 r . 
5* I b i d . . P. 139 r . 
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L y l y ' s mythological f i g u r e s were c e r t a i n l y r i c h l y 
a t t i r e d , f o r example, the Siren i n Love's Metamorphosis 
i s described as f l a u n t i n g golden locks and h o l d i n g a 
glass and a comb, but there i s nothing t o suggest t h a t 
he ever envisaged spectacle on such an elaborate scale. 

I n order t o disentangle the m u l t i p l e p l o t s o f The 
Aphrodvsial Percy was forced t o employ Cytherea as a 
deus ex machina. a f u n c t i o n s i m i l a r t o t h a t assigned t o 
Venus i n Gallathea. Also, i n common w i t h Gallathea. the 
a c t i o n contains mythological disguise; a t r i c k o f meta­
morphosis; and f o u r fishermen, who, l i k e L yly's t r i o o f 
s a i l o r s , c o n t r i b u t e low-comedy and wretched puns; 

I t would, however, be misleading t o overstress the 
L y l i a h elements i n The Aphrodvsial. The play contains 
no c l e a r dramatic p a t t e r n s , c o n t r o l l e d e x p o s i t i o n o f a 
theme, or imaginative cohesion. I t i s e s s e n t i a l l y a 
semi-dramatic entertainment r e l y i n g f o r i t s appeal more 
on music and spectacle than w i t t y dialogue and High Comedy. 

Arabia Si tens o.r A Dream o f a Dry Year, dated 1601, 
appears t o have been intended f o r some s p e c i a l f e s t i v a l 
since the Prologue r e f e r s t o ' t h i s b l i s s d day'.(2) Once 

Ponticus 
Gripus 
Harpax 

Carpe. 
I l y k e not these carping j a c k s , I . 
Evry eache o f them have, at dinner, 
beene thouroughly carpt . . . ( l ) 

1. The Aphrodysial. F. 144 r . 
2. M.H. Dodds, "A Dreame o f a Drye Yeare". u.E.G.P. 

XXXII (1933), PP. 190-91. 
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again Percy f u r n i s h e d h i s work w i t h ideas from e a r l i e r 
court drama. Mahomet sends two angels Haroth and Maroth 
to search f o r wicked mortals. I n Arabia l i v e s a c r u e l 
maiden, Epimenide, who commands her shepherd s u i t o r s 
Galelo and Tubal t o o b t a i n the purse and signet r i n g o f 
Geber, an unscrupulous enchanter. 

i n the t h i r d Act we l e a r n t h a t Epimenide has been 
under the i n f l u e n c e i n t u r n o f s i x o f the deadly s i n s and 
i s at present dominated by Pride. This s i t u a t i o n resembles 
the p l o t o f The Woman i n the Moon at the p o i n t where 
Pandora, under the malign i n f l u e n c e o f o u p i t e r , sends 
her s u i t o r s on dangerous missions. Haroth and Maroth 
are themselves ensnared by Epimenide 1s charms, but t h e i r 
advances are s c o r n f u l l y repulsed. They convey her back 
to heaven where, i n s p i t e o f her quarrelsome d i s p o s i t i o n , 
Mahomet f a l l s passionately i n love w i t h her, much as 
o u p i t e r f a l l s i n love w i t h the moody, peevish Pandora. 
I n heaven she remains impossibly haughty and rude, so 
Mahomet condemns her t o remain f o r ever i n the moon w i t h 
the two u n f a i t h f u l angels. 

The c e n t r a l s i t u a t i o n o f an alluring-woman, who, 
under the i n f l u e n c e o f various malicious fo r c e s repulses 
her s u i t o r s and i s f i n a l l y punished by bannishment t o 
the moon, compels comparison w i t h The Woman i n the Moon. 
Although Percy's play i s a f a r c e and lacks L y l i a n grace 
the e a r l i e r play undoubtedly f u r n i s h e d the fundamental 
idea; one o f the angels i n f a c t r e f e r s t o the Pandora 
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legend: 

... she i s crept new 
Purth Pandoraes B o t t l e i n t o the w o r l d . ( l ) 

Cuck-Queans and Cuckolds Errants. dated 1601, i s 
very d i f f e r e n t from the,three comedies already considered. 
The main a c t i o n i s a w e l l constructed domestic f a r c e 
i n v o l v i n g two married couples. A second p l o t concerns 
the t h e f t o f a golden cup and i t s subsequent recovery. 
The c r i s s - c r o s s p a t t e r n o f the a c t i o n i s i n some respects 
comparable t o the i n t r i g u e p l o t s o f Mother Bombie or 
The Merry Wives o f Windsor - both farces w r i t t e n f o r 
p r i v a t e audiences. 

Prom t h i s survey o f Percy's output i t i s evident 
t h a t h i s plays represent an attempt t o continue the 
t r a d i t i o n o f Elizabethan court comedy. His amateur 
approach to s t r u c t u r a l matters and slender l i t e r a r y 
g i f t s render h i s plays i n t r i n s i c a l l y poor; however, 
they are remarkable f o r the evidence they a f f o r d o f 
having been modelled on L y l i a n comedy, and t h e r e f o r e 
occupy an important p o s i t i o n i n t h i s t h e s i s . 

The Wisdom o f Doctor Dodypoll, The Contention between 
L i b e r a l i t y and P r o d i g a l i t y and The Maid's Metamorphosis, 
a l l anonymous Paul's plays acted d u r i n g 1600 and 1601, 
represent the l a s t attempts t o e n t e r t a i n the audience 

1. Quoted: Dodds, o p . c i t . . p. 186. 
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o f a p r i v a t e t h e a t r e i n London w i t h plays c u l l e d from 
the p e r i o d p r i o r t o the suppression o f the c h i l d r e n ' s 
companies i n 1590. This t r i o o f comedies was revived 
at a watershed i n Elizabethan drama; the o l d chapel 
t r a d i t i o n had become outmoded, yet the new fashion f o r 
r e a l i s t i c s a t i r e had not p r o p e r l y emerged: each exempli­
f i e s a d i f f e r e n t type o f c h o r i s t e r play: the I t a l i a n a t e 
i n t r i g u e , the m o r a l i t y and t h e p a s t o r a l - m y t h o l o g i c a l 
romance. 

There i s reason t o b e l i e v e t h a t The Contention 
between L i b e r a l i t y and P r o d i g a l i t y , presented at court 
i n 1601, i s a r e f u r b i s h e d v e r s i o n o f Sebastian Westcote's 
moral i n t e r l u d e P r o d i g a l i t y , f i r s t acted by the Paul's 
boys about 1565.(1) I t i s d i f f i c u l t t o account f o r the 
r e v i v a l o f t h i s obsolete play unless the absence o f more 
modern s c r i p t s compelled the company t o r e l y on t h e i r 
o l d stock o f plays. 

I t i s reasonably c e r t a i n t h a t The Wisdom o f Doctor 
Dodvpoll was one o f the 'mustie fopperies o f a n t i q u i t i e ' 
s l i g h t i n g l y r e f e r r e d t o by Marston i n Jack Drum's Ent er-
tainment.(2) I t belongs t o the same genre o f c h o r i s t e r 
comedy as The Two I t a l i a n Gentlemen by Munday, the 
a c t i o n being set i n I t a l y and c o n s i s t i n g o f f a n t a s t i c 
love i n t r i g u e s intermixed w i t h a medley o f f a r c i c a l 
episodes. 

1. H.JN. H i l l e b r a n d , The C h i l d Actors. Urbana, 192#, 
pp. 128-30. 

2. I b i d . , p. 209. 
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The f i r s t recorded performance o f The Maid's 
Metamorphosis occured i n 1600, but i t has not yet 
been established whether at t h a t date i t was a new 
play or a r e v i v a l . I t combines m y t h o l o g i c a l , f o r e s t 
and c o u r t l y elements i n an u n r e a l i s t i c a c t i o n s t r o n g l y 
reminiscent o f L y l y ' s p a s t o r a l comedies. 

For the romantic scenes the author employed 
ornate iambic pentameters somewhat s i m i l a r t o the 
verse o f Peele's Arraingment. The s p r i g h t l y prose used 
by the group o f comic servants was obviously s t r o n g l y 
i n f l u e n c e d by the idiom o f Lyly's comedies. I n f a c t 
Bond was so impressed by the L y l i a n q u a l i t i e s o f the 
prose d i a l o g u e d ) t h a t he suggested the managers o f 
the Paul's company might have commissioned him s p e c i a l l y 
t o w r i t e these scenes.(2) There i s no e x t e r n a l evidence 
to support t h i s conjecture. However, the f o l l o w i n g 
exchanges e x h i b i t s t r i k i n g a f f i n i t i e s w i t h L y l y ' s w i t t y 
servants i n Campaspe and Mother Bomble.(5) 

Enter ooculo, F r i s c o , and Mopso, at t h r e e 
s e v e r a l l doores. 

Mop. ooculo, whither j e t t e s t thou? hast thou 
found t h y Maister? 

oo. Mopso wel met, hast thou found thy mistresse? 
Mop. Wot I by Pan. 
oo. nor I by Pot. 

1. E s p e c i a l l y The Maid's Metamorphosis, ed. R.W. Bond, 
I I , i i , and I I I , i i . 

2. Bond, o p . c i t . . I l l , p. 337. 
3. Campaspe. I l l , i i , i : . Mother Bombie. I I , i , 1-47. 



- 91 -

Mop. Pot? what god's tha t ? 
oTo. The next god t o a Pan, and such a pot 

i t may be, t h a t as he s h a l l have moe 
servants then a l l the Pannes i n a 
Tinkers shop. 

Mop. F r i s c o , where hast thou bene f r i s k i n g ? 
hast thou found? 

F r i s . I have found. 
Jo. What hast thou found Frisco? 
F r i s . A couple o f crack-roapes. 
Jo. And I . 
F r i s . I meane you two. 
Jo. I you two. 
Mop. And I you two. 
F r i s . Come, a t r e b b l e c onjunction: a l l t h r e e , a l l three.CL) 

The a l t e r n a t i o n o f " p o e t i c " love scenes w i t h 
i n t e r l u d e s o f comic dialogue; the i n t e r a c t i o n o f 
Arcadian, mythological and human f i g u r e s , the occurence 
o f formal speeches, songs, and a f a i r y dance, and the 
heroine's metamorphosis, c l o s e l y resemble the p a t t e r n o f 
Gallathea. S.R. Golding has shrewdly observed t h a t : 

'the whole play i s i n d i c a t i v e throughout 
o f a poet and p l a y w r i g h t , who took as h i s 
models the popular masterpieces o f Spenser, L y l y 
and Peele.'(2) 

Further p a r a l l e l s may be c i t e d : the wooing o f Eurymine 
i n Act I i s conducted i n a manner which r e c a l l s the 
wooing o£ Pandora; the s i n g i n g match at the end o f the 

1. The Maid's Metamorphosis. I l l , i i , 1-17. 
2. S.R. f o l d i n g , "The Authorship o f The Maid's 

Metamorphosis." R.E.S., I I (1926), p. 279. 
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f i r s t Act i s a device also employed i n Midas. and 
Aramanthus, the hermit, who t e l l s r i d d l i n g fortunes, 
serves the same function as Lyly's old Mother Bombie. 
I n short, the play exemplifies many of the characteristics 
of Lyly's pastoral-mythological comedies. 

After the defeat of the Armada Elizabeth's troubles 
eased and the Royal Progresses started once more.. This 
meant that her a r i s t o c r a t i c hosts were obliged to f i n d 
w r i t e r s to devise the t r a d i t i o n a l revels which attended 
such v i s i t s . Lyly's s t r i k i n g success as a court dramatist 
had undoubtedly earned him a reputation as a purveyor of 
courtly entertainment, he would therefore be exceptionally 
well q u a l i f i e d f o r the task of devising Progress enter­
tainments. The i n h i b i t i o n of the Paul's boys i n 1590 
had curtailed.!. Lyly's career as a dramatist; i t i s , 
therefore, at least plausible that he was employed by 
the n o b i l i t y to amuse and compliment the Queen. 

R.W. Bond was the f i r s t scholar to a t t r i b u t e a 
number of such pieces to Lyly, on the grounds that they 
display his characteristic idiom, repeat many of his 
favourite themes and contain echoes from his acknowledged 
work.(l) The discovery i n 1953 of two previously unrecorded 
entertainments, one of which bears Lyly's name, improves 

1. Bond, i , pp. 378-86 and 404-09, but G.K. Hunter, 
John Lyly. pp. 83-84 i s sceptical of Bond's 
ascription of these entertainments to Lyly. 
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the case f o r ascribing to him the c o l l e c t i o n printed 
by Bond.(l) These eight•semi-dramatic pastimes 
cer t a i n l y r e f l e c t Lyly's technique, being elegantly 
wrought vehicles designed to delight the sophisticated 
taste oi" the court and convey a graceful compliment to 
Elizabeth. 

The most important entertainments were given at 
Blvetham (1591); Quarrendon, Bisham and Sudeley (1592); 
Mitcham (1598), and Harefield (1602). This miscellaneous 
c o l l e c t i o n of p r e t t y mythological shows, dialogues, 
formal orations, songs, f a i r y dances and picturesque 
tableaux which make up these entertainments may be 
compared to a loose mosaic of excerpts from the court 
comedy of the previous decade. The amusements represent 
a r e v i v a l of the dormant "Kenilworth" t r a d i t i o n , reinforced 
with material derived from Lyly's masterpieces. 

On her Progresses Elizabeth was normally welcomed 
with a formal address, i n many ways comparable to the 
court Prologues which preface Campaspe and Sapho and Phao. 
The oration i n praise of Cynthia i n the opening scene of 
Endimion i s also somewhat similar to the complimentary 
speeches which Elizabeth was accustomed to hear. The 
Porter's speech at Gowdray opens i n a stately manner: 
'The walles of Thebes were raised by Musicke: by musick 
these are kept from f a l l i n g * , and builds up to a crescendo 

1. l y l y , Queen Elizabeth's Entertainment at witch am.. 
ed. L. Hotson, IMew Haven, 1953-
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of eulogy: 

'0 miracle of Time, Natures g l o r i e , 
Fortunes Empresse, the worlds wonder!'(l) 

l i n e s which r e c a l l the passage i n Endimion: 

•Cynthia, too too f a i r e Cynthia, the 
myracle of Nature, of tyme, of Fortune.' (2) 

Songs and spectacles were always a conspicuous 
feature of the entertainments, i n fact i t i s recorded 
of the song of Coridon and Phyllida at Elvetham tha t : 

' i t pleased her Highnesse, a f t e r i t had bene 
once sung to command i t againe.'(3) 

Similar picturesque spectacles frequently occur i n 
Lyly's comedies. 

The pastoral-mythological show of Daphne and 
Apollo presented at Sudeley cl e a r l y r e f l e c t s the imagi­
native world o f Lylian comedy. The action opens with 
Apollo pursuing Daphne, followed by a shepherd who 
laments that Daphne, his chaste love, had been transformed 

1. Bond, i , p. 423-
2. Endimion. I , i v , 36-37. 
3. Bond, i , p.447. 
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into a tree to save her from Apollo's l u s t . The 
penultimate tableau shows: 

'Apollo with (a) tree, having on the one 
side one that sung, on the other 
one that plaide'. 

F i n a l l y , ." 

'the tree rived, and daphne issued out' 

and f l e d to Elizabeth, Queen of Chastity, to safeguard 
her v i r g i n i t y . ( l ) The episode may be compared with 
Fidelia's account of her p l i g h t i n Love's Metamorphosis.(2) 

The debat, a favourite frame-work f o r the action 
of ,Lyly's comedies, also furnishes the main in t e r e s t 
i n several of the Progress entertainments. At Mitcham 
the Painter, the Poet and the Musician debate the r i v a l 
merits of t h e i r s k i l l s f or honouring the Queen and at 
Sudeley Melibaeus and Nisa debate the r e l a t i v e constancy 
of men and women.(3) 

The dialogue between Liberty and Constancy at 
Quarrendon exemplifies Lyly's technique of creating 
tension by means of subtle overtones.(4) 

L i . What i s the band of thy faith? 
Co. My worde. 
L i . Your worde ys winde, & no sooner 

spoken than gonne. 

1. Bond, i , pp.479-80. 
2. Love's Metamorphosis. I , i i , 90-130. 
3. Bond, i , pp.481-82. 
4. Compare Campaspe. IV, ii, 28-45 and IV, i v , 1-10. 
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Co. Yet doth i t binde to see what i s 
spoken donne. 

L i . You can do l y t t l e y f you cannot 
maister your worde. 

Co. I should do lesse y f my worde did 
not maister me. 

L i . I t maisters you i n deede, f o r i t 
makes you a slave. 

Co. To none but one whome I chuse to serve. 
L i . I t i s basenes to serve though i t 

be but one. 
Co. wore base to dissemble with more that one. 
L i . When I love a l l alyke I dissemble with 

none. 
Co. But i f I love manie w i l l anie love me?(l) 

The pastoral playlet acted at Bisham emulates Lyly's 
use of the theme of chastity to pay a graceful compliment 
to Elizabeth. Pan's overtures to a pair of shepherdesses 
exactly captures the idiom of Lyly's lovers* 

'.... you know my suite, love, my vertue, 
Musieke, my power, a godhead How doe you 
burne time, & drowne beauty i n pricking 
of clouts, when you should bee penning 
Sonnets?.... I love you both, I know not which 
best, and you both scorne me, I know not 
which most. Sure I am, that you are not so 
young as not to understand love, nor so wise 
as to withstand i t , unlesse you think your 
selves greater than gods, whereof I am one.'(2) 

The show concludes with a pageant of Ceres and her nymphs 
i n which Ceres presents her crown of Peace and Plenty to 
Cynthia. 

1. Bond, i , pp.461-62. 
2. I b i d . , p.473. 
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I t i s i n t e r e s t i n g to f i n d a body of work i n the 
1590's - that may or may not be by Lyly - which i n 
essentials corresponds so closely to Lyly's comic 
a r t i s t r y . I t affords another in d i c a t i o n that h is 
version of courtly entertainment remained fashionable 
i n exclusive a r i s t o c r a t i c c i r c l e s long a f t e r i t had 
become outmoded on the London stage. 

There i s l i t t l e evidence of medieval drama at 
Oxford and Cambridge, but about the middle of the 
sixteenth century, following the example of continental 
humanists, the comedies of Terence and Plautus were 
acted as a facet of educational t r a i n i n g and during 
Elizabeth's reign i t became customary to perform neo­
classical plays on certain f e s t i v e occasions.tl) 

About 1580 Latin versions of I t a l i a n comedies 
rapidly became popular. Pastoral romances involving 
disguise, confusions of sex, betrayals and incredible 
amorous entanglements seem to have been popular with 
u n i v e r s i t y audiences. Two such plays were Leander 
and Labyrinthus adapted from the I t a l i a n and translated 
into L a t i n by Walter Hawksworth of T r i n i t y College, 
Cambridge. The l a t t e r was based on G. B. Delia 

1. The following account of University Drama i s mainly 
derived from P.S. Boas, University Drama i n the Tudor 
Age. Oxford, 1914. 
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Porta's Cinta from which Lyly derived several episodes 
i n Gallathea.(l) About 1582, Vi c t o r i a , a Latin version 
of I I Fedele by Luigi Pasqualigo, was produced at St. 
John's. The same play was translated by Anthony Munday 
and acted at court i n 1584 under the t i t l e The Two 
I t a l i a n ttentlemen. ( 2 ) 

The Cambridge comedies represent a foreign form 
of art transplanted i n England, whereas, when Lyly 
borrowed material from I t a l i a n pastoral comedy he 
combined i t with English elements. University drama i s a 
l i t t l e kingdom on i t s own; however, i t i s related to the 
t r a d i t i o n of court comedy i n so f a r as both owe a debt 
to contemporary I t a l i a n plays. 

In the closing years of Elizabeth's reign a number 
of t o p i c a l and s a t i r i c a l comedies i n the vernacular were 
staged i n Cambridge. Their appearance may be accounted 
fo r by the growing taste f o r s a t i r i c a l l i t e r a t u r e at the 
time. 

Club Law, a t t r i b u t e d to George Ruggle, seems to have 
stemmed from the persistent h o s t i l i t y which existed between 
the University and the Corporation, i t i s a d i r e c t s a t i r e 
on prominent townsmen and the 'merry and abusive' action 
includes a rowdy cudgelling fracas, and a procession i n 
which the mayor i s born through the town i n a tub. The 

1. V.M. Jeffery, John Lyly and the I t a l i a n Renaissance, 
Paris, 1929, p.83. 

2. I.A. Shapiro, "Shakespeare and Mundy", Sh.S.. XIV 
(1961), p.27. 
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three Parnassus plays belong to the same genre: they 
contain s a t i r i c a l allusions to recognizable l i t e r a r y 
figures and, although the main theme i s the search of 
graduates f o r employment, the plays make t o p i c a l 
references to the war of the.theatres i n London.(l) 
o.B. Leishman has indicated many p a r a l l e l s with con­
temporary verse s a t i r e and "humour" comedy. For example, 
G-allio the f o o l i s h courtier i s a Jonsonian f i g u r e , and 
Amoretto i s modelled on Master Stephen and Fastidious 
Brisk. The influence of tionson i s everywhere discernable. 

Lyly never admitted anything approaching the rowdy 
realism of the Cambridge vernacular comedies i n t o his 
work. However, Midas. Endimion and Sapho and Phao r e f l e c t 
recent p o l i t i c a l events connected with the court and 
contain a dash of s a t i r e . Both t r a d i t i o n s i l l u s t r a t e 
how a coterie audience tends to determine the form and 
content of a play, p a r t i c u l a r l y i n the matter of t o p i c a l 
ingredients. 

