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A comedie hath in his gynnyng, At prime face, a manner compleynyng, And
afterward endeth in gladnes; And it (th)e dedis only doth expres Of swiche as
ben in povert plounged lowe; But tragidie, who so list to knowe, It begynneth in
prosperite, And endeth ever in adversite; And it also doth (th)e conquest trete
Of riche kynges and of lordys grete, Of my(gh)ty men and olde conquerou(ri)s,
Whiche by fraude of Fortunys schowris Ben overcast & whelmed from her

glorie. (Troy Book, II, v. 847-59 5 )
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2 SOLDIER O, fool, how fares thou now ? Foul mote thee fall ! 3 SOLDIER Now
because he our king gan him call, We will kindly him crown with a briar. (The
Tilemakers · Christ before Pilate 2 : The Judgement 6 , ll. 387-389)

Whom best I love I cross; to make my gift, The more delay'd delighted.



Cymbeline , 5. 5. 195-196)
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He is also, as far as the English theatre is concerned, a personification of the
tragi-comic spirit : a creation far removed from the neo-classical world of Guarini
7 .

[…].enough evidence has emerged by now to make it seem probable to scholars
today that the Reformation played a far more important role in giving English
drama of the Elizabethan and Jacobean era its distinctive shape and particular
quality than did the examples of classical antiquity and Renaissance Italy. The
time has thus come now to claim that any careful reading of the evidence relating
to English religious drama between the late tenth and the early sixteenth
centuries reveals unmistakably that as drama existed to postulate and propagate
Roman Catholic doctrine, so that drama inevitably drew its structure from
doctrine; and granted a doctrine of redemption obtainable through repentance,
this drama was thus, inescapably, tragi-comic. And later comedy and tragedy
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must thus be regarded as grafts upon this native root-stock, imposed somewhat
awkwardly, by a relatively small but very articulate and influential group of
bookmen 10 .

[…] la position historique et la fonction sociale des œuvres littéraires au point de
rencontre de la synchronie (système des relations entre genres, thèmes et
personnages) et de la diachronie (relation avec les traditions antérieures et
postérieures) 12 .
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[…]l'émergence, à partir de la fin des années 1570, du terme morall employé
comme substantif, pour décrire un certain nombre de pièces ayant des
caractéristiques communes et que les historiens considèrent comme des
moralités tardives. Ses références proviennent des registres des Menus Plaisirs,
de citations de Greene , de Nashe et de Willis dans sa fameuse description d'une
pièce perdue : The Cradle of Security (circ. 1570) 24 . Les pièces intitulées : Three
Lords and Three Ladies of London (1589), et Two Wise Men and All the Rest
Fools (1619) se désignent elles-mêmes à l'aide du substantif morall 25 . Dessen
dénombre plusieurs citations entre 1590 et 1620 dans lesquelles allusion est faite
à des pièces comme étant des moralls. 26
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Le fondement étymologique de ludere, si le mot peut être utilisé à propos des
bats des poissons, du vol folâtre des oiseaux, du clapotis de l'eau, ne paraît pas
résider dans le domaine du mouvement rapide, comme tant de vocables ludiques,
mais bien plutôt dans celui du non-sérieux, de la feinte, de la moquerie. Ludus,
ludere comprend le jeu enfantin, le délassement, la compétition, la représentation
liturgique et, de façon générale, scénique, le jeu de hasard. Dans l'expression
lares ludentes il signifie "danser". La notion de "revêtir l'apparence de" semble
au premier plan. De même, les compositions alludo, colludo, illudo sont toutes
orientées vers l'idée de l'irréel, du fallacieux. Ludi s'écarte de ce point de départ
sémantique au sens des jeux publics, qui acquirent une place si importante dans
la vie romain ; de même, ludus , au sens d'école : l'un parti de la signification de
compétition, l'autre probablement de celle d'exercice 27 .
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The first of these rules was that since the stage action was itself a game, it was
not "in earnest": in other words it was a fiction, a convenient pretence through
which the author, or "maker" as he was known, was enabled to comment on
human existence, explain man's motives for his actions, and discuss the
consequences. The second of these rules was that this commentary should be
conducted within the orthodox beliefs of Roman Catholicism. The third was that
the scenic, costume and acting conventions of the stage must allow the
playmaker complete freedom of movement in time and space, uninhibited by
considerations of verisimilitude. Thus the make-believe aspect of any form of
drama was openly admitted and fully exploited 28 .

[...] a dramatic or mimic representation, usually of a light or humorous character,
such as was commonly introduced between the acts of the long mystery-plays or
moralities, or exhibited as part of an elaborate entertainment 29 .

It seems to have been applied to plays performed by professional actors from the
time of Edward IV onwards. Its origin is doubtless to be found in the fact that
such plays were occasionally performed in the intervals of banquets and
entertainments, which of course would have been out of the question in the case
of religious plays proper 30 .



But it would be possible here to raise a new question, namely, what actually is
such a mixture as tragicomedy ? I answer that it is the mingling of tragic and
comic pleasure, which does not allow hearers to fall into excessive tragic
melancholy or comic relaxation. From this results a poem of the most excellent
form and composition, not merely fully corresponding to the mixture of the
human body, which consists entirely in the tempering of the four humors,[ ...] 34
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Tandis que je parle je prends toujours en compte le fond aperceptif sur lequel ma
parole sera reçue par le destinataire, le degré d'information que celui-ci possède
sur la situation, ses connaissances spécialisées dans le domaine de l'échange
culturel donné, ses opinions et ses convictions, ses préjugés (de mon point de
vue), ses sympathies et ses antipathies, etc.— car c'est cela qui conditionnera sa
compréhension responsive de mon énoncé. 37
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In learned circles it was, up to the eighties, a question whether English was fit to
be used at all for any but practical everyday affairs .... Quite suddenly, towards
the end of the fifteen eighties, apologies for the rude, barbarous, base, vile,
barren and 'misorned' vulgar tongue gave way to triumph 40 .

In fine, I beseech all to gether (if so it might be) to beare with my rudenes, and
consider the grosenes of our owne Countrey language, which can by no meanes
aspire to the high lofty Latinists stile. 41

La conscience linguistique, en parodiant le discours et les styles directs, en
cherchant à tâtons ses limites, ses côtés comiques, en révélant son aspect
typique, se plaçait en dehors de ce discours direct et de tous ces procédés
figuratifs et expressifs. Un nouveau mode d'élaboration créatrice du langage
naissait : l'écrivain apprend à le regarder de l'extérieur, avec les yeux d'un autre,
du point de vue d'un autre langage, d'un autre style possibles. 42

L'auteur d'un discours direct — épique, tragique, lyrique — a affaire à l'objet qu'il
célèbre, représente, exprime, et à son langage propre, considéré comme
instrument unique et parfaitement approprié à la réalisation de son dessein direct
objectal. Ce dessein, et sa composition thématique et objectale, sont
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inséparables du langage direct du créateur : ils sont nés, ils ont mûri dans son
langage à lui dans le mythe national, qui l'imprègne, dans la tradition nationale. 43

[...] elle s'oriente autant sur l'objet que sur le discours d'un autre qui le parodie ,
discours qui devient alors représentation, et se produit cette distance entre le
langage et la réalité dont nous avons parlé. Et le langage qui paraissait un dogme
absolu, tant qu'il était emprisonné et soumis à un unilinguisme obtus, devient
hypothèse de travail, pour accéder à la réalité et l'exprimer. 44

A cette époque, [au Moyen Age], la parole “d'un autre” jouait un rôle grandiose :
la citation était claire, respectueuse avec insistance, semi-voilée, occulte,
mi-consciente, inconsciente, exacte, gauchie à dessein ou non, réinterprétée
volontairement, et ainsi de suite... 47



Words are regarded by the author to be of at least equal importance with deeds
as tangible tokens of an individual's state of mind.
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I pray you heartily, worshipful clerk ! To have this English made in Latin : 'I have
eaten a dishful of curds, And I have shitten your mouth full of turds. (v. 128-131)

MERCY Avoid, good brother ! ye been culpable To interrupt thus my talking
delectable. (v. 63-64)