Narcissus, a Twelfe flight Merriment performed at 
St. John's, Oxford, i n 1603, suggests tha t , alongside 
the comedies i n Latin and the s a t i r i c a l plays, there 
existed a taste f o r l i g h t f a n t a s t i c amusement akin to the 
t r a d i t i o n of courtly revels. Narcissus i s a s l i g h t , 
sophisticated play composed of twelve scene-units and 
two songs.(2) The sketchy action, derived p a r t l y from 

1. My remarks on the "Parnassus" plays owe much to 
J.B. Leishman's introduction to his e d i t i o n of 
The Three Parnassus Plays, 1949. 

2. Narcissus, ed. M.L. Lea, 1893. 
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Ovid's Metamorphoses, i s mixed with diverse extraneous 
elements included solely f o r t h e i r recreational value. 
The woodland s e t t i n g , mythological story, cast of nymphs 
and shepherds, loosely combined into a l i g h t entertain­
ment may be regarded as a debased form of court-show. 

I t i s i n t e r e s t i n g to f i n d that of the three strands 
of University comedy, the academic Latin comedies were 
based on I t a l i a n a t e material similar to that which Lyly 
wove i n t o his plots,and that the one pastoral-mythological 
p l a y l e t which has survived also displays a distant kinship 
with Lyly's work. Only the r e a l i s t i c s a t i r e which drew 
i t s i n s p i r a t i o n l argely from Jonson's comedies showed no 
awareness of Lyly's achievement i n the comic sphere. 
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CHAPTER V 

LYLY AND J0NS0N 

Ben Jonson was the most v e r s a t i l e of the dramatists 
who transformed the prevailing t r a d i t i o n of comedy 
towards the end of the sixteenth century, and paved 
the way f o r the playwrights who served the private theatres 
when they re-opened i n 1600. He formulated an essentially 
new kind of r e a l i s t i c s a t i r e based on the abnormal effects 
of an unbalance of humours on in d i v i d u a l behaviour. I n 
actual f a c t , Jonson's r e a l l y decisive break with previous 
dramatic modes did not occur u n t i l Se.ianus (1603) and 
Volpone (1606) therefore his six e a r l i e s t comedies, four 
of which possess d i s t i n c t a f f i n i t i e s with Lyly's stage­
c r a f t , may be regarded as experimental. 

According to Renaissance theory, one of the functions 
of comedy was to expose f o l l y and eradicate v i c e . ( l ) This 
had been the guiding-light of the Morality t r a d i t i o n , and 
the t r a n s i t i o n a l stage from t h i s to Jonson's s a t i r i c a l 
comedy of manners may be studied i n A Knack to Know a 
Knave and Three Lords and Three Ladies of London by 
Robert Wilson. Both wr i t e r s show a similar preoccupation 
with improving social morality through the castigation of 
fools and rogues. Jonson, however, made certain s t r u c t u r a l 

1. M. Doran, Endeavors of Art, V/isconsin, 1954, esp. Ch.4. 
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modifications, and replaced Wilson's crude verse 
with e f f i c i e n t prose dialogue. 

In the Induction to Every Man Out of His Humour 
Jonson explained his didactic intentions through the 
person of Asper: 

•Well, I w i l l scourge those apes; 
And to these courteous eyes oppose a mirrour, 
As large as i s the stage, whereon we act* 
V/here they shall see the times deformitie 
Anatomiz'd i n every nerve, and sinnew.'(l) 

I t would have been inappropriate f o r Lyly, as an 
entertainer of his betters, to set himself up as a moral 
censor; nevertheless, he sometimes lampooned ridiculous 
behaviour. In Endimion the absurd affectations of 
Sir Tophas are amusingly portrayed, and the Astronomer 
and Alchemist i n Gallathea are caricatured i n much the 
same way as Jonson's charlatans. The f o r c e f u l corrective 
s p i r i t of Diogenes informs Campaspe. and Midas contains 
a condemnation of arrogance and avarice. Therefore, 
although Lyly never employed a Jonsonian zeal i n his 
denunciation of social pests, he does, i n a small way, 
anticipate Jonson's brand of s a t i r e . 

The two playwrights possess almost nothing i n common 
regarding s t r u c t u r a l p r i n c i p l e s . Jonson invariably 

1. Jonson, Every Man Out of his Humour, ed. C.H. Herford 
and P. Simpson, i i i , Induction, 117-21. 
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provided a well integrated axis f o r episodes to turn 
on, and incorporated his d i f f e r e n t elements into a 
single r e a l i s t i c action; whereas, with the exception 
of Mother Bombies Lyly's plots are desultory, impeded 
by comic intrusions, and frequently mixed with matter 
derived from the t r a d i t i o n of courtly revels. 

Witty dialogue formed the main-spring of Lyly's 
comic machinery, and Jonson learned a great deal from 
him about the creation of the l i v e l y prose dialogue to 
which his "Humour" plays owe so much of t h e i r v i t a l i t y . 

Jonson placed a greater emphasis than Lyly upon 
character. The figures i n his early plays were often 
based on Plautine models or stock types from the old 
Mo r a l i t i e s , s k i l f u l l y moulded to resemble contemporary 
social types, and usually endowed with a humourous t r a i t . 
Lyly, however, was actually the f i r s t dramatist to 
employ the theory of humours as a method of characteriza­
t i o n . 

I n Euphues the word "humour" i s constantly applied 
to f o l l i e s , and characters i n the comedies who are 
intended to represent recognizable social types, such as 
Sir Tophas the pretentious cou r t i e r , are delineated by 
f i x i n g on an abnormal temperamental bent referred to as 
a "humour".(l) The most s t r i k i n g instance of t h i s occurs 

1. C.R. Baskervilli", English Elements i n o'onson's Early 
Comedy. Texas, 1911, pp.59-60. 
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i n The Woman i n the Moon, a comedy e n t i r e l y preoccupied 
with the strange moods of Pandora which originate i n a 
successive disequilibrium of humours. Under each planetary 
influence she behaves as one of jonson's humour types 
might do i f dominated by the same i n c l i n a t i o n . Reviewing 
her actions she declares: 

'Thou madst me sullen f i r s t , and thou Jove, proudj 
Thou bloody minded; he a Puritan: 
Thou Venus madst me love a l l that I saw, 
And Hermes to deceive a l l that I love; 
But Cynthia made me i d l e , mutable, 
F o r g e t f u l l , f o o l i s h , f i c k l e , f r a n t i c k e , madde; 
These be the humors that content me best, 
And therefore w i l l I stay with Cynthia.'U) 

In Midas the i n d i v i d u a l master-passion of each counsellor, 
war, avarice and love, i s repeatedly termed "humour". 
However, technically, the closest p a r a l l e l to tionson's 
method of comical s a t i r e , i s to be found i n the subsidiary 
action of Endimion. which Lyly contrived e x p l i c i t l y to 
r i d i c u l e Sir Tophas's humour of vanity. His opening 
speech introduces the theme of humours: 

' I brooke not thys i d l e humor of love, 
i t t i c k l e t h not my lyver.'(2) 

1. The Woman i n the Moon. V, i, 304-310. 
2. Endimion. I , i i i , 7-8. 
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a remark which indicates the d r i f t of the ensuing 
comic action. 

To recapitulate. Although donson announced that 
his i n t e n t i o n was to 'shun the p r i n t of any beaten 
path ' , ( l ) parts of his route had already been sketchily 
- mapped by Lyly. Indeed, Cynthia's Revels, his one 
s p e c i f i c a l l y courtly play, shows abundant evidence of 
a careful study of Sapho and Phao. G-allathea and Endimion. 
However, i t must be stressed that Lyly's comedies were 
pri m a r i l y entertainments, designed to 'move inward 
del i g h t ' , and usually confined to the sphere of courtship: 
they seldom display the i n t e l l e c t u a l and moral seriousness, 
or the realism which characterize jonson's work. 

The Case i s Altered (c. 1597), i s the only play 
known to have survived from the period before Jonson 
achieved fame with his "Humour" comedies. I t stands 
apart from the main-stream of his dramatic output and 
may be dealt with b r i e f l y . 

I n The Case i s Altered. Jonson combined two plots 
taken from CaPtivi and A l u l a r i a by Plautus.(2) The action 
includes a love story which turns upon mistaken i d e n t i t y 
and sudden recognition and contains a number of household 
servants•.-.who ; bear a family resemblance to Lyly's comic 

1. oonson, Cynthia's Revels, ed. herford and Simpson, 
i v , Prologue, 10. 

2. Herford and Simpson, op. c i t . . i , pp.307-10. 
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pages. The re s u l t i s a quazi-romantic cross between 
Roman and Elizabethan comedy, reminiscent of Lyly's 
Mother Bombie. Lyly was the leading comic dramatist 
of the previous decade, i t thus seems reasonable to 
i n f e r that t h e i r generic resemblance may be a t t r i b u t e d 
to the fact that Jonson was receptive to some of his 
ideas. 

Jonson's next play, Every Man i n his Humour, f i r s t 
acted i n 1598 at the Curtain, was an immediate success 
and heralded a new epoch i n comedy.(l) In his own words 
he wrote t o : 

'.... shew an Image of the times, 
And sport with humane f o l l i e s , not with crimes.'(2) 

I n t h i s play an i n t r i g u e p l o t serves as a frame-work f o r 
the presentation of "humour" characters; that i s , men 
whose moral and emotional nature lacks sanity. The 
various g u l l s , fops and social pests undergo a programme 
of e t h i c a l reform supervised by individuals of a 
'discreet and understanding judgement.' For example, 
Bobadill i s portrayed as a cowardly braggart, and Matheo 
subscribes to the f u t i l e ideals of fashionable society; 
each i s made to appear ri d i c u l o u s , i s humiliated, and 

1. Herford and Simpson, O P . c i t . . i , p.531. 
2. «ionson, Every Man i n his Humour, ed. Herford and 

Simpson, i i i , Prologue, 23-24. 



- 107 -

then f i r m l y reproved. This form of r e a l i s t i c s a t i r e 
on contemporary manners had occured sporadically i n 
previous drama, but donson effected a major break through. 

The subsidiary action of Endimion furnishes a 
s t r i k i n g p a r a l l e l to Jonson's comic method. Lyly's 
burlesque of Sir Tophas's courtly accomplishments has 
much i n common with Jonson's treatment of Bobadill. 
However, Lyly's comedies were on the whole too closely 
related to the f r i v o l o u s t r a d i t i o n of courtly revels f o r 
Jonson to use as a foundation f o r his vigorous crusade 
against the f o l l i e s of the time. I n Campaspe. Diogenes's 
tirades against corruption i n Athenian society,(1) show 
a kindred corrective s p i r i t , but Jonson's plo t machinery 
and s a t i r i c scope originate i n formal verse s a t i r e rather 
than amplify the light-hearted mockery of contemporary 
manners found i n e a r l i e r court drama. 

During the 1590's s a t i r i c a l verse became very popular, 
but an o f f i c i a l r e s t r a i n i n g order of 1599, banning the 
publication of sa t i r e s , i s thought to have i n h i b i t e d i t s 
expression.(2) I n Every Man Out of his Humour Jonson 
astutely evaded the i n h i b i t i o n by adapting the methods and 
function of formal s a t i r e f o r dramatic purposes.(3) 
Therefore, t h i s comedy, f i r s t performed at the Globe i n 1599, 
owed comparatively l i t t l e to the stimulus of e a r l i e r 
playwrights. 

1. Campaspe. IV, i , 24-53. 
2. O.J. Campbell, Comicall Satyre. San Marino, 1938* p . l -
3. I b i d . . p . l . 
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The play was designed as a g i g a n t i c s a t i r e on the 
f u t i l i t y o f fashionable s o c i a l i d e a l s . The a c t i o n 
c o n s i s t s o f a s e r i e s o f episodes which d i s p l a y the 
l u d i c r o u s behaviour, o f a group o f g u l l s , fops and s o c i a l 
pests. For example, f a s t i d i o u s B r i s k , who embodies the 
humour o f an ' a f f e c t i n g c o u r t i e r * , i s raked w i t h i n v e c t i v e , 
i n v o l v e d i n s i t u a t i o n s which expose h i s f o l l y and 
h u m i l i a t e h i s p r i d e , and i s f i n a l l y purged o f h i s s t u p i d 
obsessions. Fungoso i s portrayed as a shallow g u l l , 
i n t e n t on aping men o f fashion; Carlo Buffoon f l a u n t s 
an arrogant and s c u r r i l o u s humour; and Puntarvolo e x h i b i t s 
the q u a l i t i e s o f a v a i n - g l o r i o u s k n i g h t . Each i s r i d i c u l e d 
and compelled t o reform h i s ways. 

An episode i n Every Man Out o f h i s Humour sheds 
l i g h t on Jonson's a t t i t u d e t o L y l y . I t concerns S a v i o l i n a , 
described i n the p r e f a t o r y matter as 'a court lady w i t h 
a l i g h t w i t 1 . She corresponds t o the type o f v a i n and 
w i t t y maiden who abound i n Ly l y ' s comedies. L y l y was the 
f i r s t dramatist t o give prominence t o women, t h e r e f o r e i t 
i s h a r d l y s u r p r i s i n g t h a t Jonson looked t o him f o r a model. 
I n f a c t , Macilente observes: 'her j e s t s are o f the stampe, 
(March was f i f t e e n e yeres a g o . ) ' ( l ) which seems t o i n d i c a t e 
t h a t Jonson consciously connected her w i t h L y l y . Cynthia* s 
Revels, f i r s t performed at B l a c k f r i a r s i n 1600, i s a play 
o f exceptional i n t e r e s t since i t was obviously designed t o 
be presented at court. ̂ 2) L y l y ' s comedies were acknowledged 

1. Every Man Out o f h i s Humour. I l l , i x , 136-137. 
2. Herford and Simpson, o p ^ c i t . . i , p.393. 
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masterpieces i n the f i e l d o f c o u r t l y entertainment, 
t h e r e f o r e , although Cynthia's Revels represents 
another attempt t o construct a dramatic equivalent t o 
formal s a t i r e , Jonson purposely i n c o r p o r a t e d a number 
of L y l i a n elements i n t o h i s play; such as using the 
t r a d i t i o n a l mythological apparatus o f court comedy and 
choosing Cynthia's court as a s e t t i n g f o r a s a t i r i c a l 
study o f manners, h i s characters are grouped w i t h a 
formal symmetry comparable t o Lyly's p r a c t i c e , and the 
set o f f l i r t a t i o u s , proud and w i t t y court l a d i e s 
corresponds t o Ly l y ' s c o t e r i e s o f maidens. Not only was 
Cynthia's Revels intended f o r c h i l d a c t o r s , w r i t t e n i n 
prose, and int e r s p e r s e d w i t h songs, but i t may be 
regarded as a d i r e c t c o n t i n u a t i o n o f the L y l i a n t r a d i t i o n . 

I n common w i t h Endimion the a c t i o n takes place i n 
and around the court o f Cynthia; the f i g u r e o f Cynthia 
representing E l i z a b e t h as a paragon o f v i r t u e . She also 
appears at the end o f each play as a moral a r b i t e r . Both 
dramatists introduce t o p i c a l a l l u s i o n s i n t o t h e i r p l o t s ; 
i n Jonson's case, the passage d e s c r i b i n g the death o f 
Actaeonll) i s g e n e r a l l y taken t o be a rash reference t o 
the disgrace o f Essex.{2) Lyl y ' s v e i l e d a l l u s i o n s t o 
contemporary events have f r e q u e n t l y Deen discussed.13) 

1. Cynthia's Revels. V, x i , 14-21. 
2. E.K. Chambers, The Elizabethan Stage. i y 2 3 , i i i , P-364. 
3. J.W. Bennett, "Oxford and Endimion", P.M.L.A.. L V I I 

(1942), pp. 354.69. 
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The opening scene o f Cynthia's Revels, which i s 
set i n a grove w i t h a f o u n t a i n , and co n s i s t s o f a 
s p r i g h t l y dialogue between Cupid and Mercury, at once 
suggests the f a n c i f u l world o f L y l i a h comedy. I n f a c t , 
one o f Cupid's speeches v i r t u a l l y d u p l i c a t e s one 
d e l i v e r e d by h i s counterpart i n G a l l a t h e a . ( l ) uonson's 
v e r s i o n runs as f o l l o w s : 

Here doe I meane t o put o f f the t i t l e o f 
a god, and take the h a b i t e o f a page, i n 
which disguise ( d u r i n g the i n t e r i m o f 
these r e v e l l s ) I w i l l get t o f o l l o w some 
one o f Dianaes maides, where ( i f my bow 
hold, and my s h a f t s f l i e w i t h but h a l f e 
the w i l l i n g n e s s e and aime they are d i r e c t e d ) 
I doubt not, but I s h a l l r e a l l y redeeme 
the minutes I have l o s t , by t h e i r so long 
and over-nice p r o s c r i p t i o n o f mv d e i t i e . 
from t h e i r court.(2) 

A good example o f the way i n which oonson expanded 
s i t u a t i o n s derived from Lyly's comedies i s supplied i n 
the episode where Amprphus i n s t r u c t s Asotus ' i n the noble 
and s u b t i l e science o f co u r t s h i p . ' ( 3 ) This scene resemble 
the one i n Sapho and Phao. where C r i t i c u s gives Molus 
t u i t i o n i n court e t i q u e t t e , ( 4 ) but i t i s handled w i t h 
greater assurance, and the s a t i r e i s more damaging. 

!• Gallathea, I I , ' i i , 1-15. 
2. Cynthia's Revels. I , i , 105-112. 
3. Cynthia's Revels. I I , i . 
4. Sapho and Phao. I I , i i i . 
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I n h i s p o r t r a y a l o f court society Jonson placed 
a g r e a t e r stress on r e a l i s t i c s a t i r e than L y l y had 
done. At the court o f Cynthia l i v e f o u r f o o l i s h 
g a l l a n t s and f o u r conceited l a d i e s . The men represent 
various defects o f character: Hedon (voluptuousness); 
Anaides (impudence); Amorphus ( s e l f - l o v e ) and Asotus 
( p r o d i g a l i t y ) . The l a d i e s , who are governed by Moria, 
Lady P o l l y , embody avarice, s e l t - l o v e , l i g h t n e s s , and 
l a u g h t e r . Through s i t u a t i o n s c o n t r i v e d by Cupid and 
Morus, these i n d i v i d u a l s are forced i n t o amusing 
di s p l a y s o f t h e i r inane s o c i a l refinements, and then 
anatomized and bombarded w i t h s c o r n f u l comments by 
the scholar Crifces. 

The c o t e r i e o f l a d i e s correspond t o the groups 
of women who represent f a l s e i d e a l s o f c o u r t l y conduct 
i n L y l y ' s comedies. For example, i n Bndimion, T e l l u s 
i s oversensual, Semele s p i t e f u l and i n s o l e n t , and 
S c i n t i l l a and P a v i l l a sharp-tongued and given t o 
b i c k e r i n g . The p o r t r a y a l o f the counsellors i n Midas 
(each being endowed w i t h a master passion, or "humour,") 
i s r e l a t e d t o Jonson's method o f c h a r a c t e r i z i n g h i s 
s t u p i d g a l l a n t s . His pages, Cupid and Morus, are 
b a s i c a l l y r e p e t i t i o n s o f Epiton, Dares and Samias i n 
Endimion. Therefore, although Cynthia's Revels possesses 
the added refinement o f a masque, i n which Cynthia's 
o f f e n d i n g subjects betray t h e i r f o l l i e s , the a c t i o n and 
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c h a r a c t e r i z a t i o n show a f f i n i t i e s w i t h L y l y ' s court 
comedy. The s a t i r i c a l scope i s broader and more 
v i g o r o u s l y sustained than anything i n L y l i a n comedy, 
nevertheless, i t represents an extension o f Lyly's 
subject matter, method o f c o n s t r u c t i o n atid comic 
technique. 

The Poetaster was w r i t t e n i n 1601 and performed 
the same year by the Children o f the Queen's Chapel. 
I t i s the l a s t comedy o f Jonson's formative p e r i o d , 
and, although i t grew out o f the background o f b i c k e r i n g 
known today as the stage q u a r r e l , ( l ) i t i l l u s t r a t e s 
r a t h e r w e l l the basic d i f f e r e n c e s between h i s comical-
s a t i r e and L y l y ' s court comedy. 

Jonson's mission as a dramatist was t o combine 
amusement w i t h the censure o f s o c i a l i m b e c i l i t y . L y l y , 
on the other hand, designed h i s comedies as l i g h t enter­
tainment on the l i n e s o f a court-show. He sought t o 
d e l i g h t h i s audience w i t h High Comedy and w i t , r a t h e r 
than reprove or improve them. However, he sometimes 
incorporated s a t i r i c a l elements i n t o h i s predominately 
f a n c i f u l a c t i o n s ; the sub-plot of Endimion. i n p a r t i c u l a r , 
foreshadows Jonson's concern w i t h the r i d i c u l e o f absurd 
manners. 

By 1601 the L y l i a n school o f comedy was r a p i d l y 

1. Herford and Simpson, O P . c i t . . i , pp. 416-41. 
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d e c l i n i n g as an a c t i v e f o r c e i n drama; the «>onsonian 
formula, based on i n t r i g u e and s a t i r e , was everywhere 
i n t he ascendant. However, r e a l i s t i c s a t i r e may be 
discerned emerging i n Lyly's plays, and conversely, 
t/onson's e a r l y work e x h i b i t s something o f Lyly's comic 
methods. The case o f Cynthia's Revels r e i n f o r c e s the 
argument, developed elsewhere, t h a t Lyly continued t o 
hold sway i n the narrow f i e l d o f a r i s t o c r a t i c e n t e r t a i n ­
ment l o n g a f t e r he had ceased t o exercise a s i g n i f i c a n t 
i n f l u e n c e on the r e p e r t o i r e o f the p u b l i c playhouses. 
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CHAPTER VI 

LTLY AJMD SHAKESPEARE 

Shakespeare's development as a comic dramatist 
may, perhaps, best be understood as a continuous 
process o f experimentation; f i r s t l y w i t h r e l a t i v e l y 
simple l i t e r a r y forms, such as Pl a u t i n e comedy, the 
L y l i a n entertainment, the I t a l i a n romance and n a t i v e 
f a r c e ; and then, w i t h i n c r e a s i n g s k i l l , he blended 
the various kinds u n t i l he produced the marvellous 
synthesis o f t r a d i t i o n s which we recognize as 
"Shakespearian". 

Shakespeare's a r r i v a l i n London probably coincided 
w i t h a re-awakening o f i n t e r e s t i n Lyly's comedies 
caused by the p u b l i c a t i o n o f the f i r s t Quartos o f 
G-allathea. Endimion and Midas, and the reissue o f 
Campaspe arid Sapho and Phao i n 1591 and 1592. The 
dedications o f Venus and Adonis (1593) and Lucrece 
(1594), suggest, f i r s t l y , t h a t Shakespeare was under 
Lyly' s s p e l l , and secondly t h a t he had connections w i t h 
a man of rank. The l a t t e r supposition i s strengthened 
by the f a c t t h a t C hettle backed h i s apology f o r having 
published Greene's att a c k on him i n A Groats-worth o f 
Wit w i t h a reference t o the high esteem i n which 
Shakespeare was held by 'divers o f worship 1 who admired 



- 115 -

both h i s character and h i s 'f a c e t i o u s grace i n 
w r i t i n g ' . ( l ) I t i s i n t e r e s t i n g t o note t h a t when 
Edward Blount r e p r i n t e d s i x o f Lyly's comedies i n 
1632 he used the term 'Facetiously-Quicke'(2) t o 
describe t h e i r s t y l e . 

I t i s h i g h l y probable t h a t several o f Shakespeare's 
comedies were o r i g i n a l l y intended f o r the k i n d o f 
a r i s t o c r a t i c audiences t h a t L y l y had en t e r t a i n e d . 
Plays such as Love's Labour's Lost. A Midsummer Night's 
Dream and The Merry Wives o f Windsor c l e a r l y show t h a t 
Lyly's High Comedy proved t o be a c o n s t r u c t i v e f o r c e 
i n shaping Shakespeare's comedies. However, they 
d i f f e r e d i n c e r t a i n respects from Lyly's plays; f o r 
example, Shakespeare abandoned the convention o f u s i n g 
mythological characters and, except f o r a s i n g l e passage 
i n A Midsummer Night's Dream, he also severed the 
connection w i t h court f l a t t e r y . But he continued t o 
dabble w i t h t o p i c a l a l l u s i o n s , and above a l l , by making 
love and co u r t s h i p h i s main theme, he perpetuated the 
L y l i a n t r a d i t i o n . Shakespeare's superior command o f 
language and powers o f r e a l i z i n g character immeasurably 
enriched Lyly's comic mode, but the younger dramatist 
f r e q u e n t l y adopted the same s t r u c t u r a l p a t t e r n which 

1. This p o i n t i s made by J.D. Wilson, The Es s e n t i a l 
Shakespeare. Cambridge, 1933, pp. 48-9. 

2. Quoted Bond, o p . c i t . . i i i . p . l 
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could blend romantic c o u r t s h i p , w i t t y dialogue and 
low-comedy scenes. 

The n o t i o n o f the "antique" seems to have 
exercised a s p e c i a l charm over Shakespeare. I t 
pervades h i s sonnets and appears t o have a f f e c t e d h i s 
prose s t y l e . His comic prose i s a l l i e d t o the semi-
Euphuistic Elizabethan t r a d i t i o n favoured by L y l y . I t 
i s a s t y l e where language i s woven i n t o decorative 
p a t t e r n s and embroidered w i t h quaint ornamental images 
t o create a h a l f - p o e t i c e f f e c t very d i f f e r e n t from 
Jonson's r e a l i s t i c prose. I n h i s comedies Shakespeare 
g e n e r a l l y employed t h i s a r t i f i c i a l mannered prose 
derived from the o l d e r comedy o f the c o u r t . ( l ) He 
g r a d u a l l y developed a more n a t u r a l i s t i c expression, 
but he i s v i r t u a l l y alone among h i s contemporaries i n 
c l i n g i n g t o L y l i a n devices o f r h e t o r i c , w i t and repartee. 
This embellished s t y l e i s most apparent i n Love's Labour's 
Lost, but, enhanced by a greater richness o f t e x t u r e , 
i t s t i l l p e r s i s t s i n As You Like I t . the w i t combats 
o f Much Ado, and even occurs i n The Winter's Tale. (2) 

Another fundamental c o n t r i b u t i o n t o Shakespearian 
comedy was Lyly's w e l l developed sense of design, i n 
p a r t i c u l a r h i s method o f r e l a t i n g s u b s i d i a r y a c t i o n s t o 

1. See L. B o r i n s k i , "Shakespeare's Comic Prose", Sh.S.. 
V I I I (1955), pp. 57-68. 

2. The Winter's Tale. I , i . 
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the main p l o t by means o f balancing groups o f characters. 
I n matters o f p l o t Shakespeare's c h i e f models were 
L a t i n Comedy and L y l y , normally used independently, but 
u n i t e d w i t h consummate a r t i s t r y i n T w e l f t h Night. 

L y l y was probably the f i r s t English p l a y w r i g h t t o 
make Love h i s main theme, and Shakespeare i s d i r e c t l y 
indebted t o h i s comedies f o r a method o f dramatizing a 
current controversy over the nature o f romantic love. 

L y l y ' s c h a r a c t e r i s t i c love-game comedy was founded 
on a c o n f l i c t o f a t t i t u d e s ; h i s men i n Love's Metamorphoses 
and The V/oman i n the Moon, woo. t h e i r l a d i e s according t o 
the code prescribed by genteel t r a d i t i o n , but the women 
are s c o r n f u l o f t h e i r l o v e r ' s attempts t o enact the t r a d i ­
t i o n a l r i t u a l o f c o u r t s h i p . When the couples meet t h i s 
antagonism leads t o w i t t y v e r b a l exchanges. L y l y normally 
r e c o n c i l e d h i s w a r r i n g l o v e r s through a compromise 
enforced by d i v i n e sanction. The characters are not used 
to dramatize a s t o r y , but t o d i s p l a y the comic p o s s i b i l i t i e s 
o f f r i c t i o n between the i d e a l world o f romance and normal 
human experience. This s o r t o f i n t e r p l a y formsthe basis 
o f Shakespeare's comedies oJf c o u r t s h i p , ( l ) I n Love's 
Labour's Lost the l a d i e s r i d i c u l e the l o r d s f o r t h e i r amorous 
po s t u r i n g ; .Benedick and Beatrice laugh at c o u r t l y l o v e , 
and Rosalind mocks Orlando when he expresses the 
t r a d i t i o n a l wish t o die f o r love. 

1. An important discussions of Shakespeare's debt t o 
L y l y occur i n D.L. Stevenson, The Love Game Comedy, 
New York, 1946, Ch's. x i and x i i and G.K. Hunter, 
John Ly l y . 1962, Ch. v i . 
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Lyly's comedies i n e v i t a b l y appear somewhat a r i d 
beside Shakespeare's l i v e l y a c t ions, b r i s k w i t t y 
dialogues, and animated characters. Shakespeare 
undoubtedly handled love-game comedy w i t h more s u b t l e t y 
and i n s i g h t i n t o l o v e r ' s problems; h i s work i s informed 
w i t h a stronger imagination and enriched by the constant 
i n t e r p l a y o f appearance and r e a l i t y ; y e t , h i s young men 
continue t o seek the i d e a l s o f romance i n the r e a l world 
and have t h e i r behaviour mocked by s c e p t i c a l maidens. 
Prom L y l y , too, he learned the value o f i n t r o d u c i n g 
songs t o impart mood. I t i s unwise t o claim too much 
c r e d i t f o r L y l y , nevertheless, i t i s i n d i s p u t a b l e t h a t 
he supplied the groundwork f o r several o f Shakespeare's 
comedies. 

L y l i a n s t r a i n s tend t o d i e away as Shakespeare 
moved from a r t i f i c i a l i t y t o naturalism. However, h i s 
schooling i n L y l i a n court comedy was such t h a t a l l h i s 
comedies ( w i t h the exception o f The Taming o f the Shrew), 
betray c l e a r signs o f L y l i a n i n f l u e n c e . N a t u r a l l y , the 
romances o f Robert Greene, I t a l i a n comedies and other 
t r a d i t i o n s , also played a p a r t i n determining the form 
of h i s plays. 

The Comedy o f Errors i s known t o have been performed 
at the Christmas Feast at Gray's Inn i n 1594 and i t has 
been argued t h a t i t may have been s p e c i a l l y w r i t t e n f o r 
t h i s o c c a s i o n . ( l ) At any r a t e i t belongs i n s p i r i t t o 

1. S. Thomas, "The Date o f The Comedy o f E r r o r s . " Sh.Q.. 
V I I (1956), pp. 375-84. " 
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the p r i v a t e t h e a t r i c a l s o f the previous generation and, 
since t h e Paul's boys acted a play c a l l e d The H i s t o r y 
o f E r r o r i n 1577 and seem t o have revived i t i n 1583,(1) 
there are grounds f o r regarding Shakespeare's comedy as 
a c o n t i n u a t i o n o f t h i s t r a d i t i o n . 

I t shares a s i m i l a r frame-work and system o f comedy 
w i t h L y l y ' s Mother Bombie. composed c.1590. I n both the . 
a c t i o n s h i f t s between several houses i n an open square 
or s t r e e t ; each contains comic servants who are sent on 
errands and then sought by t h e i r masters; and the p l o t s 
are based on mistaken i d e n t i t i e s , inopportune coincidences 
and culminate w i t h the r e s t o r a t i o n o f l o n g - l o s t c h i l d r e n . 
Shakespeare's play i s derived mainly from Plautus's 
Menaechmi;(2) the act s t r u c t u r e , characters, and comic 
system o f Mother Bombie are s i m i l a r l y indebted t o Roman 
comedy. Both plays t y p i f y the i n f l u e n c e s which came i n t o 
English from L a t i n comedy through the combination o f 
c l a s s i c a l elements w i t h a romantic theme. The Comedy o f 
E r r o r s i s coloured w i t h an u n c l a s s i c a l streak by the 
romantic s t o r y o f Luciana and Antipholus o.f Syracuse and 
the pathos which surrounds the f i g u r e o f Aegeon.(3) I t 
i s a more s k i l f u l l y c o n t r i v e d play than Mother Bombie and 

1. E.K. Chambers, The Elizabethan Stage. 1923» i v . p.151 
and p.159. 

2. T.W. Baldwin, William Shaksper's Five-Act S t r u c t u r e . 
Urbana, 1947, pp.665-90. 

3. H.B. Charlton, "Romanticism i n Shakespearian Comedy", 
Shakespeare C r i t i c i s m 1919-1935. ed. A R i d l e r , 1936, 
pp. 243-44. 
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much f u n n i e r , yet i t belongs t o the same "moment" 
i n the e v o l u t i o n o f Elizabethan drama. Although few 
exact p a r a l l e l s w i t h Mother Bombie e x i s t , the name 
Dromio suggests t h a t Shakespeare knew Lyly' s play. 

On only two other, occasions - i n The Merry Wives 
o f Windsor and Twelfth flight - d i d Shakespeare evolve 
a p l o t under the i n f l u e n c e o f Roman comedy, and the 
balance o f p r o b a b i l i t y suggests t h a t both were intended 
f o r court performance. These c o u r t l y a f f i l i a t i o n s make 
these plays o f p a r t i c u l a r i n t e r e s t since there i s 
evidence t h a t Shakespeare remembered L y l y ' s o l d comedies. 

The Merry Wives o f Windsor i s p a r t l y based on 
Terence's Eunuchus; P a l s t a f f , f o r instance, i s portrayed 
as a lecherous o l d braggart i n the t r a d i t i o n o f Thraso, 
but most o f the L a t i n f e a t u r e s are submerged i n the 
wholly English s e t t i n g o f a small p r o v i n c i a l t o w n . l l ) 
The atmosphere o f b u s t l e and a c t i v i t y r e l a t e s i t t o 
na t i v e precursors such as The Two Angry Women o f Abingdon 
and the s t o r y o f Anne Page together w i t h the scene i n 
Windsor Great Park are e n t i r e l y Shakespeare's own 
i n v e n t i o n . 

I t i s g e n e r a l l y accepted t h a t , as recorded by Dennis 
The Merry Wives o f Windsor was w r i t t e n i n haste at the 

1. Baldwin, o p . c i t . . pp. 555-59. 
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b i d d i n g o f Queen E l i z a b e t h , who desired to see P a l s t a f f 
i n l o v e . ( l ) A reference t o the Order o f the Garter 
suggests t h a t i t may have been w r i t t e n f o r the Garter 
Feast i n 1597.(2) 

I t i s i n t e r e s t i n g t h a t the character o f Dr. Caius 
r e c a l l s Lyly's s a t i r i c a l treatment o f S i r Tophas, he 
may also have been meant t o lampoon some person connected 
w i t h the court. However, i t i s i n the t o p i c a l i n g r e d i e n t s , 
crowded mainly i n t o the f i n a l act, t h a t the l i n k w i t h 
L y l y i s most apparent.(3) 

Shakespeare wrote two versions o f the b r i e f masque 
i n the l a s t scene, one v e r s i o n appeared i n the 1602 Quarto, 
and the other i n the F i r s t F o l i o : i n language and charac­
t e r i z a t i o n they are q u i t e d i f f e r e n t . I n the F o l i o v e r s i o n 
the verse i s ornate, c o u r t l y , and s t i l t e d w i t h formal 
conceited language e n t i r e l y favourable t o f l a t t e r y and 
the a r t o f the boy actor. The Quarto v e r s i o n l a c k s t h i s 
s o p h i s t i c a t i o n , i t i s g e n i a l , s a t i r i c a l and r a t h e r vulgar, 
l a c k i n g the others charm and refinement o f expression. 
I t s rowdjness s u i t s the f a r c e o f the preceding a c t i o n . 

1. Shakespeare, Works, ed. C.7. Sisson, 1953, p.55. 
2. I b i d . . p.55. 
3. The f o l l o w i n g discussion o f The Merry Wives i s derived 

i n p a r t from two a r t i c l e s : o.ti. Long, "Another Masque 
f o r The Merry Wives o f Windsor." Sh.Q.., I l l (1952) 
PP« 39-43; and W.u. Lawrence, "Thomas Ravenscroft's 
T h e a t r i c a l Associations.'I M.L.R. . XIX (1924), pp.418-23. 
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Shakespeare added t o i t s burlesque q u a l i t i e s by gl a n c i n g 
at several plays p r e v i o u s l y performed at c o u r t , namely 
Endimion. Love's Metamorphosis and Mother Bombie. 

Endimion contains the episode o f Corsites' punishment 
f o r lechery, i n d i c a t e d by the stage d i r e c t i o n 'The Payries 
daunce, and w i t h a song pinch him,' at which he c r i e s : 
•The Gods blesse mee from love & these p r e t t i e Ladies 
t h a t haunt t h i s g r e e n e ! ( l ) which were, no doubt, almost 
e x a c t l y P a l s t a f f ' s sentiments when he found h i m s e l f i n the 
same s i t u a t i o n . The Hackneyman, Scrivener and Sergeant i n 
Mother Bombie c l o s e l y resemble the Hackneyman, Sergeant and 
Broker mentioned i n the Quarto masque, and, f i n a l l y , the 
reference t o Pal-staff as a 'metamorphosed youth' was 
conceivably intended t o a l l u s e t o the r e c e n t l y r evived Love' 
Metamorphosis ( i n which the nymphs would have been acted 
by boys). I f , as i s sometimes suggested, the Children 
o f Windsor Chapel, who had already acted L y l y ' s comedies, 
p a r t i c i p a t e d as f a i r i e s the a l l u s i o n s would c a r r y added 
p o i n t . ( 2 ) 

When The Merry Wives o f Windsor was performed before 
uames I at Windsor i n 1604 Shakespeare probably rewrote 
the masque - a t r a d i t i o n a l v e h i c l e f o r f l a t t e r y - and 
worked i n the L y l i a n a l l u s i o n s and the compliment t o the 
Prince o f Wales, Lennox and others, who had been i n s t a l l e d 
as Knights o f the Garter s i x months e a r l i e r . 

1. Endimion. IV, i i i , 28 and 131-132. 
2. Long, o p c i t . . pp.41-2. 
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Anne Page's elegant speech about the Garter 
ceremony and F a l s t a f f ' s eloquent use o f c l a s s i c a l 
a l l u s i o n s i n e v i t a b l y r e c a l l the polished language o f 
L y l y ' s comedies: 

Remember, oove, thou wast a b u l l f o r thy... 
Europa; love set on t h y horns. 0 powerful love' 
t h a t , i n some respects, makes a beast a." man, 
i n some other, a man a beast. You were also, 
J u p i t e r , a swan f o r the love o f Leda. 0 omnipotent 
Love! how near the god drew t o the complexion o f 
a goose! A f a u l t done f i r s t i n the form o f a beast. 
0 oove, a b e a s t l y f a u l t ! And then another f a u l t 
i n the semblance o f a f o w l ; t h i n k on'.t, «iove; a 
f o u l f a u l t ! ( l ) 

I t i s c l e a r t h a t , l i k e jonson i n Cynthia's Revels, and 
Percy i n The Forest o f Elves. Shakespeare took a close 
look at Lyly's masterpieces before he ventured to 
e n t e r t a i n h i s sovereign. 

Once Lyly had formulated a type o f comedy acceptable 
to h i s audience he had been content t o play v a r i a t i o n s 
on t h a t theme f o r the remainder o f h i s career as a 
dra m a t i s t . Shakespeare was more v e r s a t i l e and soon a f t e r 
h i s a r r i v a l i n London, c. 1590-92, s t a r t e d to experiment 

1. The Merry Wives of Windsor. V, v, 3-12. (The Globe 
E d i t i o n o f Shakespeare's Works, ed. W.G. Clarke and 
W.A. Wright, 1924, has been used f o r quotations 
throughout t h i s t h e s i s . ) 
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with most of the current formulae. The Comedy of E r r o r s . 
The Taming of the Shrew. The Two Gentlemen of Verona and 
Love's Labour's Lost represent four bas ic modes of 
El izabethan comedy: Roman, f a r c i c a l , romantic, and 
L y l i a n , respect ive ly . He mixed some of a l l i n each, 
for example, The Taming of the Shrew combines the native 
t r a d i t i o n of the f a r c i c a l interlude with a romantic neo-
I t a l i a n in tr igue , based on Gascoigne's t r a n s l a t i o n of 
Ar ios to ' s I S u p p o s i t i . ( l j I n The Shrew Shakespeare worked 
within a t r a d i t i o n of boisterous farce e n t i r e l y remote 
from the realm of L y l y ' s court comedies. 

The Two Gentlemen of Verona, ( c . 1592), i s a sentimental 
romantic intr igue worked out under the pervasive inf luence 
of Ly ly*s comedies. The usual assumption that the source 
of Shakespeare's plot i s to be found i n the t a l e of F e l i x 
and Felismena i n Montemayor's pastoral novel Diana 
presents d i f f i c u l t i e s regarding the a c c e s s i b i l i t y of an 
Engl i sh text . I t seems at l eas t equally l i k e l y that the 
l o s t play F e l i x and Philiemena. acted before El i zabeth 
during the 1584-5 season, contained the version of the 
story known to Shakespeare.(2) The Two Gentlemen also 
resembles contemporary I t a l i a n comedies such as Pasqualigo's 
I I Fedele. which was trans lated by Wunday i n 1584 and 
acted at court under the t i t l e The Two I t a l i a n Gentlemen. 

1. Sisson, o p . c i t . . p.291. 
2- I b i d . . p728. 
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These a f f i l i a t i o n s suggest that Shakespeare's play-
i s i n some way re la ted to the courtly t r a d i t i o n of 
the 1580's. Further , the play repeats the theme 
dramatized i n Endimion and debated i n Buphues - the 
r e l a t i v e value of love and fr iendship . However, the 
resemblance between The Two Gentlemen and L y l i a n 
comedy i s rather one of t echnica l d e t a i l than substance 
and design. 

The intermezzi of Speed and Launce seem to be 
modelled on L i c i o and Petulus i n Midas; for example, 
Speed's catalogue of h i s mi s t re s s ' s v i r t u e s ( l ) i s 
re lated to a conversation i n Midas (V, i i , 22-46). The 
use of low-comedy to guy romantic sentiment was also 
fore-shadowed by L y l y . Speed, l i k e Epiton, p e r s i s t e n t l y 
r i d i c u l e s h i s master's love- lorn in fa tuat ion , and Launce's 
descr ipt ion of h i s farewel l to h i s family(2) burlesques . 
Proteus's farewel l to J u l i a j u s t witnessed by the audience. 