For men believe that their reason governs words, but it is also true that words
react on the understanding, and this it is that has rendered philosophy and the
sciences sophistical and inactive. Now words, being commonly framed and
applied according to the capacity of the vulgar, follow those lines of division
which are most obvious to the vulgar understanding. And whenever an
understanding of greater acuteness or a more diligent observation would alter
those lines to suit the true divisions of nature, words stand in the way and resist
the change. 52

I discommend the vicious guise — I pray have me excused I need not speak of it
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: your reason will tell it you : Take that is to be taken, and leave that is to be
refused ! (v. 182-184)

Ye say true, sir ! Ye are no faitour ; I have fed my wife so well till she is my
master I have a great wound on my head ! lo ! and theron lieth a plaster ; And
another — where I piss my peson And my wife were your horse, she would you
all to-banne. (v. 244-249)

There are also Idols 53 formed by the intercourse and association of men with
each other, which I call Idols of the Marketplace on account of the commerce and
consort of men there. For it is by discourse that men associate, and words are
imposed according to the apprehension of the vulgar [the common
understanding]. And therefore the ill and unfit choice of words wonderfully
obstructs the understanding. Nor do the definitions or explanations wherewith in
some things learned men are wont to guard and defend themselves, by any
means set the matter right. 54



God will prove you soon ; and, if that ye be constant, Of His bliss perpetual ye
shall be partner. (v. 282-283)

I would your mouth and his arse, that this made, Were married junctly together !
(v. 345-346)



I shall convict them, I hope, every one — Yet I say amiss ; I do it not alone —
With the help of the grace of God I resist my fone. And their malicious heart(s).
(v. 404-407)

[…]your reason will tell it you : Take that is to be taken, and leave that is to be
refused ! (v. 183-184)

I [will] prove by reason they be worse than beasts : A beast doth after his natural
institution ; Ye may conceive by their disport and behaviour, Their joy and
delight is in derision Of their own Christ, to His dishonour. This condition of
living, it is prejudicial ; Beware thereof ! it is worse than any felony or treason.
How may it be excused before the Judge of [us] all When, for every idle word, we
must yield a reason ? (v. 164-172)





YOUTH And whan I see misdoinge men, Good counsell I shall geve them, And
exorte them to amende. (v. 769-71)



PITY Now Jesu the gentle, that brought Adam fro hell, Save you all, sovereigns,
and solace you send : And of this matter that I begin to tell, I pray you of
audience, till I have made an end : For I say to you, my name is Pity, That ever
yet hath been man's friend. In the bosom of the second person in Trinity I
sprang as a plant, man's miss to amend ; You for to help I put to my hand : [...]
For all that will to heaven needs must come by me, Chief porter I am in that

heavenly city, And now will I here rest me a little space, Till it please Jesu of his
grace Some virtuous fellowship for to send. (v. 1-9 ; 28-32)
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Revivre ce temps-là, le réintégrer le plus souvent possible, assister de nouveau
au spectacle des œuvres divines, retrouver les Êtres Surnaturels et réapprendre
leur leçon créatrice est le désir qu'on peut lire comme en filigrane dans toutes les
réitérations rituelles des mythes. 63

The Vice who makes pastime within an interlude cannot be dissociated from the
Vice who is given a function within the festival. The boundary between interlude
and festival was never rigidly defined. A Lord of Misrule would often set up plays
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in the course of his carnivalesque reign : [...] Until such time as the 'play' was
isolated and redefined as a work of art, the Vice had the task of ensuring that no
boundary emerged between the play and the playful context of its performance. 65





PERSEVERANCE And look that ye forget not repentance, Then to heaven ye
shall go the next way, Where ye shall see in the heavenly quere The blessed
company of saints so holy, That lived devoutly while they were here : Unto the
which bliss I bessech God Almighty To bring there your souls that here be
present, And unto virtuous living that ye may apply, Truly for to keep His
commandments ; Of all our mirths here we make an end, Unto the bliss of
heaven Jesus your souls bring. (Hickscorner , v. 194-195)
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Le signe, s'il est soustrait aux tensions de la lutte sociale, s'il paraît être à l'écart
de la lutte des classes, s'étiolera immanquablement, dégénérera en allégorie ,
deviendra l'objet d'étude pour la société. La mémoire de l'histoire de l'humanité
est pleine de ces signes idéologiques défunts, incapables de constituer une
arène pour l'affrontement des accentuations sociales vivantes. C'est seulement
dans la mesure où le philologue et l'historien en conservent la mémoire, qu'il
subsiste encore en eux quelques lueurs de vie. 70