As well as the use of low-comedy to parody events 
in the main plot the badinage, quips, and log ic chopping 
of the servants may also have been copied from scenes 
between L y l y ' s pages(3) . Certain scenes r e c a l l s p e c i f i c 
passages i n L y l y ' s work: Valent ine 's advice to the Duke 
of Milan on how to woo,(4) i s taken from the scene i n 

1. The Two Gentlemen. I l l , i , 300-395. 
2. I b i d . . I I , i i i , 1-36. 
3 . Compare Midas. I , i i and Endimion. I l l , i i i with 

The Two Gentlemen. I I , v .~ 
4. The Two Gentlemen. I l l , i , 89-105 . 



- 126 -

Sapho and Phao where S y b i l l a i n s t r u c t s Phao i n the 
ar t s of courtship: 

. . . . be d i l i g e n t : for that womenne des ire 
nothing more then to have t h e i r servants 
o f f i c i o u s . . . . P l a t t e r , I meane l i e ; l i t l e 
things catch l i g h t mindes , . . . Be prodigal l 
i n prayses and promise s . . . . Chuse such times 
to break thy su i t e , as thy Lady i s pleasant. 
. . . . Write, and p e r s i s t iri w r i t i n g ; . . . In 
conceite studie to be ple^saunt, i n a t t i r e 
b r a v e . . . . Can you sing, shew your cunning; 
can you daunce use your l e g g e s . . . . I f she 
seeme at the f i r s t c r u e l l , be not discouraged. 
I t e l l the a straung th ing , womenne 
s t r i v e , because they would be overcome:. . . . 
But be not pinned alwaies on her s leeves , 
straungers have greene rushes, when d a i l y 
guests are not worth a r u s h e . . . Beleeve me 
great g i f t s are l i t t l e Gods . ( l ) 

Shakespeare constantly employed the s t y l e of witty and 
ref ined dialogue which Ly ly had invented to delight 
courtly audiences. 

However, Shakespeare's dramatic character izat ion , 
in p a r t i c u l a r of J u l i a , shows advances on L y l y ' s 
por tra i ture , and h i s handling of comic incident i s more 
assured and sustained. There i s what H a z l i t t termed 
a "high poetic s p i r i t ' which L y l y never aspired to, and 
the c o n f l i c t between love and f r i e n s h i p , and between 
the idea l s of romance and the f a c t s of r e a l i t y , i s more 

I . Sapho and Phao. I I , i v , 58-107. 
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subtly presented. Nevertheless, the play confirms 
the impression that although Shakespeare was concerned 
with an I t a l i a n a t e form of comedy never attempted by 
L y l y , he was considerably influenced by the l a t t e r s 1 

comic technique. 

There are cogent reasons for be l iev ing that Love's 
Labour's Lost and A Midsummer Night's Dream were 
o r i g i n a l l y intended for a r i s t o c r a t i c audiences. The 
source hunter has l i t t l e to o f f er for these two plays , 

(s ince Shakespeare invented the plots himself and 
elaborated them a f t e r the manner of L y l y ' s comedies. 
Shakespeare was never dominated by a s ingle t r a d i t i o n , 
but Love's Labour's Lost and A Midsummer Night's Dream 
are best understood as d i rec t descendants of L y l y ' s 
courtly entertainments. 

Love's Labour's Lost r e f l e c t s some d e f i n i t e h i s t o r i c a l 
events which took place at the court of Henry of Navarre 
at Nerac i n 1578 , ( l ) i t also contains an unusual number 
of t o p i c a l a l l u s i o n s , wel l summarized i n the introduction 
to the Arden edi t ion of t h i s p lay . (2 ) I t i s highly 
probable that Lyly intended Sapho and Phao. Endimion and 
Midas to shadow recent p o l i t i c a l episodes connected with 
the inner court c i r c l e . Shakespeare's play may even have 

1. Love's Labour's Lost , ed. R. David, 1951, p p . x x v i i -
x x v i i i . 

2» I b i d . . pp. x x x v i i - 1 . 
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been wri t ten to grace one of E l i z a b e t h ' s Progresses. 
A.K. Gray has argued(l) that i t was performed at 
T i c h f i e l d i n 1591 when the E a r l of Southampton entertained 
the Queen, and i t i s i n t e r e s t i n g to note that on the 
same Progress she witnessed b r i e f entertainments by 
Lyly at Cowdray and Elvetham. Gray^ also suggests that 
i t was o r i g i n a l l y designed to be acted by ch i ldren , 
s ince i t contains s i x parts for boy actors . Unt i l 
weightier evidence i s discovered i t i s impossible to 
prove that Love's Labour's Lost i s a court comedy, but 
a study of the substance and structure of the play 
confirms the external evidence of a courtly provenance. 

Shakespeare apparently modelled Love 1 s Labour's Lost 
on Endimion and Gal lathea. although there i s no need to 
assume with T.W. Baldwin that he was present at court 
performances of these two comedies, s ince both were i n 
pr int by 1591(2). The re la t ionship of Armado and Moth 
dupl icates that of S i r Tophas and Epiton i n Endimion. 
and both plays feature a sub-plot which e x i s t s as a 
pendant parody of the main act ion . Shakespeare borrowed 
the mechanics of the sequence of overheard confessions 
of broken vows from GralJ.ath.ea.(5) and surrounded i t with 
s t a t i c scenes of wit s i m i l a r to those i n Love's Metamorphosis. 

1. A.K. Gray, "The Secret of Love's Labour's L o s t . " 
P . M . L . A . . XXXIX (1924), pp. 581-612. 

2. Baldwin, o p . c i t . , p.790. 
3. GallatheaT I I I , i . 

http://GralJ.ath.ea
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Shakespeare enlarged the sub-plot by the addition 
of Holofernes, S i r Nathaniel, Costard and Dul l ; and, 
towards the end, where L y l y 1 s minor actions usua l ly 
peter out, he gathered a l l the characters together 
i n the Pageant of the Wine Worthies. The f i n a l songs 
bring the action to a c lose , being used thematical ly 
i n contrast to L y l y ' s mainly "decorative" use of song. 

The c a r e f u l l y balanced groups of characters and 
the formal pattern of the act ion where plot i s v i r t u a l l y 
non-existent resembles L y l y ' s mature comic method i n 
Love's metamorphosis. Both plays are set i n woodland 
and t h e i r essence res ides i n the grace and charm of 
dialogue, v i s u a l appeal, and the witty ana lys i s of love. 

Love's Labour's Lost dramatizes a debate between 
the r i v a l merits of Love and Learning: when t h i s has 
been resolved i n the f i r s t two ac t s , the in teres t s h i f t s 
to L y l y ' s sphere - the contradict ions between the require­
ments of conventional romantic courtship and the authentic 
sentiments of love. Shakespeare c r i t i c i z e s ornate 
language used by courtly lovers as wel l as t h e i r absurd 
posturings. This theme i s developed with greater s k i l l 
than L y l y commanded, and the in teract ion of the couples 
i s more subtly amusing, but the s p i r i t and comic scheme 
are i d e n t i c a l to Love's Metamorphosis where the sharp 
wit of the nymphs serves to d i s c i p l i n e the exaggerated 
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ardour of the f o r e s t e r s . However, at the point in 
Act I V , where the Lords forswear r i t u a l courtesy, 
Lyly would have introduced a Goddess to compel the 
l a d i e s to accept t h e i r lovers; Shakespeare, on the 
other hand, reconc i les t h e i r antagonism through a 
genuine i n t e l l e c t u a l development from an adolescent 
to a mature understanding of love. 

I n L y l y ' s comedies witty dialogue i s emphasised 
more than character or p lot . Guided by h i s example, 
Shakespeare also concentrated on the c u l t i v a t i o n of 
an elegant, e laborately embroidered prose such, as 
fashionable El izabethan audiences delighted i n . He 
only rare ly used euphuism, but the smart repartee, 
learned puns and verbal ingenuity of h i s dialogue, 
and the f a n c i f u l imagery of the longer speeches continues 
the s t y l e of the e a r l i e r dramatist . The d i s t i n c t i v e 
texture of t h i s s t y l e i s wel l described by Berowne 
when he forswears: 

Taf fe ta phrases, s i l k e n terms prec i se , 
Three-piled hyperboles, spruce a f f ec ta t ion , 
Figures p e d a n t i c a l . . . . ( l ) 

Allowing for the fact that Shakespeare's lovers are 
more human and l i v e l y , t h e i r ' se t s of wit ' l e s s a r t i f i c i a l , 
and h i s action proceeds with more ease and naturalness , 

1. Love's Labour's Lost . V, i i , 406-408. 
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both dramatists' p icture of a r i s t o c r a t i c society i s 
b a s i c a l l y s i m i l a r . There i s , however, l e s s resemblance 
between the f igures in the sub-plots . The group i n 
Love's Labour's Lost derives from the stock types of 
the Commedia d e l l ' a r t e , (as the a l t ernat ive names i n 
the F i r s t Quarto suggest) rather than from native 
comedy, although t h e i r speech s t i l l tends to be L y l i a n . 
Armado, l i k e S i r Tophas, i s used to s a t i r i z e a contem­
porary soc ia l type - the af fected court i er , although 
i t i s unwise to ascr ibe him to a s ingle s o u r c e . ( l ) 
The pages Moth and Costard, indeed, r e c a l l L y l i a n proto­
types, but the eccentr ic Holofernes and S i r Nathaniel 
d isplay comic p o s s i b i l i t i e s unexplored by L y l y . 

To sum up: Shakespeare's material and comic method 
i s s t r i k i n g l y close to L y l y ' s . The o v e r a l l design, tne 
t i s s u e of the dialogue, and the themes are more complex 
and r i c h e r (as revealed, for instance, i n B. Roesen's 
s ens i t i ve study of the p l a y ) , (2) yet , allowing for L y l y ' 
i n f e r i o r g i f t s , one could scarce ly wish for a more 
convincing proof of the shaping inf luence of L y l y ' s plays 

I t i s highly probable that A Midsummer flight's Dream 
was o r i g i n a l l y wri t ten to grace some noble wedding, 
poss ibly that of E l i zabeth Carey and Thomas Berkeley i n 
1596, and l a t e r modified for the Public s tage. (3) 

1. D.C. Boughner, "Don Armado and the Commedia D e l l ' a r t e 
S.P. XXXVII (1940), pp. 201-24. 

2. B. Roesen, "Love's Labour's Lost". Sh.Q. , IV (1953), 
pp.411-26. 

3. Sisson, o p . c i t . . p.207. 
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This circumstance helps to explain why Shakespeare's 
comedy resembles L y l y ' s courtly entertainments which 
were the approved method of honouring and amusing 
a r i s t o c r a t i c gatherings. 

Professor Mincoff has claimed that A Midsummer 
Night's Dream i s the most fundamentally L y l i a n of 
a l l Shakespeare's comedies.( l) S t r u c t u r a l l y the play 
resembles Gal lathea which weaves three separate strands 
of act ion - a romantic pas tora l , a mythological fable 
and low-comedy scenes - into a composite whole. I n 
Shakespeare's play the same pattern serves to unite 
three d i s t i n c t groups - the mechanicals, the lovers and 
the f a i r i e s . The most notable d i f ference l i e s i n the 
strengthening of plot connections to give a more c lose -
kni t s t ructure . I n Gal lathea Lyly f a i l s to l i n k the 
adventures of the three shipwrecked brothers to the main 
act ion u n t i l the f i n a l scene where they funct ion as 
mins tre l s at the wedding ce lebrat ions , whereas each 
appearance of Bottom and h i s group serves to point 
towards the culmination of Act V where they present t h e i r 
play at the nupt ia l s of Theseus and Hippolyta. I n 
addit ion, Shakespeare imposed a powerful imaginative 
unity on h i s varied material by evoking a poetic atmosphere 
of moonlight through i t e r a t i v e imagery, something which 
Lyly attempted i n Endimion. Both used a fores t se t t ing 

1. M. Mincoff, "Shakespeare and Lyly" , S h . S . . XIV (1961), 
p. 21. 
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and fostered a dream-like mood. Indeed, the apology 
contained i n the Prologue to The Woman i n the Moon: 

I f many f a u l t s escape i n her discourse, 
Remember a l l i s but a Poets dreame.(l) 

i s repeated i n Shakespeare's Epilogue: 

I f we shadows have offended, 
Think but t h i s , and a l l i s mended, 
That you have but slumber'd here* 
While these v i s ions did appear. 
And t h i s weak and i d l e theme, 
No more y i e l d i n g but a dream(2) 

The mythology of love i n A Midsummer Night's Dream 
i s s t r i k i n g l y s i m i l a r to L y l y ' s . The magic Juice i s 
equivalent to Cupid's arrows i n Gal lathea and Sapho and 
Phao, both being outside forces employed to entangle 
lovers . Theseus and Hippolyta are endowed with a mature 
understanding of love to provide a contrast to the 
frenzied youths and maidens, i n the same way that the 
wisdom of Protea i n Love 1 s Metamorphosis es tabl i shes a 
standard of good sense. I n both plays the quarrelling 
lovers eventually f ind happiness through the intervention 

1. The Woman i n the Moon. Prologue, 16-17. 
2. A Midsummer Night's Dream. V, i , 430-35-
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of supra-natural beings. They demonstrate that true 
love i s achieved by unse l f i shness and the ra t iona l 
control of sensual des ire . 

Shakespeare's picturesque f a i r y l a n d contributes 
more charm and v a r i e t y to h i s comedy than L y l y ' s often 
cumbersome mythological apparatus, and h i s seemingly 
e f f o r t l e s s poetic imagination makes L y l y ' s endeavours 
to gain s i m i l a r e f f e c t s appear tedious and d u l l . 
H a z l i t t praised the 'sweet and f l o w i n g ' ( l ) s t y l e of 
Endimion. yet h i s admiration i s not widely shared, while 
Coleridge's opinion of the passage beginning 'Now the 
hungry l i o n roars ' i s general ly endorsed: 

' . . . i n the perfectness of the l i n e s -
proportion, grace, spontane i ty ! . . . . 
0 what wealth, what wild luxuriance, 
and yet what compression and condensation 
of Engl i sh fancy*.(2) 

The fac t that L y l y never achieved the b r i l l i a n c e of 
dialogue or the poetic r ichness of A Midsummer flight's Dream 
should not obscure the fundamental kinship of t h i s play 
to the t r a d i t i o n he created. The element of courtly 
compliment, so prominent i n L y l y ' s comedies, recurrs in 

1. H a z l i t t , Complete Works, ed. P .P. Howe, 1931» v i , p.201. 
2. Coleridge, Coleridge's Shakespearean C r i t i c i s m , ed. 

T..n. Raysor, 1930, i , p. 102. 
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Oberon's famous 'P ly ing between the cold moon and the 
earth' speech. ( l ) The ' f a i r ve s ta l throned by the west' , 
c l e a r l y contains some a l l e g o r i c a l a l l u s i o n to E l i zabeth 
although few now accept tialpin's ingenious attempt to 
in terpre t the passage by r e l a t i n g i t to the E l i z a b e t h -
L e i c e s t e r romance suggested by the plot of L y l y ' s Endimion.(2) 

The degree of continuity i s impressive, but 
A Midsummer Night's Dream cannot be adequately represented 
so le ly i n terms of L y l y ' s spec ia l i zed courtly t r a d i t i o n . 
For example, the pattern of the act ion also corresponds 
to the seasonal fo lk f e s t i v a l of May Games. Stubbes i n 
h i s summary of May Day customs, describes young men and 
maids who: ; 

'run gadding overnight to the woods, 
where they spend the whole night i n 
pleasant past imes . ' (3) 

The act ion of Shakespeare's comedy moves from the court 
to a wood ' a league without the town', where the wooing 
takes place , and back again: Oberon, prince of f a i r i e s , 
i s made into a May King and T i t a n i a acts the ro le of a 
Summer Queen: 

I am a s p i r i t of no common rate : 
The summer s t i l l doth tend upon my s ta te ; (4 ) 

1. A Midsummer Night's Dream. I I , i , 157-168. 
2. o.w. Halpin, Oberon's Vis ion . 1843. 
3. Quoted C . L . Barber, Shakespeare's Fest ive Comedy. 

Princetoxn, 1959, p. 119. 
4. A Midsummer Night's Dreamr I I I , i ,157-58. 
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Puck promotes the s p i r i t of misrule . Next morning 
Theseus concludes: 

No doubt they rose up early to observe 
The r i t e of May, ( l ) 

The fact that the design of the act ion corresponds 
to the pattern of a fo lk f e s t i v a l emphasises the unwisdom 
of ascr ib ing the shaping inf luences that l i e behind any 
play by Shakespeare to a s ing le source. 

The mingling of diverse t r a d i t i o n s , apparent i n a l l 
the plays discussed i n t h i s chapter, was c a r r i e d fur ther 
i n Shakespeare's three most mature comedies: As You Like 
I t , Twelfth Night, and Much Ado About Nothing. In these 
comedies the L y l i a n s t r a i n s gradually die away, they can 
s t i l l be heard i n Rosal ind's wit and the repartee of 
Benedick and Beatr ice , but Shakespeare's in teres t seems 
to have sh i f t ed to the comic p o s s i b i l i t i e s or the 
discrepancy between appearance and r e a l i t y . 

As You Like I t . normally assigned to the year 1599, 
represents the f i n a l phase of Shakespeare's experiments 
with the design of L y l y ' s pastora l entertainments. L y l y ' s 
patterns are no longer obtrusive, as they had been i n 
Love's Labour's Lost and A Midsummer Night's Dream, the 

1. A Midsummer Night's Dream. I V , i , 136-137. 
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comic elements are more var ied and organized with 
greater sophis t i ca t ion . The act ion i s not dramatic 
or eventful and contains none of the f a r c i c a l low-comedy 
of Twelfth Night and Much Ado. After the second act the 
plot becomes merely a l i g h t frame-work for a s e r i e s of 
de l i gh t fu l conversational scenes, interspersed with 
spectacles , pageantry and songs, such as, the wrest l ing 
match, the procession of huntsmen and the Masque of 
Hymen. The prose i s not Euphuis t i c , . but the witty 
dialogues contain many picturesque and farfetched images 
which r e c a l l the a r t i f i c i a l i t y and quaint charm of L y l y ' s 
court comedies: 

C e l i a . When Nature hath made a f a i r creature, may 
She not by Fortune f a l l into the f i r e ? Though 
Na'ture hath given, us wit to f lout at Fortune, 
hath not Fortune sent i n t h i s fool to cut o f f 
the argument? 

Rosal ind. Indeed, there i s Fortune too hard for Nature, 
when Fortune makes Nature's natural the 
cu t t er -o f f of nature's wi t . 

C e l i a . Peradventure this ' i s not Fortune's work 
nei ther , but Nature's; who perceiveth our 
natural wits too d u l l for reason of such goddesses 
and hath sent t h i s natural for our whetstone; € 

for always - 1.the dulness of the fool i s the whetstor 
of the wi t s . How now, wi t ! whither wander you?( l ) 

The formal pa i r ing of the couples at the end under the 
auspices of an attendant Goddess may have been suggested 
by L y l y ' s comedies, and the device of making the heroine 

1. As You Like I t . I , i i , 46-59. 
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disguised as a boy speak the Epilogue may have been 
prompted by the example of L y l y ' s Gal lathea . 

Rosalind and C e l i a possess more s p i r i t and femininity 
than L y l y ' s women, the men are l e s s shadowy and, as Dr. 
Johnson observed, the comic dialogue i s more ' spr ight ly* , 
but the witty love-game which Lyly invented i s s t i l l the 
method by which Shakespeare presents Orlando and Rosal ind. 
The outstanding di f ference between As lou L ike I t . and, say, 
Love's Metamorphosis, i s that , whereas Ly ly merely 
duplicated h i s main s i tuat ions with three p a i r s of 
undi f ferent ia ted lovers , Shakespeare ind iv idua l i zed h i s 
couples and played var ia t ions on the theme of Pastora l 
romance.(l) Orlando woos Rosalind i n the conventional 
manner of an El izabethan court i er ; she mocks h i s conven­
t i o n a l amorous postures and e f fus ions , as the nymphs, i n 
Love's Metamorphosis r i d i c u l e t h e i r l overs . At one point 
her t a c t i c s strongly resemble the behaviour of Pandora 
i n The Woman i n the Moon; 

. I set him every day to woo me: at which 
time would I , being but a modnish youth, 
gr ieve , be effeminate, changeable, longing 
arid l i k i n g , proud, f a n t a s t i c a l , ' apish, shallow, 
inconstant, f a l l of t e a r s , f u l l of smiles . . . 
would naw l i k e him, now loathe him; then 
entertain him, then forswear him, now weep 
for him, then sp i t at him; that I drave my 
su i tor from h i s mad humour of love to a l i v i n g 
humour of madness; . . . . ( 2 ) 

1. This aspect of the play i s well brought out by 
H. Gardner, "As You Like I t " . More Talking of Shakespeare, 
ed. o. Garre t t , 1959, pp. 17-32. 

2. As You Like . I t . m , a f 428-440. 
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The re la t ionsh ip of Phebe and S i l v i u s mirrors 
the c l a s s i c s i tua t ion of ardent lover and cruel 
mistress found i t l i t e r a r y Pas tora l s . S i l v i u s ' s 
extravagant sentiments resemble those of the besotted 
shepherds i n The Woman i n the Moon. The t r iang le of 
Will iam, Touchstone and Audrey i s intended to burlesque 
idea l love by representing r e a l i s t i c country l overs . 

I n Endimion, Lyly had explored the comic p o s s i b i l i t i e s 
of juxtaposing widely d i f f e r i n g at t i tudes to love. 
Therefore, i t was only a step for Shakespeare to t r a n s f e r 
t h i s scheme from a courtly to a pastoral se t t ing . I n 
fact he blended L y l y ' s pastoralism with the atmosphere 
o£ Robert Greene's popular romantic comedies. The open 
a i r f e e l i n g of the Engl i sh countryside, the carefree 
"Robin Hood" s p i r i t , and the co lourful p o r t r a i t of 
Rosalind were insp ired by such plays as F r i a r Bacon and 
The Pinner of Wakefield. There are numerous elements i n 
As You Like I t which are not derived from L y l y ' s comedies, 
for example, the court versus country debate, the v i v i d 
awareness of Time, and the melancholy f igure of oaques, 
who casts a shadow over the bright Arcadian scene. Thus, 
although many of the s i tua t ions , and much of the dialogue 
or ig inate with L y l y , the comedy i s enriched by new themes 
and a greater var i e ty of characters . Shakespeare 
organized plot , characters and dialogue into a b e a u t i f u l l y 
balanced poetic and dramatic unity which always j u s t 
escaped L y l y . 
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The dramatic forms o f The Merchant o f Venice. 
Twe l f t h Night and Much Ado are developed from t r a d i t i o n s 
which are p r o p e r l y t h e a t r i c a l ; t h a t i s , s t r u c t u r e and 
dialogue f o l l o w s a p l o t . They stand apart from the 
comedies which possess an u n d e r l y i n g L y l i a n p a t t e r n where 
p l o t i s used as a l i g h t frame-work f o r conversational 
scenes and s p e c t a c l e . ( l ) 

The Merchant o f Venice, w r i t t e n c. 1596-7, u n i t e s 
two s t o r i e s , one dramatic and r e a l i s t i c , the other romantic 
and p o e t i c . The comedy presents a new k i n d o f c o n f l i c t 
i n v o l v i n g a deep concern w i t h human values q u i t e beyond 
the scope o f Lyly's comic v i s i o n . I t explores themes 
u n r e l a t e d t o sexual love such as, usury, j u s t i c e and 
f r i e n d s h i p . Shakespeare's p o r t r a i t o f Shylock, P o r t i a ' s 
p e n e t r a t i n g speeches on Mercy, and the o v e r a l l tempo o f 
the a c t i o n have no counterparts i n Lyly's love-game 
comedies. However, Shakespeare continued to favour the 
method o f dialogue employed by L y l y . P o r t i a speaks c o u r t l y 
Euphuistic p r o s l ^ o d i f f e r e n t i a t e her s o c i a l p o s i t i o n from 
the more commonjplace speech o f her maid Nerissa, w h i l e 
the clowns, Launcelot and Old Gbbbo, indulge i n l i n g u i s t i c 
gaucheries. The p r a c t i c e o f s t r a t i f y i n g characters by 
t h e i r degree o f ve r b a l refinement seems t o have o r i g i n a t e d 
w i t h L y l y . 

1. This d i s t i n c t i o n i s made D.L. C e c i l , The Fine Art o f 
Reading. 1957, pp. 23-77. 

2. The Merchant o f Venice. I , i i . 
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The a c t i o n o f Much Ado About Nothing, w r i t t e n 
c. 1598, i s based on an i n t r i g u e , and thus continues 
the t r e n d away from L y i y ; Lyly's High Comedy i s , 
however, perpetuated i n t h e . w i t t y prose dialogues 
between Benedick and B e a t r i c e . But the main n a r r a t i v e 
events are not enacted by them, and there i s a sense 
i n which the scenes i n which they are i n v o l v e d have 
been g r a f t e d onto the play* Their v e r b a l s p a r r i n g , 
which a r i s e s from an antagonism between romance and 
scepticism, i s s i m i l a r to the w i t combats o f Lyly's 
l o v e r s , although Shakespeare i s always more s k i l l e d i n 
e x p l o i t i n g dialogue t o re v e a l character, ( l ) 

The r u p t u r e between Claudio and Hero which verges 
on tragedy, i s another i n d i c a t i o n t h a t Shakespeare was 
t u r n i n g away from Lyly's l i g h t - h e a r t e d love-game comedy 
to a more serious study o f emotion a r i s i n g from d i s i l l u s i o n ­
ment i n romantic love; a concern which e v e n t u a l l y , i n 
T r o i l u s and Cressida. forced him t o r e l i n q u i s h the comic 
v i s i o n . 

Twelfth Night represents the culmination o f the 
l i n e o f Shakespeare's comedies stemming from The Comedy 
o f E r r o r s and The Two Gentlemen o f Verona, j u s t as 
As You Like I t represents the climax o f the s t r a i n which 

1. Shakespeare's debt to L y l y i n Much Ado i s discussed by 
D.L. Stevenson, The Love Game Comedy. lUew York, 1956, 
pp. 208-18. 
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derives from Ly l y ' s c o u r t l y t r a d i t i o n . The comedy 
u n i t e s a b e a u t i f u l l y c o n t r i v e d romantic a c t i o n w i t h 
an h i l a r i o u s sub-plot. Neither copies Lyly's s t r u c t u r e 
nor h i s manner. The a c t i o n p l a y s • v a r i a t i o n s on the 
theme o f a d j u s t i n g imaginary i d e a l s o f love to accord 
w i t h r e a l i t y . The s a n i t y and good sense o f V i o l a 
cures the i l l u s i o n s o f O l i v i a and c o r r e c t s the sentimental 
postures o f Orsino; w h i l e S i r Toby and h i s f o l l o w e r s 
attempt t o reform Fialvolio's humour o f s e l f - l o v e by 
p u t t i n g him through the conventional s a t i r i c r o u t i n e 
o f tionson's plays. S i r Andrew's mental vacancy i s 
also displayed a f t e r the fashion o f a oonsonian "humour" 
character. 

L y l y experimented w i t h t h i s type o f comedy i n 
Endimion, but Shakespeare transformed and expanded 
Lyly' s h e s i t a n t gestures i n t o a whole new realm and 
system o f comedy. 
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CHAPTER V I I 

LYLY'S RELATIONSHIP TO POPULAR COMEDY 1594 - 1603 

V/hen the p u b l i c t h e a t r e s re-opened a f t e r the severe 
plague epidemic o f 1592-94, a l l the l e a d i n g dramatists, 
w i t h the exception o f Shakespeare, the c h i e f p l a y w r i g h t 
o f the Chamberlain's Men, had e i t h e r died or given up 
w r i t i n g f o r the stage. For the f o l l o w i n g s i x years 
Shakespeare's output consisted mainly o f comedies and 
ch r o n i c l e h i s t o r i e s ; he may have broken new ground i n 
the h i s t o r y plays, but i n the realm o f comedy he tended 
to look back t o Lyly's masterpieces. Therefore, d u r i n g 
the 1590's, the t r u l y popular comic t r a d i t i o n i s best 
i l l u s t r a t e d by the plays w r i t t e n by the p r o l i f i c group 
of dramatists employed by P h i l i p Henslowe, manager o f 
the Admiral's Men. 

This chapter w i l l be concerned w i t h eighteen "popular 
comedies w r i t t e n between 1594 and 1603; o f t h i s number, 
f o u r can be assigned t o Thomas Dekker, and two each t o 
William Haughton and Thomas Heywood; the remainder were 
the product o f c o l l a b o r a t i o n or remain anonymous. W i t h i n 
t h i s p e r i o d the complexion o f comedy underv/ent a steady 
change. I n i t i a l l y , romantic medleys o f love and adventure 
s t u f f e d w i t h low-comedy and commonly mixed w i t h pseudo-
h i s t o r i c a l m a t e r i a l , were i n demand. This type o f play, 
foreshadowed by comedies such as oames IV and Fa i r Em. 
were popular throughout the 1590's, The B l i n d Beggar o f 
Bethnal Green, w r i t t e n c. 1600 by Day and Che t t l e , being 
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a good l a t e example. About 1597 Haughton's Englishmen 
f o r my Money s t a r t e d a fashi o n f o r comedies about London 
l i f e . A l i t t l e l a t e r domestic comedy, u s u a l l y b u i l t on 
the f a i t h f u l w i f e and p r o d i g a l husband s t o r y , such as 
How a Man may Choose a Good Wife from a Bad, became 
ge n e r a l l y popular. 

There i s l i t t l e t o suggest t h a t Henslowe's play ­
w r i g h t s were i n s p i r e d by the b e a u t i f u l l y c o n t r i v e d p a t t e r n s , 
d e l i c a t e w i t and a r t i f i c i a l elegance o f Lyly's court 
comedies. Nevertheless, evidence e x i s t s t h a t under specia l 
circumstances they d i d "c o n s u l t " h i s c o u r t l y entertainments. 
For example, when Dekker revised h i s Old Fortunatus f o r 
pre s e n t a t i o n at the court, he modelled h i s characters and 
dialogue according to L y l i a n standards. However, o r d i n a r i l y 
t h e i r f u n c t i o n was to concoct a play w i t h a v i v i d s t o r y , 
a strong romantic i n t e r e s t , amusing s i t u a t i o n s , s t i r r i n g 
verse and c o l o u r f u l characters, such as Dekker's The 
Sho emaker's Hoiiday. 

Ly l y ' s i n f l u e n c e , so apparent i n the 1580*s, was 
l a r g e l y eclipsed i n the 1590's by t h a t o f Robert Greene. 
This was noted by Henry Upchear i n a passage from the 
p r e l i m i n a r y matter t o Menaphon (1589): 

Of a l l the flo w e r s a LILLIE on(c)e I l o v ' d , 
Whose l a b o u r i n g beautie brancht i t s e l f e abroade; 
But now o l d age h i s g l o r i e hath removd, 
And Greener objectes are my eyes aboade.(l) 

1. Quoted T.W. B a l d w i n / W i l l i a m Shaksper's Five-Act 
S t r u c t u r e . Urbana, 1947, p.815. 
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A f t e r the suppression o f the Paul's boys i n 1590, 
L y l y may have attempted t o adapt h i s comic mode t o the 
changed t h e a t r i c a l c o n d i t i o n s i n The Woman i n the Moon.(l) 
but i n s p i t e o f concessions t o the popular t r a d i t i o n i t 
remains divorced from the main dramatic currents o f the 
1590's. 

The form and content o f plays are always l a r g e l y 
determined by the nature o f the audience f o r which they 
are intended. L y l y wrote f o r a h i g h l y educated and 
s o p h i s t i c a t e d s o c i a l c l i q u e , w h i l e the popular p l a y w r i g h t s 
catered f o r lower s o c i a l orders who held very d i f f e r e n t 
views on the nature o f comedy. Henslowe's dramatists 
wrote extremely r a p i d l y and f r e q u e n t l y i n c o l l a b o r a t i o n , 
t h e r e f o r e , they r a r e l y had time t o p o l i s h and r e v i s e a 
s c r i p t . I n 1598 Dekker wrote two plays himself and 
c o l l a b o r a t e d i n f o u r t e e n o t h e r s , ( 2 ) whereas L y l y averaged 
a play a year. I n the Address t o the Reader p r e f i x e d t o 
Heywood's The English T r a v e l l e r he declared: ' i t never 
was any great ambition i n me, to be i n t h i s k i n d 
voluminously read'. This a t t i t u d e i s i n marked co n t r a s t 
t o w r i t e r s such as L y l y and Jonson who consciously produced 
" l i t e r a t u r e " , f r e q u e n t l y w i t h a view t o p u b l i c a t i o n . 

Unhappily, Henslowe's dramatists have l e f t n o t h i n g 
as i l l u m i n a t i n g as the c r i t i c a l Prologues of L y l y and 

1. G.K. hunter, John L y l y . 1962, p.242. 
2. G.B. Harrison, Elizabethan Plavs and Players. 1940, 

pp.230-31. 
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Jonson f o r a s c e r t a i n i n g t h e i r views on the nature and 
f u n c t i o n o f comedy, but the Prologue t o Dekker's I f This 
Be Mot a Good Play, the Devil I s I n I t . acted at the 
Red B u l l i n 1612, gives a h i n t o f the aims o f a popular 
d r a m a t i s t . ( 1 ) The f i r s t demand i s f o r poetry t h a t w i l l 
'tye ( t h e hearer's) Eare ( w i t h golden chaines) t o h i s 
Melody'. Secondly, a quick c r e a t i o n o f audience response, 
to make them 'clap t h e i r Brawny hands' and f i l l t h e i r 
'Brest(s) ... w i t h Raptures'. These straws suggest t h a t 
the comic requirements o f "popular" audiences were i n no 
way comparable to Lyly's i n t e l l e c t u a l High Comedy. 

Lyl y ' s concern w i t h design at the expense o f p l o t , 
h i s p u r s u i t o f a l l e g o r i c a l themes, sub t l e refinements 
of s t y l e and c u l t i v a t i o n o f an a r t i f i c i a l dream-like 
atmosphere, c o n t r a s t s w i t h the sprawling energetic a c t i o n s , 
l i v e l y characters, expressive language and robust humour 
which formed the substance o f popular comedies. The author 
o f Mucedorus ( p o s s i b l y the most admired comedy o f i t s 
a g e ) ( 2 ) , declared h i s aim was t o provide' .... m i r t h , 
mix'd a l l w i t h l o v e l y t a l e s ' , ( 3 ) whereas L y l y endeavoured 
to move h i s audience w i t h 'inward d e l i g h t ' . 

The comedies t o be examined i n the remainder o f t h i s 
chapter have been d i v i d e d i n t o f i v e groups as f o l l o w s : 

1. G.F. Reynolds, "Aims o f a Popular Elizabethan Dramatist" 
P.Q.. XX (1941), PP. 340-44. 

2. M.C. Uradbrook, The Growth and Structure o f Elizabethan 
Comedy. 1955, p. 72.. 

3. Mucedorus. ed. H. T y r r e l l , Doubtful Plays o f Shakespeare 
1851, p.351. 
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Topographical c o u n t r i f i e d comedies. 
Domestic comedies. 
Pse u d o - h i s t o r i c a l comical-romances. 
London " o u t w i t t i n g " comedies. 
L y l i a n syntheses 

Each group w i l l be discussed i n t u r n . 
a 

The f i r s t s e c t i o n includes Haughton's Grim the 
C o l l i e r (1600), the anonymous The Merry Devil o f Edmonton 
(c. 1603), and Mucedorus ( c . 1598). These plays consist 
o f l i v e l y r u r a l adventures w i t h comic complications and 
a prominent l o v e i n t e r e s t . 

The p l o t o f The Merry Devil concerns the schemes o f 
two l o v e r s t o avoid the d i s t a s t e f u l marriages arranged 
f o r them by t h e i r parents. I t ^includes a d a r i n g escape 
from a convent, a nocturnal elopement, a chase, a 
clandestine wedding, and ends w i t h the amicable recon­
c i l i a t i o n o f a l l p a r t i e s . This romantic a c t i o n i s combined 
w i t h the e x p l o i t s o f a group o f v i l l a g e r s from E n f i e l d who 
choose the same n i g h t f o r a poaching e x p e d i t i o n . The 
c o l l i s i o n s o f the poachers, the l o v e r s , the f a t h e r s and 
the b a i l i f f s as they blunder about the f o r e s t i n darkness 
r e s u l t s i n h i l a r i o u s confusion s i m i l a r t o the nocturnal 
mistakings i n The Two Angry Women o f Abingdon. The e v e n t f u l 
a c t i o n d e l i g h t f u l l y evokes the atmosphere and l i f e o f the 
English countryside. 

The r e a l i s t i c vigour o f The Merry D e v i l stands at 
the opposite pole t o Lyly's Arcadian f o r e s t comedies w i t h 
t h e i r formal a c t i o n s , elegant r h e t o r i c , and a r t i f i c i a l 

( i ) 
( i i ) 

( i i i ) 
( i v ) 
(v) 
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High Comedy. The earthy c o l l o q u i a l language i n p a r t i c u l a r 
c o n t r a s t s w i t h Lyly's v e r b a l refinement. 

Banks. Foot, here's a dark n i g h t indeed: I 
t h i n k I have been i n f i f t e e n d i t c h e s between 
t h i s and the f o r e s t - Soft, here's E n f i e l d 
church: I am so ,wet w i t h climbing over i n t o 
an orchard, f o r to s t e a l some f i l b e r t s - Well, 
here I ' l l s i t i n the church-porch, and wait 
f o r the r e s t o f my consorts, ( l ) 

Grim t h e - C o l l i e r o f Croydon provides s u b s t a n t i a l l y 
the same k i n d o f comic amusement as The Merry D e v i l . The 
main p l o t , which concerns an a r i s t o c r a t i c romance, i s 
s k i l f u l l y combined w i t h an extensive burlesque i n which 
a M i l l e r , a P r i e s t and Grim the C o l l i e r compete f o r the. 
hand o f a simple countrymaid. 

Mucedorus i s an i d y l l i c Romance about the adventures 
o f a disguised p r i n c e who woos and weds a princess. The 
st o r y i s not set i n England and contains no r e a l i s t i c 
comic group, t h e r e f o r e Mucedorus stands s l i g h t l y apart 
from the two plays j u s t discussed. Comedy i s fur n i s h e d 
by the page, Mouse, whose 'merry conceits' and nonsensical 
a n t i c s punctuate the a c t i o n , tie i s a country bumpkin 
r a t h e r than a cousin, o f Lyly' s q u i c k - w i t t e d servants. 
The most i n s t r u c t i v e d i f f e r e n c e between L y l y and the author 
o f Mucedorus i s t h e i r divergent a t t i t u d e t o love. L y l y 
t r e a t s l o v e whimsically, e x p l o r i n g the comic p o s s i b i l i t i e s 
o f the i n t e r a c t i o n o f opposing a t t i t u d e s t o love. His 

1. The Merry D e v i l , ed. H. T y r r e l l , p. 316. 
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i n t e r e s t i s a n a l y t i c a l , and h i s a t t i t u d e one o f l i g h t -
hearted scepticism; whereas, i n Mucedorus. the code o f 
romantic love i s accepted as an i d e a l and used t o 
glamorize the hero. Most popular dramatists were content 
to w r i t e comedies c o n t a i n i n g a good s t o r y , c o l o u r f u l 
characters, s t i r r i n g speeches and an element o f humour. 
L y l y e n t e r t a i n e d h i s audiences w i t h more i n t e l l e c t u a l 
r e c r e a t i o n . 

M a r i t a l t r o u b l e s had been a t r a d i t i o n a l subject f o r 
comedy ever since Noah and h i s w i f e appeared i n the 
mediaeval mir a c l e cycles. Hehslowe's team o f dramatists 
also experimented w i t h d i f f e r e n t forms o f domestic comedy, 
o f which Patient Griselda by Dekker, Chettle and Haughton, 
and Heywood's How a Man may Choose a Good Wife from a Bad* 
are the most considerable s u r v i v i n g examples. 

fleywood's comedy e x p l o i t s the theme o f the p r o d i g a l 
husband who must choose between a f a i t h f u l w i f e and a 
wanton mistress. Arthur, the d i s s o l u t e husband, severely 
t e s t s the patience o f h i s sweet-tempered w i f e , but f i n a l l y 
repents, acknowledges her v i r t u e , and t h e i r love i s reborn. 
The p l o t i s r i c h i n episode and enlivened by a humorous 
su b s i d i a r y a c t i o n about a lecherous schoolmaster's p u r s u i t 
o f a wench. How a Man may Choose endorses decent s o c i a l 
values and makes no attempt to pander t o the t a s t e f o r 
obscenity and sexual sensationalism which the contemporary 
p r i v a t e t h e a t r e was beginning t o e x p l o i t . 

P atient G riselda dramatises the f a m i l i a r popular f a b l e 
o f domestic t r i a l s recounted by Chaucer's Clerk. The main . 
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st o r y i s r a m i f i e d by two sub-plots which o b l i q u e l y 
bear on the c e n t r a l s i t u a t i o n ; one develops i n t o a 
"taming o f the shrew" f a r c e , the other concerns a 
maiden who o b s t i n a t e l y refuses t o marry her l o v e r . 
A clownish servant, Babulo, provides merriment. The 
play i s e s s e n t i a l l y another example o f the comic 
formula defined by the author o f Mucedorus as '... m i r t h , 
mix'd a l l w i t h l o v e l y t a l e s * . 

Since Henslowe's dramatists f r e q u e n t l y wrote i n 
c o l l a b o r a t i o n , they tended t o develop a common a t t i t u d e 
t o a c t i o n , character and language. This i s one reason 
why i t i s r a r e l y possible t o assign an anonymous popular 
play t o a p a r t i c u l a r a u t h o r . ( l ) L y l y , on the other hand, 
was able t o develop a s p e c i a l i z e d comic technique. This 
i s one o f the fundamental d i f f e r e n c e s between h i s comedies 
and t h e comedies o f the Admiral's Men. 

Comedies which combined h i s t o r i c a l and f i c t i o n a l 
m a t e r i a l were popular throughout the 1590*s. Henslowe 
was r e g u l a r l y supplied w i t h " p s e u d o - h i s t o r i c a l comical-
romances" i n the t r a d i t i o n o f Fa i r Em and James IV. although 
they were g e n e r a l l y b e t t e r p l o t t e d than the e a r l i e r medleys. 

The- B l i n d Beggar o f Bethnal Green, w r i t t e n i n 1600 by 
Day and Ch e t t l e , i s a good example o f the k i n d o f comical-
romances based on f i c t i t i o u s h i s t o r i c a l events f r e q u e n t l y 

1. Bradbrook, o p . c i t . . p.120. 
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w r i t t e n by Henslowe's dramatists. I t must have been 
an extremely popular p l a y since Haughton j o i n e d Day i n 
producing a second p a r t l a t e r the same year and they 
followed t h i s up w i t h a t h i r d p a r t i n 1601.(l) 

The a c t i o n i s set i n England at the time o f the 
hundred years' war. S t a r t i n g w i t h the w e l l t r i e d s i t u a t i o n 
o f f r a t e r n a l treachery which r e s u l t s i n banishment and 
a disguised r e t u r n t o seek j u s t i c e , the p l o t r a p i d l y 
develops i n t o a f a r f e t c h e d i n t r i g u e . The play i s w e l l 
p l o t t e d , but contains few o r i g i n a l i n g r e d i e n t s . Like the 

: authors o f modern Westerns, Henslowe's p l a y w r i g h t s were 
o f t e n content t o provide v a r i a t i o n s on a successful 
dramatic formula which gave scope f o r s w i f t a c t i o n , v i v i d 
c h a r a c t e r i z a t i o n , amusing episodes, and l a v i s h romantic 
sentiment. 

A Knack t o Know an Honest Man (c. 1594) belongs t o 
the same genre and was also a notable success, being staged 
on twenty-one occasions i n two years.(2) Few plays had 
so p e r s i s t e n t a run. The unknown author employed the 
f a m i l i a r s i t u a t i o n o f a b e t r a y a l o f f r i e n d s h i p , the v i c t i m ' s 
disguised r e t u r n and ensuing romantic complications i n t e r ­
laced w i t h the pranks o f a comic page. 

The T r i a l o f Chi v a l r y ( c . 1600), appears t o a n t i c i p a t e 
the romantic tragi-comedy o f Beaumont and Fletcher. The 

1. E.K. Chambers, The Elizabethan Stage. 1923, i i i , p.285. 
2. Chambers, o p . c i t . . i v . , p. 24. 
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play c o n f l a t e s two episodes from Sidney's Arcadia* Cl) 
I t s t a r t s as a conventional h i s t o r i c a l comedy about 
p o l i t i c a l s t r u g g l e between England and Prance, however, 
when i n Act I I I , the a c t i o n moves i n t o a f o r e s t s e t t i n g , 
the f a n t a s t i c episodes i n v o l v i n g repeated confusions o f 
i d e n t i t y , supposed b e t r a y a l s , i n f a t u a t i o n s , duels between 
f r i e n d s and magical cures, a n t i c i p a t e the love entangle­
ments o f P h i l a s t e r . The pastoralism i s q u i t e u n l i k e 
anything encountered i n Lyly's f o r e s t comedies. The 
extravagant sentiments also suggest Fle t c h e r : 

P h i l i p . To Hunt him f o r revenge 
The darkest angle o f t h i s universe 
Shall not contai n him: through the bounded world 
l i e prosecute h i s f l i g h t w i t h ceacelesse steps, 
And when long t r a v e l l makes them d u l l or f a y n t , 
Bayting them f r e s h w i t h Bellamiraes wrongs, 
L i k e Eagles they s h a l l cut the f l a x e n ayre 
And i n an i n s t a n t b r i n g me where he i s . ( 2 ) 

The play ends h a p p i l y w i t h a r e c o n c i l i a t i o n between the 
Kings o f England and France and the marriage o f t h e i r 
c h i l d r e n . 

The Weakest Goeth t o the Wall ( c . 1600), also f o l l o w s 
t r a d i t i o n a l l i n e s . B r i e f l y , d u r i n g the absence o f the 
French King the Duke o f Anjou usurps power, i s e v e n t u a l l y 

1. C.R. Baskervill4> "Sidney's Arcadia and The Tryal 
o f C h i v a l r y . " M.P., X (1912), pp. 197-201. 

2. The T r i a l o f Chivalry, ed. A.H. Bu l l e n , O.E.P.. 
1882-85, i i i , p. 315-
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overthrown, and a Spanish inv a s i o n repulsed. A romantic 
i n t e r e s t i s provided by the passion o f a f o u n d l i n g (who 
tur n s out t o be a l o n g - l o s t nobleman) f o r O d i l l i a , a 
Duke's daughter. Humour i s supplied by a group o f low-
comedy f i g u r e s . As usual, the s t o r y has a happy ending. 

The Downfall o f Robert E a r l o f Huntington U598), by 
Munday and Chettle and the anonymous Look About You (1599), 
are both h i s t o r i c a l comedies set i n England i n the t w e l f t h 
century. Their p l o t s consist o f extremely elaborate 
p o l i t i c a l i n t r i g u e s which i n v o l v e : 

'sundry misdemeanors .... t h e f t s and 
s h i f t s i n other men's disguise'.(1) 

I n both cases the more weighty " h i s t o r i c a l " a c t i o n i s 
i n t e r l a c e d w i t h ' m i r t h f u l matter f u l l o f game'(2) based 
on the legendary adventures o f Robin Hood and h i s ' j e l l y 
huntsmen'. The r e s u l t i s a w e l l c o n t r i v e d p l o t p r o v i d i n g 
sustained excitement and many l i g h t - h e a r t e d episodes. 

i t should by now be apparent t h a t the k i n d o f comic 
amusement supplied by Henslowe's dramatists was fundamentally 
d i f f e r e n t from L y l y ' s c o u r t l y entertainment, i n a way 
t h a t Shakespearian comedy was not. I n Lyly's plays n a r r a t i v e 
i s subordinated t o o v e r a l l formal design, the characters 

1. Look About You. I n Dodsley, V I I , p.497. 
2. Chettle and Munday, The Downfall o f Robert Earl o f 

Huntington. I n Dodsley, V I I I , p.185. 
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are f r e q u e n t l y portrayed as a l l e g o r i c a l f i g u r e s , and 
h i s a r t i s t i c emphasis placed on elegant s t y l i s t i c 
d i s p l a y , w i t t y dialogue and spectacle, the r e s u l t i n g 
High Comedy being intended t o s t i m u l a t e i n t e l l e c t u a l 
' d e l i g h t * r a t h e r than provoke uproarious l a u g h t e r . 
Henslowe's "hacks" on the other hand, produced s w i f t , 
w e l l p l o t t e d a ctions c o n t a i n i n g c o l o u r f u l characters, 
h i l a r i o u s low-comedy,- and abundant romantic sentiment 
to e x c i t e the audience w i t h . p o e t i c r a p t u r e . Unlike 
Shakespeare, they made no attempt t o a s s i m i l a t e elements 
from the masterpieces o f the e a r l i e r court dramatist. 

Englishmen f o r my Money, w r i t t e n by liaughton i n 
1598, inaugurated a new comic fashi o n f o r " o u t w i t t i n g " 
comedies set i n London. The p l o t i s simple: Pisaro, 
a money-lender l i v i n g i n London, plans t o marry h i s 
t h r e e s p i r i t e d daughters to three wealthy middle-aged 
f o r e i g n e r s , who only speak the most b i z a r r e English. The 
g i r l s , however, have three English sweethearts, who are 
i n the f i n a n c i a l clutches o f t h e i r m i s e r l y f a t h e r . By 
concerted scheming the young l o v e r s o u t w i t the f o r e i g n 
s u i t o r s and t r i c k Pisaro i n t o approving o f t h e i r union. 

The a c t i o n contains c e r t a i n s i t u a t i o n s commonly 
encountered i n I t a l i a n comedy. For example, the bold 
use o f d i s g u i s e , the t r i c k o f the feigned i l l n e s s , nominal 
marriage and sudden r e t u r n t o l u s t y good h e a l t h , and the 
way i n which the unwanted s u i t o r s are rushed t o and f r o 
i n the n i g h t , the Dutchman f i n a l l y being l e f t suspended 
from a bedroom windo\f i n a basket. The background o f 
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London s t r e e t names gives l o c a l colour and adds r e a l i t y 
and p l a u s i b i l i t y t o the p l o t , and the triumph o f the 
Englishmen introduces a p a t r i o t i c note. 

Haughton's play owed nothing t o the P l a u t i n e i n t r i g u e 
p a t t e r n , but, l i k e Mother Bombie. i t seems to have been 
in f l u e n c e d by I t a l i a n comedy.(l) The a c t i o n o f Mother 
Bombie appears a r t i f i c i a l and academic when compared 
w i t h the r e a l i s t i c v i g o u r and robust comic inventiveness 
of Englishmen f o r my Money, yet the e a r l i e r comedy may 
be s a i d t o a n t i c i p a t e i t s general method and design. 

The Shoemaker's Holiday (1599), by Dekker, i s a 
l i g h t - h e a r t e d s t o r y about cockney l i f e , g l o r i f y i n g the 
or d i n a r y English craftsman. 'Nothing i s purposed' says 
the Prologue, 'but m i r t h and pleasant matter'; the main 
characters are a l l c h e e r f u l and a t t r a c t i v e , such as the 
young l o v e r s who elope, elude t h e i r f a t h e r s and are h a p p i l y 
married, and Simon Eyre, who u t t e r s i n s p i r i n g p a t r i o t i c 
sentiments. Many among Dekker's audience would have been 
able t o recognize i d e a l i z e d copies o f themselves among 
the characters. L y l y also held up a f l a t t e r i n g m i r r o r 
to h i s audience i n Endimion, but h i s a r t i f i c i a l High Comedy, 
steeped i n the i d e a l s o f c o u r t l y l o v e , operated on a 
completely d i f f e r e n t l e v e l to the rhapsodic entertainment 
of The Shoemaker's Holiday. 

The F a i r Maid o f the Exchange, w r i t t e n about 1602 by 
Thomas Heywood, i s another g e n i a l " o u t w i t t i n g " comedy set 

K.M. Lea, I t a l i a n Popular Comedy. Oxford, 1934, i i , 
pp. 419-23. 
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i n the met r o p o l i s . The p l o t i s an involved i n t r i g u e 
about r i v a l l o v e r s , i n t e r s p e r s e d , as u s u a l , w i t h 
humorous episodes. The Prologue announces: 

'Our Muse .... borrowing no colours from 
a quaint disguise ....(a) prowd quothurnicke 
a c t i o n s h a l l d e v i s e ' ( l ) 

which shows t h a t Heywood d i d not t r y t o mask the f a c t 
t h a t h i s comedy was concocted out o f the usual i n g r e d i e n t s . 

Henslowe's dramatists understood the t a s t e f o r which 
i t was needful to cater i f the company was to prosper, 
t h e r e f o r e , they were prone t o f o l l o w popular fashions, 
j u s t as i n h i s sphere Lyly knew what was demanded o f court 
comedy. The need t o s a t i s f y audience expectations does 
much t o e x p l a i n the d i f f e r e n c e s between Elizabethan 
comedies. 

The reopening o f the p r i v a t e t h e a t r e s about 1600, 
created a temporary renewal o f i n t e r e s t i n Lyly's comedies. 
Old Fortunatus. by Dekker, and the anonymous The Wit o f a 
Woman, show t h a t even the popular p l a y w r i g h t s shared 
t h i s quickening o f i n t e r e s t . 

•In Old Fortunatus. revised f o r a court performance 
i n December 1599,(2) the i n f l u e n c e o f Ly l y i s everywhere 
apparent. The Prologue, which takes the form o f a dialogue 

1. The Fa i r Maid o f the Exchange, ed. B. F i e l d , 1845, 
Prologue, 2-7. 

2. Chambers, p p . c i t . , i i i , p.291. 
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between two o l d men, echoes Lyly's prose s t y l e so 
e x a c t l y t h a t Bond believed him t o be the a u t h o r . l l ) 
The passage i s h e a v i l y laden w i t h Euphuism: 

A j u s t yeere: yet t h a t yeere hath seemd 
t o me but one day, because her g l o r i e 
hath beene my howrely contemplation, and 
yet t h a t yeere hath seemd t o me more 
than twice seven yeres, because so long 
I have beene absent from her. . Come there­
f o r e , good f a t h e r , l e t s goe f a s t e r , l e a s t 
we come too l a t e : f o r see, the Tapers of 
the n i g h t are already l i g h t e d , and stand 
b r i g h t l y burning i n t h e i r s t a r r i e Candle­
s t i c k s . (2) 

The dialogue o f Shadow,(3) an unmistakably L y l i a n 
comic page, emulates the badinage used by the w i t t y 
servants i n Campaspe, Midas and Mother Bombie. I n 
Agipyne Dekker portrayed a nimb l e - w i t t e d court lady, 
who converses i n a clever shallow way about l o v e r s and 
questions o f l o v e . She i s r e l a t e d t o Lyl y ' s f r i v o l o u s 
and haughty maidens: 

'... we had a l l r a t h e r d i e than confesse 
wee love; our g l o r i e i s t o heare men sigh 
w h i l s t we smile, t o k i l them w i t h a frowne, 
t o s t r i k e them dead w i t h a sharpe eye, t o 
make you t h i s day weare a Feather, and 
t o morrow a sicke night-cap.(4) 

1. R.W. Bond, "Addendum on Lyly ' s Songs", R.E.3.. V I I 
(1931), PP. 445-47. 

2. Dekker, Old Fortunatus. ed. F. Bowers, Prologue, 19-25. 
3. See i n p a r t i c u l a r Old Fortunatus. I , i i , and I I , i i , 1-102. 
4. I b i d . . I l l , i , 142-145. 
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Dekker obviously modelled c e r t a i n characters and much 
of the dialogue on Lyly's court comedies. 

P e u i l l e r a t noted only two d i r e c t borrowings from 
M i d a s . ( l ) However, the two plays deal w i t h the same 
subject -: avarice, and both p l o t s are contained w i t h i n 
a loose m o r a l i t y frame-work. I n the opening scene 
Fortunatus, l i k e Midas, i s presented w i t h a choice 
between 'Wisdom, s t r e n g t h , h e a l t h , beauty, long l i f e 
and r i c h e s ' and, l i k e Midas, he chooses wealth: 

Gold i s heavens p h i s i c k e , l i f e s r e s t o r a t i v e , 
Ohtherefore make me r i c h - : (2) 

and subsequent events show t h a t ' e n d l e s s e f o l l i e s f o l l o w 
endlesse wealth.'(3) 

The p r i n c i p a l a c t i o n r e l a t e s the adventures which 
b e f a l l Fortunatus and h i s sons, but the n a r r a t i v e i s 
l i D e r a l l y punctuated w i t h songs, musical i n t e r l u d e s , 
dances, and stage spectacles i n the same way t h a t Lyly's 
comedies include extraneous divertissements. The course 
of the s t o r y i s i n f l u e n c e d by Dame Fortune, r a t h e r as the 
Planets preside over and dexermine events i n The Woman 
i n the Moon. The t r a d i t i o n a l c o u r t l y device o f the 
pageant-tableau i s used at re g u l a r i n t e r v a l s t o introduce 

1. A. F e u i l l e r a t , John L y l y . Cambridge, 1910, p. 485. 
2. Old Fortunatus. ed. lowers, I , i , 292-293-
3. I b i d . . I I , i i , 239. 
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the f i g u r e s o f V i r t u e and Vice who contend f o r sovereignty. 
These tableaux resemble the shows i n Peele's Arraignment, 
and, l e s s obviously, the formal debates between Venus 
and Diana, and Cupid and Ceres, i n Lyly's p a s t o r a l s . The 
f i n a l scene culminates i n a panegyric i n p r a i s e o f 
Eli z a b e t h . 

When r e v i s i n g Old Fortunatus f o r the court Dekker 
merely incorporated c e r t a i n L y l i a n elements i n t o a 
predominantly "popular" romantic p l o t and gave some o f 
the characters and p a r t s o f the dialogue an appropriate 
c o u r t l y mien. I t i s i n t e r e s t i n g t o f i n d one o f Henslowe's 
dramatists who, as l a t e as 1599, s t i l l "heeded Lyly's 
ideas on how t o compose a c o u r t l y entertainment. Dekker 1s 
next comedy, Satiromastix, was f i r m l y rooted i n the 
popular dramatic t r a d i t i o n . 

I t i s not known f o r which company the anonymous 
The Wit o f a Woman, p r i n t e d i n 1604, was w r i t t e n , but 
the author unequivocally emulated Lyly at a time when 
the range o f comic p o s s i b i l i t i e s f o r a dramatist was wide. 
I t may represent an attempt t o b r i n g a t a s t e f o r r e f i n e d 
formal comedy t o the audience o f a popular t h e a t r e . 

The play i s w r i t t e n throughout i n b r i s k L y l i a n prose 
and the i n t r i c a t e p l o t f o l l o w s a symmetrical p a t t e r n . The 
a c t i o n i n v o l v e s f o u r f a m i l i e s , each c o n s i s t i n g o f a son, 
a f a t h e r and a daughter: events are c o n t r i v e d t o produce 
a geometrical p a t t e r n o f r i v a l r y between the sons and the 
f a t h e r s f o r the g i r l s , and a quadruple hoax r e s u l t s i n 
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the marriage o f the sons and daughters. 
The p l o t corresponds t o the symmetrical design 

and group o r g a n i z a t i o n o f Mother Bombie. The a c t i o n 
o f both comedies occurs i n a s t r e e t w i t h f o u r p r i n c i p a l 
houses and centres upon the evasion o f enforced marriage. 
Each e x p l o i t s the theme o f Youth versus Age, and 
engenders a s i m i l a r type of merriment from w i t t y dialogue 
and comic " o u t w i t t i n g " s i t u a t i o n s , r a t h e r than developing 
character and romantic sentiment. 

When by themselves the daughters' p r a t t l e i s s i m i l a r 
t o t h a t o f Lyly's c o t e r i e s o f court l a d i e s ; E r i n t a 
declares: 

'... l e t us have a-bout w i t h our w i t t s , 
t o f i t our w i l s t o the f u l l . ' ( l ) 

The g i r l s are s p i r i t e d , the youths more subdued, and the 
f o u r f a t h e r s d i s p l a y the same t r a i t s as the parents i n 
Mother Bombie. Various f i g u r e s , derived according t o 
Miss K.M. Lea, from the Commedia d e l l * a r t e , appear b r i e f l y , 
these include a p a i r o f r u f f i a n s , a country maid and an 
o l d nurse. Mother Bombie also contains a scene which 
introduces "superfluous" characters: a hackneyman, a 
sergeant and a scrivener. 

The most s i g n i f i c a n t d i f f e r e n c e between the two plays 
i s t h a t L y l y employed mischievous page boys t o a s s i s t the 

/ .... 

1. The Wit o f a Woman. M.S.R., 124-125 
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couples by c o n t r i v i n g schemes, whereas, i n The Wit o f 
a Woman, the t r i c k s are invented by the l o v e r s . 

I n t he 16th century I t a l i a n Comedy was r i g i d l y 
d i v i d e d i n t o two incompatible t r a d i t i o n s , the academic 
Commedia e r u d i t a . and the popular Commedia d e l l ' a r t e 
based on i m p r o v i s a t i o n . There was p r a c t i c a l l y no 
i n t e r a c t i o n between these separate r e p e r t o i r e s . ( l ) The 
same s o r t o f r i f t between learned and popular comedy 
e x i s t e d i n Elizabethan England, but i t never became as 
pronounced as i n I t a l i a n comedy. Shakespeare, f o r 
example, s u c c e s s f u l l y combined the popular and c o u r t l y 
t r a d i t i o n s ; Lyly's comedies contain an i n f u s i o n o f 
"popular" elements, and themselves exerted a sporadic 
i n f l u e n c e on popular dramatists. Therefore, although 
i t i s c l e a r l y necessary to make some d i s t i n c t i o n between 
court comedy and the k i n d o f amusement provided by 
Henslowe's dramatists n e i t h e r can be considered i n 
i s o l a t i o n . Many c r i t i c s b e l i e v e t h a t the unique v i t a l i t y 
of the best Elizabethan comedy i s due t o t h i s r e c i p r o c a l 
i n t e r a c t i o n . 

1. K.M. Lea, I t a l i a n Popular Comedy. Oxford, 1934, i i , 
pp. 174-76. 
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CHAPTER V I I I 

THE RETREAT PROM L'XL*. IN THE PRIVATE THEATRES 

The re-opening of the p r i v a t e t h e a t r e s at the t u r n 
of the century created a sudden demand f o r new plays. 
At f i r s t the two c h i l d r e n ' s companies were obliged t o 
rev i v e past successes, such as Love's Metamorphosis and 
The Wisdom o f Doctor Dodypoll. but these 'mustie fopperies 
o f a n t i q u i t i e ' , as Marston dubbed them, were apparently 
greeted w i t h d e r i s i o n . ( 1 ) The managers t h e r e f o r e e n l i s t e d 
the services o f f o u r young dramatists, who had p r e v i o u s l y 
worked f o r Henslowe: Jonson, Chapman, Marston and Middleton. 

The l a s t t h r e e years o f Elizabeth's r e i g n proved t o 
be a per i o d o f u n s e t t l e d t a s t e among theatre-goers, and 
i n endeavouring, as Marston expressed i t , t o i 

'sute the humorous ages backs 
w i t h cloathes i n fashion.'(3) 

the new r e c r u i t s produced a crop o f experimental and 
i m i t a t i v e comedies. The Prologue t o A l l Fools, by Chapman, 
r e f e r s t o t h i s u n c e r t a i n s t a t e o f t a s t e : 

1. H.N. H i l l e b r a n d , The Ch i l d Actors. Urbana, 192b, p.205. 
2. A. Harbage, Shakespeare and the R i v a l T r a d i t i o n s , 

flew i o r k , 1952, pp. 70-71. 
3. Marston, Jack Drum's Entertainment, ed. H. Harvey Wood, 

i i i , p.234. 
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Who can show cause, why th'ancient comic v e i n 
Of Eupolis and Cratinus (now r e v i v ' d 
Subject t o personal a p p l i c a t i o n ) 
Should be exploded by some b i t t e r spleens, 
Yet merely comical and harmless j e s t s 
(Though ne'er so w i t t y ) be esteem'd but t o y s , 
I f v o i d o f t h ' o t h e r s a t i r i s m ' s sauce?(l) 

However, by the accession o f oames I , i t was evident t h a t 
s e l e c t audiences g e n e r a l l y approved o f plays which combined 
a romantic i n t r i g u e p l o t w i t h s a t i r i c a l s o c i a l comedy. 

P r i v a t e comedies w r i t t e n during the years 1600-1603 
may be roughly d i v i d e d i n t o three categories. One group 
derives from f o r e i g n models, the borrowed m a t e r i a l being 
a n g l i c i z e d and mingled w i t h s a t i r e on contemporary manners. 
A l l Fools, f o r instance, adapts two o f Terence's p l o t s ; 
the groundwork o f May-Day and What You W i l l i s supplied by 
contemporary I t a l i a n i n t r i g u e comedies, and the a c t i o n o f 
Jack Drum's Entertainment springs from the Commedia d e l l ' 
a r t e . 

A second group isbased on romantic entanglements 
and amusing hoaxes lampooning recognizable s o c i a l types. 
The a c t i o n conforms t o the widely held n o t i o n t h a t the 
f u n c t i o n o f comedy was t o c r i t i c i z e conduct. The Dutch 
Courtesan. by.Marston, i s the outstanding example o f t h i s 
genre.(2) 

The remaining plays, such as The Old Law. B l u r t Master 

1. Chapman, A l l Fools, ed. T.M. P a r r o t t , Prologue, 13-19. 
2. E.K. Chambers dates t h i s play 1603-4; t h a t i s s h o r t l y 

a f t e r the death o f E l i z a b e t h , i t has nevertheless been 
selected f o r discussion owing t o i t s exceptional i n t e r e s t . 
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Constable and S i r Gyles Goosecap. employ f a n t a s t i c 
comic p l o t s and tend t o ignore serious moral issues. 
Only The Thracian Wonder and The Gentleman Usher 
possess a f f i n i t i e s w i t h the romantic comedies o f the 
popular stage, r a t h e r than the r e p e r t o i r e o f the 
c h i l d r e n ' s companies. 

The main task o f t h i s chapter w i l l be to compare 
the two bodies o f c h i l d r e n ' s comedies separated by 
almost a decade o f i n a c t i v i t y . At f i r s t s i g h t the 
tra n s f o r m a t i o n appears v i r t u a l l y complete, but a c a r e f u l 
examination suggests t h a t the progression from Lyly's 
formal c o u r t l y entertainments t o the comic modes i n 
vogue a f t e r the re-opening o f the p r i v a t e t h e a t r e s was 
not e n t i r e l y u n p r e d i c t a b l e . The degree o f c o n t i n u i t y 
i s , i n f a c t , s u r p r i s i n g . 

L y l y ' s comedies nad been designed t o amuse Elizabeth's 
c o u r t , but a f t e r 1600, apart from the i s o l a t e d instance 
o f Cynthia's Revels, the " c o t e r i e " dramatists d i d not 
s p e c i f i c a l l y seek the approval o f court audiences: they 
were content t o r e f l e c t the t a s t e and i n t e r e s t s o f the 
upper and upper-middle classes who mostly patronized the 
p r i v a t e t h e a t r e s . ( l ) Lyly had, t o some extent, also been 
aware o f such a n o n - a r i s t o c r a t i c audience, since h i s 
comedies were performed before paying audiences at 
B l a c k f r i a r s as w e l l as at c o u r t . ( 2 ) Thus, although they were 

1. W.A. Armstrong, "The Audience o f the Elizabethan 
P r i v a t e Theatres," R.E.3.. X (1959), pp. 234-49. 

2. G.K. Hunter, «john L y l y . 1962, p. 97. 
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p r i m a r i l y c o u r t - o r i e n t a t e d , i t would be unwise t o ignore 
the p o s s i b l e i n f l u e n c e o f t h i s secondary e n t e r p r i s e . 
Indeed, T.W. Baldwin believes t h a t Sapho and Phao was 
not o r i g i n a l l y intended, f o r the c o u r t . ( l ) 

The dramatists who served the p r i v a t e t h e a t r e s a f t e r 
t h e i r re-opening disregard those aspects o f L y l i a n comedy 
which stemmed from the t r a d i t i o n of the Royal Progresses, 
such as the p a s t o r a l and mythological conventions. But 
they developed the k i n d o f comic formula exemplified i n 
the sub-plot o f Endimion. This a c t i o n , i n f a c t , contains, 
i n m i n i a t u r e , the i n g r e d i e n t s o f many successful p r i v a t e 
comedies w r i t t e n , a f t e r the re-opening. I t i s based on an 
i n t r i g u e t o expose the pretensions o f "humour" characters, 
and contains s a t i r e , f a r c e , w i t t y dialogue and a romantic 
i n t e r e s t , together w i t h I t a l i a n elements. I t was designed 
t o c o n t r a s t w i t h the serious a l l e g o r y o f the main a c t i o n . 
A f t e r 1600, however, the patrons o f the p r i v a t e t h e a t r e s 
clamoured f o r ex a c t l y t h i s type o f comic r e c r e a t i o n 
divorced from the more s p e c i f i c a l l y c o u r t l y aspect o f the 
o l d Chapel t r a d i t i o n . The exposure o f f o l l y and the 
h u m i l i a t i o n o f rogues were given a c e n t r a l p o s i t i o n . Lyly's 
p r a c t i c e o f u s i n g a comic underplot was abandoned, and 
a l l comic i n t e r e s t s became incorporated i n a s i n g l e , 
u n i f i e d a c t i o n . The r e s u l t was comparable t o e n l a r g i n g 
the scope, i n c r e a s i n g the complexity, and expanding the 
s a t i r i c a l elements o f Lyly's " S i r Tophas" p l o t . 

1. T.W. Baldwin, W i l l i a m Shakgspear's Five-Act S t r u c t u r e , 
Urbana, 1947, pp.500-01. 
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The revived comic t r a d i t i o n contained a strong 
s a t i r i c a l bent. S a t i r e had g e n e r a l l y been m i l d i n L y l y ' s 
plays, but h i s p o r t r a y a l o f S i r Tophas's humour o f 
b e l l i c o s i t y i s an e a r l y instance o f the type o f comic 
character t h a t became prominent i n l a t e r p r i v a t e drama. 
Such f i g u r e s were o f t e n modelled on stock characters 
from I t a l i a n comedies, s i m i l a r l y a n g l i c i z e d , and made 
the t a r g e t f o r v o l l e y s o f d e r i s i o n . ( l ) Both phases o f 
p r i v a t e comedy d i s p l a y the i n f l u e n c e o f I t a l i a n drama: • 
t h i s may, t h e r e f o r e , be regarded as another tendency 
which survived the interregnum. 

One o f Lyly's most impressive achievements was h i s 
c h a r a c t e r i z a t i o n o f women, h i s a l l e g o r i c a l f i g u r e s and 
w i t t y court l a d i e s d i d not produce much progeny: i t was 
i n h i s study o f Tellus's s t r o n g l y passionate nature t h a t 
he foreshadowed the l u s t f u l and a l l u r i n g females such as 
Francischina and Imperia, who appear i n the l a t e r comic 
drama. Lyly's s p r i g h t l y page-boys f r e q u e n t l y recur : 
T.M. P a r r o t t constantly mentions them i n h i s prefaces t o 
Chapman's comedies. (2) 

The " c o t e r i e " dramatists' r e p u t a t i o n f o r dabbling 
i n dangerous personal s a t i r e ( t h e censors were compelled 

; t o i n t e r f e r e i n the case of Lady F u r n i f a l l i n S i r Gyles 
Goosecap). (3) f o l l o w s a t r e n d set by L y l y , since the 

-

| 1. This subject i s discussed by D.C. Boughner, "The Back­
ground o f Lyly's Tophas," E.M.L.A.. LIV (1939),pp.967-73-

j -2. T.M. P a r r o t t , ed. The Comedies o f George Chapman. 1914, 
p.893. 

I 3- Harbage, o p . c i t . . p.79. 
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a c t i o n o f Endimion almost c e r t a i n l y shadows the events 
of a n o t o r i o u s contemporary scandal.(1) 

Cumulatively these areas o f s i m i l a r i t y suggest the 
existence o f a considerable degree of c o n t i n u i t y between 
the two separate periods o f p r i v a t e comedy. However, 
before examining i n d i v i d u a l plays i t w i l l be necessary 
to note the important p o i n t s o f divergence. 

Elizabeth's sense o f p r o p r i e t y had discouraged 
indecent humour and l e d t o a p o l i t e form o f c o u r t l y 
entertainment. The upper class patrons o f the p r i v a t e 
t h e a t r e s , however, r e l i s h e d s c u r r i l i t y and p l o t s about 
sexual promiscuity and the seamy side o f London l i f e . 
The " c o t e r i e " dramatists pandered t o t h i s a p p e t i t e f o r 
smutty jokes and c u r i o s i t y about the more depraved 
aspects o f human nature.(2) This jaded t a s t e i s n e a t l y 
summarized i n the I n d u c t i o n t o John Day's The I s l e o f 
G u l l s : 

F i r s t Gent. I love t o heare v i c e anatonizd & 
abuse l e t blood i n the maister vaine: 

Second Gent. Give me a scene o f venery t h a t w i l l 
make a mans s p i r r i t s stand on t h e y r 
typ-toes and d i e h i s bloode i n a deepe 
scarlet,, l i k e your Ovid's Ars Amandi: 
there flowes. the t r u e Spring-head o f 
Poetry and the veri.e c r i s t a l l fount 
o f Parnassus.13) 

This s p i r i t i s very d i f f e r e n t from L y l y ' s r e f i n e d , 
i n t e l l e c t u a l conception o f entertainment as expressed, 

1. J.W. Bennett, "Oxford and Endimion", P.M.L.A., L V I I , 
U942), pp. 354-69. 

2. Harbage, o p . c i t . . pp. 186-222. 
3. Day, The I s l e o f G u l l s , ed. A.H. B u l l e n , 1881, pp.5-6. 
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f o r example, i n the prologue t o Sapho and Phao: 

'Our i n t e n t was at t h i s time t o move 
inward d e l i g h t , not outward l i g h t n e s s e , 
and t o breede ( i f i t might bee) s o f t 
s m i l i n g , not loude laughing: knowing 
i t t o the wise t o be as great pleasure 
t o heare counsell mixed w i t h w i t t e , as 
to the f o o l i s h t o have sporte mingled 
w i t h rudenesse.'(l) 

Another major change was the disappearance o f Lyly's 
c h a r a c t e r i s t i c comic p a t t e r n s . He g e n e r a l l y a l t e r n a t e d 
comic episodes, c o n s i s t i n g o f f a r c i c a l a n t i c s and cleve r 
banter entrusted t o a s p e c i f i c character group, w i t h h i s 
serious a l l e g o r i c a l a c t i o n . A l t e r n a t i v e l y , as i n Love's 
Metamorphosis, he employed formal, dance-like p a t t e r n s 
w i t h balanced character groups. The new generation o f 
pla y w r i g h t s p r e f e r r e d i n t r i g u e p l o t s i n v o l v i n g amusing 
schemes which gave scope f o r the e l a b o r a t i o n o f comic 
character and an o p p o r t u n i t y f o r f a r c e . This comic 
p r e s c r i p t i o n was approached by Lyly only i n the sub-plot 
o f Endimion. and p a r t i a l l y i n Mother Bombie. I n many 
respects uen oonson eclipsed Lyly as a determining i n f l u e n c e , 
p a r t i c u l a r l y where Ly l y was weak: i n character, a c t i o n , 
and s a t i r e . 

Love, t r e a t e d i n the s p i r i t o f High Comedy through 

Sapho and Phao. Prologue at B l a c k f r i a r s , 7-11. 
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a combination o f a l l e g o r y and w i t , formed the main 
theme o f a l l L y l y ' s plays (apart from Midas). Chapman 
p a r t l y continued Lyly's love-game comedy, but, as a 
r u l e , h i s successors regarded love merely as a basis 
f o r romantic i n t r i g u e and a t a r g e t f o r s a t i r e . Only 
r a r e l y , as i n Marston's The Dutch Courtesan, i s i t 
examined s e r i o u s l y . I n t h i s instance the d i f f e r e n c e 
between the two dramatists broadly corresponds t o the 
d i f f e r e n c e between the a r t i f i c i a l love o f Spencer's 
Amoretti and the r e a l i s t i c e x p l o r a t i o n o f sexual passion 
i n Donne's Songs and Sonets. 

The young dra m a t i s t s , f r e s h from w r i t i n g f o r Henslowe, 
u r g e n t l y needed t o discover a comic mode acceptable t o 
the patrons of the p r i v a t e t h e a t r e s . Their experimental 
p e r i o d l a s t e d approximately t h r e e years, d u r i n g which 
time they turned t o L y l y , «onson and I t a l i a n comedy f o r 
i n s p i r a t i o n . L y l y can har d l y be c r e d i t e d as a major 
d i r e c t i n g f o r c e upon t h i s r e p e r t o r y , but he does suggest 
l a t e r developments, when, as i n the sub-plot o f Endimion. 
he deviated from the conventions of the c o u r t l y 
"Kenilworth" t r a d i t i o n . L y l y must be regarded as a 
d i s c e r n i n g and, w i t h i n l i m i t s , an adventurous p l a y w r i g h t , 
w i l l i n g t o experiment, and a l e r t t o trends which l a t e r 
blossomed when there was no need t o i n h i b i t comic i n v e n t i o n 
f o r f e a r o f o f f e n d i n g E l i z a b e t h . 

The c h i l d r e n ' s comedies w r i t t e n between the re-opening 
of the p r i v a t e t h e a t r e s and the death o f E l i z a b e t h may 
be c l a s s i f i e d i n t o f o u r groups, which w i l l be discussed 
i n t u r n . 
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The f i r s t batch c o n s i s t s o f plays r e l a t e d t o the 
I t a l i a n comic t r a d i t i o n : A l l Fools and May Day, by 
Chapman, and Marston's What You W i l l and Jack Drum's 
Entertainment. What lou W i l l i s r e p r e s e n t a t i v e o f t h i s 
group. The p l o t , a close adaptation o f Sforza d'Oddi's 
romantic i n t r i g u e comedy M o r t i v i v i . ( l ) concerns the 
schemes o f various l o v e r s f o r the hand o f a supposed 
widow, and tne ensuing confusion when her l o n g - l o s t 
husband r e t u r n s on the eve o f her wedding. . I t o f f e r s a 
l i v e l y a c t i o n w i t h v a r i e d characters, a s a t i r i c streak, 
and a l i b e r a l allowance o f f a r c e . 

His next pla y , Jack Drum's Entertainment, i s supposed 
t o take place i n Highgate, but, as Miss K.M. Lea has 
pointed out, the mechanics o f the p l o t have been annexed 
from the stock imbroglios o f the I t a l i a n Commedia d e l l ' 
a r t e . ( 2 ) The m o t i f s o f f r a u d and d i s g u i s e , the feigned 
death and the ruse o f the l o v e r i n a sack, together w i t h 
the main comic f i g u r e s , obviously d e r i v e from t h i s t r a d i t i o n . 
The characters are invested w i t h p e c u l i a r l y English t r a i t s 
i n order t o give added p o i n t t o the s a t i r e . His braggart 
c o u r t i e r had been foreshadowed by S i r Tophas, but, i n 
comparison w i t h L y l y ' s comedy, Marston g r e a t l y increased 
the number and prominence o f such h y b r i d E n g l i s h - I t a l i a n 
characters by making an i n t r i g u e p l o t the basis o f a whole 
play. 

1. Marston, Plays, ed. H.Harvey Wood, i i , p. xx. 
2. K.M. Lea, I t a l i a n Popular Comedy. Oxford, 1934, i i , 

pp. 419-237 
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Chapman, who wrote f o r the r i v a l p r i v a t e t h e a t r e 
at St. Paul's, fo l l o w e d a s i m i l a r course. He based 
Mav Day on the famous I t a l i a n play Alessandro. by 
P i c c o l o m i n i , ( l ) s l i g h t l y modifying the a c t i o n and 
a n g l i c i z i n g the characters. The f i g u r e o f Alessandro 
i s converted i n t o a c o l o u r f u l Elizabethan c a v a l i e r , and 
Q u i n t i l l i a n o , l i k e S i r Tophas, i s an English miles 
g l o r i o s u s . who e x i s t s t o be duped and made a laughing­
stock. The i n v o l v e d romantic s t o r y d i s p l a y s few a f f i n i t i e s 
w i t h L y l i a n comedy; instead , i t continues the mode o f 
court comedy represented by Munday's The Two I t a l i a n 
Gentlemen - t h a t o f copying a well-known I t a l i a n source. 
L y l y v a c i l l a t e d i n h i s use o f I t a l i a n comedy, and always 
as s i m i l a t e d f o r e i g n i n f l u e n c e s i n t o h i s own c h a r a c t e r i s t i c 
manner. The r e a l forerunner o f t h i s group o f plays i s 
The Two I t a l i a n Gentlemen. 

Chapman may have o r i g i n a l l y w r i t t e n A l l Fools f o r 
the Admiral's, but the v e r s i o n t h a t has come down t o us 
was re v i s e d f o r peformance at B l a c k f r i a r s c. 1603-4(2). 
The s t o r y i s based on the p l o t s o f Terence's 
Heautontimorumenos and Adelphi. (3) the characters., t o o , 
are r e l a t e d t o the stock types o f L a t i n Comedy. Gostanzo 
i s a c r u s t y Terentian f a t h e r , but V a l e r i o , h i s p r o d i g a l 
son, i s portrayed as an Elizabethan g a l l a n t . Davus, 
the i n t r i g u i n g slave, i s transformed i n t o Rinaldo, 
a q u i c k - w i t t e d younger b r o t h e r , and the courtesan 

1. P a r r o t t , o p . c i t . . p.732. 
2. Chambers, o p . c i t . , i i i , p.252. 
3. P a r r o t t , o p . c i t . . p.702. 
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int o a s e c r e t wife. Thus Chapman has contrived to 
cr e a t e an atmosphere of E l i z a b e t h a n r e a l i s m . The 
comedy focuses on the uneven path of t r u e love and the 
ingenious hoaxes i n f l i c t e d on parents by t h e i r c h i l d r e n . 
Into t h i s frame-work i s incorporated a s a t i r i c a l s k etch 
of humours developed through amusing s i t u a t i o n s i n the 
manner of cionson. The s t r i c t , m i s e r l y Gostanzo i s 
t r i c k e d out of h i s s e n i l e f o l l y , and Cornelio, an u p s t a r t 
gentleman and j e a l o u s husband, and Dariotto, an a f f e c t e d 
c o u r t i e r , are made to d i s p l a y t h e i r fatuous behaviour 
and submit to a programme of s a t i r i c a l c o r r e c t i o n . The 
presence of s a t i r i c and romantic m a t e r i a l i n a frame-work 
of L a t i n i n t r i g u e f i r s t occurs i n The Case i s Alt e r e d . 
( c . 1597). Mother Bombie ( c . 1590), i s a l s o a quasi^romantic. 
c r o s s between Roman and E l i z a b e t h a n comedy, but although 
both d r a m a t i s t s explore s i m i l a r t e r r i t o r y oonson's play 
corresponds more ne a r l y to A l l Fo o l s . 

I n the period under review t h e r e are d e f i n i t e 
i n d i c a t i o n s o f a r e a c t i o n against the l e i s u r e d i n t e l l e c t u a l 
d e l i g h t provided by L y l y ' s entertainments. The a m p l i f i e d 
o r a t i o n s with which h i s comedies abound are parodied i n 
s e v e r a l p l a y s . ( l ) A l l Fools i n d i c a t e s the growth of a 
t a s t e i n the p r i v a t e t h e a t r e s f o r l i v e l y f a r c i c a l a c t i o n s , 
c a r i c a t u r e and s a t i r e . Such new-fangled elements r a r e l y 
i n t r u d e i n t o the c o u r t l y m a t e r i a l of L y l y ' s comedies, and 

i were i n v a r i a b l y subordinate, or confined to h i s l a t e p l a y s . 
i i I 

i . i i • • i i i i i i 

i 1. Chapman, A l l Fools, ed. T.fl. P a r r o t t , I I I , i , 182-257 
and V, i i , 236-326. 
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His i n f l u e n c e on these four comedies was much l e s s 
than the impetus derived from Ben oonson and I t a l i a n 
models; however, h i s p l a y s can be seen to contain h i n t s 
of s e v e r a l f u t u r e trends. 

The p r a c t i c e of adapting f o r e i g n comedies, as 
Gascoigne, Munday, and to a l e s s e r extent L y l y had done, 
was only one expedient followed by the dr a m a t i s t s who 
rev i v e d the comic t r a d i t i o n of the p r i v a t e t h e a t r e s . 
S i r Gyle3 Goosecap and The Gentleman Usher, by Chapman, 
and Middleton's B l u r t Master Constable and The Old Law 
(which has the s i g n i f i c a n t secondary t i t l e of A New Way 
to P l e a s e You). abjure a s s i s t a n c e from abroad and r e l y 
more on the example of t h e i r n a t i v e predecessors, Jonson 
and L y l y . 

Middleton was one of the young dr a m a t i s t s r e c r u i t e d 
by the Paul's company to s e t i t on i t s f e e t a f t e r the 
f a i l u r e of t h e i r attempt to r e v i v e o l d plays.11; i n 
B l u r t Master Constable he invented a t h e a t r i c a l l y e f f e c t i v e 
romantic i n t r i g u e p l o t , studded with v a r i o u s comic f i g u r e s 
to provide amusing s i t u a t i o n s and scope f o r s a t i r e on 
a f f e c t e d behaviour. These q u a l i t i e s probably r e f l e c t 
c u r r e n t t a s t e f a i r l y a c c u r a t e l y . The p l o t develops along 
the l i n e s of the s u b s i d i a r y a c t i o n of Endimion. L a z a r i l l o , 
a pompous Spaniard, champion of Mars and Venus, i s attended 
by a t r i o of pages who s a u c i l y comment on h i s f a n t a s t i c 
decorum i n the same w i t t y s t y l e used by Epiton and h i s 

1. Chambers, o p . c i t . . i i i , p.437. 
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companions towards S i r Tophas.(l) He has an a f f a i r 
with a courtesan, Imperia, but w h i l s t paying a nocturnal 
v i s i t i s ignominiously p i t c h e d i n t o her c e l l a r . The 
d i v e r t i n g scenes where he encounters Constable B l u r t 
and h i s o f f i c e r s , { 2 ) were probably suggested by the 
r a t h e r s i m i l a r scene i n v o l v i n g the watch i n Endimion.(3) 
There i s other evidence that i viiddleton l e a r ned from 
L y l y : the lengthy l e c t u r e which L a z a r i l l o d e l i v e r s to 
the L a d i e s ( 4 ) i s p a r a l l e l e d by S y b i l l a ' s long homilies 
i n Sapho and Phao. and the precocious page boys i m i t a t e 
the wit and banter of L y l y ' s pages.(5) Their names, 
P i l c h e r , Doyt ( a small c o i n ) , and Dandipratt, are a 
source of quibbles, s i m i l a r to the puns on Halfpenny i n 
Mother Bombie. There i s one passage of E u p h u i s t i c prose(6) 
and s e v e r a l dances and L y l i a n songs.(7) Thus, although 
Middleton attached g r e a t e r importance to l i v e l y i n c i d e n t 
and an e f f e c t i v e romantic s t o r y , he r e t a i n e d d i s t i n c t i v e 
t r a c e s of the old-fashioned L y l i a n t r a d i t i o n . 

Middleton*s next comedy, The Old Law, may have been 
r e v i s e d by Rowley and Massinger,(8) but he almost c e r t a i n l y 
conceived the w i l d l y improbable p l o t , and the c a s t of 

1. Mddleton, B l u r t Master Constable, ed. A. Dyce, i , 
PP. 235-57. 

2. I b i d . , pp. 292-94. 
3. Endimion. IV, i i . 
4. B l u r t Master Constable, pp. 276-79. 
5. I b i d . . pp. 235-37 and 242-43-
6. B l u r t Master Constable, p. 231. 
7. I b i d . . p. 298. 
8. Chambers, o p . c i t . . i i i , p.438. 
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outrageous scoundrels. The play i s f u l l of scenes of 
l u s t , c a l l o u s n e s s and debauchery. Depravity and hypo c r i s y 
are t r e a t e d f a r c i c a l l y , and, although the delinquents 
are opposed by a group of v i r t u o u s c h a r a c t e r s , the 
r e s u l t i s an u n p l e a s a n t l y r a n c i d form of humour. I t i s 
p l a i n t h a t the c r i t e r i o n o f t a s t e amongst the patrons o f 
the p r i v a t e t h e a t r e s had been d r a s t i c a l l y transformed 
s i n c e the 1580*s. T h i s p a r t i c u l a r trend was not even 
f a i n t l y a n t i c i p a t e d by L y l y . The only correspondence 
with h i s comedies i s that a group of low-comedy f i g u r e s 
d u p l i c a t e the s i t u a t i o n s of the main p l o t , thus binding 
the two a c t i o n s by a s t r u c t u r a l device used i n Endimion.. 

When Chapman switched from s e r v i n g the Admiral's 
men to the p r i v a t e companies, i t was obvious t h a t he 
could no longer w r i t e the mixtures of adventure and 
f a r c e , such as The B l i n d Beggar of Alexandria, which had 
been acclaimed at the R o s e . ( l ) H i s f i r s t two p l a y s were 
derived from I t a l i a n comedies, but the f o l l o w i n g two, 
S i r Gyles Goosecap and The Gentleman Usher, owe a l l e g i a n c e 
to oonson and L y l y . 

The p l o t of S i r Gyles Goosecap i s very s l i g h t ; and, 
l i k e L y l y * s a c t i o n s , i s based on the balanced o r g a n i z a t i o n 
of groups ( i n t h i s case t h r e e k n i g h t s and three l a d i e s ) 
who, through the mischievous c o n t r i v a n c e s of a t r i o of 
pages, become engaged i n a s e r i e s of comical encounters. 

1. P a r r o t t , o p . c i t . . p.673-
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The r e s u l t resembles a c r o s s between the amusing 
scheming of Mother Bombie and a s a t i r i c a l p o r t r a y a l of 
amorous f o l l i e s s i m i l a r to L y l y ' s handling of the three 
f o r e s t e r s and nymphs i n Love's Metamorphosis. The c h i e f 
d i f f e r e n c e i s t h a t Chapman has abandoned the p a s t o r a l 
convention as a frame-work f o r h i s study of E l i z a b e t h a n 
manners. W i l l and Jack, who devise the comical s i t u a t i o n s , 
are r e l a t e d to the mocking pages of Endimion. T h e i r 
gusto f o r word play, wit combats, and impudent d e l i g h t 
i n o u t w i t t i n g t h e i r masters, i s w e l l i l l u s t r a t e d i n 
the opening scene. The s a t i r e on c o u r t s h i p , as i n 
L y l i a n comedy, i s designed to amuse the mind r a t h e r than 
provoke uproarious l a u g h t e r through s l a p s t i c k f a r c e or 
the i n c r e d i b l e convolutions of a p l o t . Although S i r Gyles 
Goosecap contains l i t t l e d i r e c t i m i t a t i o n of L y l y , t h e r e 
i s a v e r y general continuation of h i s s t r u c t u r a l method, 
prose dialogue, and l i g h t s a t i r i c a t t i t u d e towards l o v e . 

The Gentleman Usher strengthens the impression t h a t 
Chapman was aware of the L y l i a n t r a d i t i o n i n h i s e a r l y p l a y s . 
The f i r s t two a c t s contain many c h a r a c t e r i s t i c f e a t u r e s 
- frequent i n t e r l u d e s of song, dances, instrumental music 
and a pageant 'shew' - adornments u s u a l l y a s s o c i a t e d with 
c h i l d a c t o r s . However, an abrupt change occurs i n the 
l a s t t h r e e a c t s , which smack of the p o e t i c t r a g i - c o m i c 
s p i r i t of Beaumont and F l e t c h e r . The play suddenly t u r n s 
int o a romantic comedy of s e n s a t i o n a l adventure akin to 
the c u r i o u s The Thracian Wonder ( c . 1602), of unknown 
provenance. 
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I t should be becoming c l e a r that L y l i a n comedy 
made a s i g n i f i c a n t c o n t r i b u t i o n to the comic technique 
of s e v e r a l p l a y s w r i t t e n soon a f t e r the re-opening of 
the p r i v a t e t h e a t r e s . The emergence of a new t a s t e , 
g r o s s l y apparent i n The Old Law, a l s o appears i n The Dutch 
Courtesan, i n which Marston achieves a compromise by 
handling t r a d i t i o n a l themes i n a modern s p i r i t . A 
d e t a i l e d comparison between t h i s play and Endimion a f f o r d s 
an e x c e l l e n t opportunity to gauge the nature of the 
change i n comic f a s h i o n s . 

Marston's declared theme was to show'the d i f f e r e n c e 
betwixt the Love of a Curtezan, and a w i f e . ' ( l ) L y l y ' s 
comedy a l s o a n a l y s e s d i f f e r e n t conceptions of Love, but 
i n terms of an i d e a l i z e d c o u r t l y s o c i e t y . The Dutch 
Courtesan explores a b r u t a l world of bawds, b r o t h e l s 
and treacherous p r o s t i t u t e s , i n which the v i v i d l y r e a l i s t i c 
a c t i o n and c h a r a c t e r s are the means f o r an i n t e n s i v e 
study of sexual psychology. A b r i e f resume of the p l o t 
w i l l help to show where Marston's i n t e r e s t s l i e . 

Young F r e v i l has f o r sometime f r e e l y indulged i n 
l e c h e r y with Francesehina, a savage and compellingly 
b e a u t i f u l courtesan. H i s best f r i e n d , Malheureux, deplores 
t h i s promiscuity, but agrees to accompany him on a 
f a r e w e l l v i s i t to h i s m i s t r e s s on the eve of h i s b e t r o t h a l 
to the modest .Beatrice. The s t o i c a b s t a i n e r , i s h i m s e l f 
ensnared by the sex appeal of t h i s ' f a i r d e v i l ' , and 

. Marston, The Dutch Courtesan, ed. H.Harvey Wood, i i , p.69. 
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becomes a hopeless s l a v e to passion. Incensed by 
F r e v i l ' s d e s e r t i o n , the whore presents Malheureux 
with the a l t e r n a t i v e of foregoing h i s s a t i s f a c t i o n , 
or s l a y i n g h i s f r i e n d . He r e v e a l s h i s p l i g h t to 
F r e v i l , and they decide to f a b r i c a t e the murder. 
Fran c e s c h i n a double-crosses Malheureux, her t r e a c h e r y 
i s discovered, and, f o r her s i n s , she i s l e d o f f to 
'the extremest whip and j a i l e . 1 The moral argument 
pursues the f o l l o w i n g l i n e s . ( l ) F r e v i l always recognized 
that h i s p a s s i o n f o r F r a n c e s c h i n a v/as merely p h y s i c a l , 
l e a v i n g him f r e e to forsake her and d i s c o v e r the 'true 
love' of B e a t r i c e . Malheureux, the u p r i g h t man of f i r m 
abstinence, i s , through h i s unhappy experience, made to 
understand t h a t sexual d e s i r e i s n a t u r a l , and that i t i s 
best c o n t r o l l e d by being allowed a n a t u r a l o u t l e t so 
that i t w i l l not contaminate t r u e s p i r i t u a l love. T h i s 
i s Marston's wisdom. He a l s o , i n c i d e n t a l l y , shows t h a t 
love f o r a woman cannot compare with l o y a l t y to a f r i e n d . 

L y l y ' s Endimion cont a i n s an e q u a l l y p e r c e p t i v e 
a n a l y s i s of c o u r t l y love exposed to s i m i l a r s t r e s s e s . 
He c o n t r a s t s Endimion's past d e s i r e f o r the p h y s i c a l 
voluptuousness of T e l l u s , with h i s v i r t u o u s P l a t o n i c l o v e 
f o r Cynthia. Eumeiiides' choice between a s s i s t i n g Endimion 
and winning Semele a l s o i n t r o d u c e s a l o v e v e r s u s f r i e n d s h i p 
theme. Further, the main a c t i o n of Endimion i s generated by 
the a l l u r i n g and malignant p e r s o n a l i t y of T e l l u s , whose revenge 

1. My account of the moral theme of t h i s p l a y i s indebted 
to G. Cross, "The Dutch Courtesan Reconsidered", E.L.H. 
XXVII, (1960), pp. 3 0 - 4 3 . 
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f o r being j i l t e d r e s u l t s i n the hero's magic slumber. 
She, l i k e Pranceschina, i s the most powerfully r e a l i z e d 
f i g u r e i n the play. 

The e s s e n t i a l d i f f e r e n c e between the two comedies 
i s one of tone. Marston uses e n e r g e t i c language, 
f o r c e f u l c h a r a c t e r i z a t i o n , and melodramatic i n t r i g u e , 
i n a r e a l i s t i c s e t t i n g . His f u s i o n of i n t e l l e c t and 
strong emotion i s MJacobean" i n s p i r i t . L y l y ' s play, 
on the other hand, i s b a s i c a l l y an example of " E l i z a b e t h a n " 
comedy, 'a t a l e of the Man i n the Moone', enacted i n 
an atmosphere of c o u r t l y make-believe. His p l o t i s 
d e s u l t o r y , employing a l l e g o r y and p h i l o s o p n i c a l debates 
to a r t i c u l a t e the themes, r a t h e r than i n t e n s e dramatic 
c o n f l i c t s . The language of Endimion i s quaint and 
de c o r a t i v e , the whole conducive to a dreamy i n t e l l e c t u a l 
d e l i g h t . The Dutch.Courtesan, w r i t t e n over a decade l a t e r , 
c o n t a i n s no t r a c e s of the a r i s t o c r a t i c "Kenilworth" 
t r a d i t i o n which L y l y had used as a frame-work f o r h i s study. 

The comparison of these two p l a y s r e v e a l s only one 
aspect of the l i t e r a r y r e v o l u t i o n of the 1590's which 
l e d from Sidney to Donne; from Spenser to Marston 1s s a t i r e s ; 
and from A Midsummer Might's Dream to Measure f o r Measure. 
I t i s one purpose of t h i s chapter to d i s c o v e r the nature 
of t h i s change as i t a f f e c t e d comic decorum, and to 
d i s c o v e r whether there was, i n f a c t , an absolute d i s c o n ­
t i n u i t y between L y l y ' s p l a y s and the output which followed 
the re-opening of the p r i v a t e t h e a t r e s . 
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Chapman, i t w i l l be remembered, wrote The B l i n d 
Beggar of Alexandria and A Humourous Day's Mirth f o r 
Henslowe before he changed h i s a l l e g i a n c e . The former 
was the most popular p l a y of i t s s e a s o n . ( l ) He used 
a l a r g e c a s t i n a l i v e l y continuous a c t i o n c l o s e to 
f a r c e , and incl u d e d the novelty of a quick change a r t i s t . 
A Humourous Day's Mirth i s c h i e f l y remarkable f o r i t s 
a n t i c i p a t i o n of Jonson's "humour" p l a y s and the t o t a l 
absence of a romantic i n t e r e s t . The a c t i o n i s based on 
a half-comic and h a l f - s a t i r i c exposure of human f a i l i n g s . 
Lemot and L a v e l , l i k e Malicente, c o n t r i v e s i t u a t i o n s 
where the c h a r a c t e r s e x h i b i t the w i l d e s t excesses of 
t h e i r f o l l i e s and l a t e r achieve t h e i r reform. The fas h i o n 
of parading contemporary a f f e c t a t i o n s , diagnosed as 
humours, appeared s p o r a d i c a l l y i n Endimion and The 
Woman i n the Moon. Chapman applied t h i s i d e a s y s t e m a t i c a l l y 
to h i s e n t i r e l i s t of c h a r a c t e r s and invented a v i r t u a l l y 
nevr comic method o f c o n t r o l l i n g h i s a c t i o n . The prose 
dialogue bet r a y s e x t e n s i v e L y l i a n i n f l u e n c e s . 

One play remains to be di s c u s s e d : Marston's 
H i s t r i o m a s t i x . a r e v i s i o n of an anonymous play of the same 
name, probably f i r s t acted c. 1590 at the Inns of Court.(2) 
The progress of the a c t i o n through s i x stages, each 
dominated by a d i v i n e power, corresponds to the o v e r - a l l 
design of The Woman i n the Moon. The theme i s the c y c l i c 

1. P a r r o t t , o p . c i t . . p.673* 
2. Chambers, o p . c i t . . i v , p. 18. 
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progression of s o c i e t y through times of Peace, Plenty, 
P r i d e , Envy, War and Poverty. These a b s t r a c t i o n s are 
represented by a l l e g o r i c a l f i g u r e s who s u c c e s s i v e l y , 
p r e s i d e over and i n f l u e n c e the a c t i o n , which concerns 
the fortunes of S i r O l i v e r Owlet's p l a y e r s , and v a r i o u s 
groups of nobles, c i t y wives, merchants and lawyers. 
Peace breeds p a r a s i t e s , who t h r i v e i n a time of Plenty; 
the ensuing P r i d e causes c i v i l s t r i f e , which brings 
Poverty; t r a n q u i l l i t y i s f i n a l l y r e s t o r e d when E l i z a b e t h 
begins her r e i g n . 

The a l l e g o r i c a l f i g u r e s provide o c c a s i o n f o r pageantry 
and formal o r a t i o n s s i m i l a r to the s p e c t a c l e s and speeches 
of P e e l e ' s Arraignment or L y l y ' s comedies. The a c t i o n 
contains many songs and "shews"; such as, a Morris dance, 
a Masque, a song of harvest f o l k with a tabl e a u o f Ceres, 
Pluto and Bacchus. Thus, the a c t i o n i s c a r r i e d on amidst 
the apparatus of an a l l e g o r i c a l court show i n c l u d i n g a 
compliment to E l i z a b e t h . There appear to be no d i r e c t 
borrowings from L y l y , n e v e r t h e l e s s , H i s t r i o m a s t i x d i s p l a y s 
i n t e r e s t i n g a f f i n i t i e s with the c o u r t l y t r a d i t i o n . The 
play i s something of a mongrel between the two periods of 
p r i v a t e comedy. I t r e t a i n s obvious c h a r a c t e r i s t i c s of 
the L y l i a n t r a d i t i o n , such as the p l o t machinery, the 
mythological f i g u r e s , and the trappings of song and 
'p l e a s i n g shews,' but, Crisogauus, the s c h o l a r , who broods 
over the f o l l i e s o f the world, i s a thoroughly tionsonian 
c h a r a c t e r . The c a s t of mortals, too, belong to the 
l a t e r period of r e a l i s t i c s a t i r e . T h i s two-faced 
complexion, perhaps helps to e x p l a i n why H i s t r i o m a s t i x 
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was one of the e a r l i e s t p l a y s staged by the new managers 
of Pa u l ' s , anxious to please as many shades of t a s t e 
as p o s s i b l e . 

I t i s time to summarize. The many d i f f e r e n t p o i n t s 
of contact between L y l y and l a t e r p r i v a t e comedy show 
t h a t i n s p i t e of h i s s p e c i a l i z a t i o n he p a r t i c i p a t e d i n 
most of the important comic developments of h i s age. He 
emerges as a v e r s a t i l e man of l e t t e r s , a l e r t to modern 
c u r r e n t s of t a s t e , and one whose a r t i s t i c standards 
were respected. When the new generation of c h i l d r e n ' s 
p laywrights were h e s i t a n t l y r e - f o r m u l a t i n g the lapsed 
t r a d i t i o n 'to sute the humorous ages backs,' many of 
them appear to have studied h i s comedies before w r i t i n g 
t h e i r own. As a major d i r e c t i n g f o r c e he was not com­
parable to Jonson, but he c l e a r l y l e f t h i s stamp on 
such e a r l y p l a y s as S i r Gyles Goosecap. B l u r t Master 
Constable-and The Gentleman Usher. The elegant a r i s t o c r a t i c 
entertainments of the "Kenilworth" t r a d i t i o n , which he 
had transformed i n t o c u l t u r e d High Comedy, was outmoded 
when the p r i v a t e t h e a t r e s re-opened, but s a t i r e on 
contemporary manners ( u s u a l l y mild i n L y l y ) , r a p i d l y 
gained i n p o p u l a r i t y . Apart from the page boys and 
S i r Tophas, h i s t y p i c a l c h a r a c t e r s mostly disappeared and 
h i s formally organized p l o t s were supplanted by more 
ev e n t f u l romantic i n t r i g u e s . 

Cynthia's Revels i s an i s o l a t e d example of p r i v a t e 
comedy e s p e c i a l l y w r i t t e n to impress the court and a l s o 
produced on the London stage a f t e r 1600. I t i s a l s o 
i s o l a t e d i n i t s v i r t u a l l y complete c o n t i n u i t y with the 
L y l i a n comic t r a d i t i o n . 
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Af t e r some p r e l i m i n a r y experimenting, the 
" c o t e r i e " d r a m a t i s t s r e a l i z e d that the comic formulae 
they had i n h e r i t e d from L y l y were u n s u i t e d f o r t h e i r 
modern needs. They solved t h e i r a r t i s t i c problem by 
w r i t i n g comedies based on romantic i n t r i g u e p l o t s , 
c o n t a i n i n g comic c h a r a c t e r s and amusing episodes, 
generously l a c e d with s a t i r e and bawdy j o k e s . 

A f t e r 1600 the demand for. p a s t o r a l - m y t h o l o g i c a l 
a l l e g o r i e s combined with High Comedy which, f i f t e e n 
y e a r s e a r l i e r , had delight e d audiences at B l a c k f r i a r s , 
became confined to s p e c i f i c a l l y a r i s t o c r a t i c o ccasions 
such as the amateur Percy catered f o r . L y l y ' s manner 
and i n t e r e s t s had been so p e r f e c t l y attuned to the t a s t e 
of the contemporary c o u r t - o r i e n t a t e d s o c i e t y that i t 
was i n e v i t a b l e h i s comic mode would r e q u i r e d r a s t i c 
remodelling to maintain i t s v i t a l i t y . L y l y ' s p r e s t i g e , 
however, was so considerable that the young dra m a t i s t s 
i n i t i a l l y t r i e d to a s s i m i l a t e h i s kind o f comedy w h i l s t 
responding to the more fash i o n a b l e demand f o r I t a l i a n a t e 
and Jonsonian f a r e . 
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