BARNABAS Man is prone to evil from his youth did he say, Which sentence may
well be verified in us Myself, my brother, and sister Dalilah, (v. 27-29)

[...] d'un côté le tableau, où bientôt les figures se mettent à parler, (sans cesser
toutefois de côtoyer des figurations peintes, sculptées, donc immobiles et
muettes), et d'un autre côté le présentateur, prolocuteur explicateur, qui, lui, voit
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l'ensemble du tableau et peut en donner la signification globale au-delà de ce que
pourrait dire ou comprendre les acteurs individuels. En fait c'est lui qui a le
rapport avec le public pour lequel le spectacle est monté, c'est par son
truchement que s'établit ce contact. 75
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Femme je suis povrette et ancïenne Qui rien ne sçay ; oncques lettres ne leuz.
Au moustier voy, dont suis paroissienne, Paradiz paint, ou sont harpes et luz,
Et ung enfer ou dampnez sont boulluz; L'un me fait paour, l'autre joye et liesse.

78
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Þe first is Þe story, evene as Þe wordis shulden tokne Þe secunde wit is
allegorie, Þt fyguriÞ Þyng Þt men shuldyn trew Þe Þridde wit is troÞologik, Þt
bitokneÞ wit of vertues Þe fourÞe is anagogik, Þt bitokneÞ Þyng to hope in blis 84
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Nulle chose n'est trop humble pour figurer le sublime et le glorifier. [...] tout sert à
élever la pensée vers ce qui est éternel; [...] 87

Pour l'esprit primitif, tout ce qu'on peut nommer est une entité et prend une figure
qui se projette sur le ciel. Cette figure, dans la plupart des cas, sera la forme
humaine. 88

Tout réalisme, au sens scolastique, mène à l'anthropomorphisme. Après avoir
attribué à l'idée une existence réelle, l'esprit voudra voir cette idée vivante et ne le
pourra qu'en la personnifiant. Ainsi naît l'allégorie . Elle n'est pas la même chose
que le symbolisme. Celui-ci constate un rapport mystérieux entre deux idées,
l'allégorie donne une forme visible à la conception de ce rapport. Le symbolisme
est une fonction très profonde de l'esprit. L'allégorie est superficielle. Elle aide la
pensée symbolique à s'exprimer mais elle la compromet en même temps en
substituant une figure à une idée vivante. La force du symbole s'épuise dans
l'allégorie. 89
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For it was absolutely decisive for the development of this mode of thought that
not only transitoriness, but also guilt should seem evidently to have its home in
the province of the idols and of the flesh. The allegorically significant is
prevented by guilt from finding fulfillment of its meaning in itself. Guilt is not
confined to the allegorical observer, who betrays the world for the sake of
knowledge, but it also attaches to the object of his contemplation. This view,
rooted in the doctrine of the fall of the creature, which brought down nature with
it, is responsible for the ferment which distinguishes the profundity of western
allegory from the oriental rhetoric of this form of expression. 90





I may choose whether I do good or ill ; But for all that I will do, as me list : (p.
154)

What, death, and he were here, he should sit by thee ; Trowest thou, that he be
able to strive with us three ? Nay, nay, nay. (p. 170)

FREEWILL What, ye daws, would ye reed me For to lese my pleasure in youth
and jollity, To bass and kiss my sweet trully mully, As Jane, Kate, Bess, and
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Sybil ? I would that hell were full of such prims, Then would I renne thither on
my pins, As fast as I might go. (p. 170)

But when my fetters on my legs did ring, I was not glad, perde ; (p. 179)

There are others who move about, unable to remain in one place : they appear
now here, now there, running to and fro without ceasing. These are like the
people of whom it is said in Jeremiah 14, 'They love to move about and never rest
and the Lord is not pleased with them.' Blessed Benedict calls them gyrovagi . 95

The actor would be tempted to abandon the formal style and to cultivate instead
one which was conspicuously undignified, and one which invited the audience to
perceive that he was crossing the boundary separating the permitted from the
forbidden. 96

FREEWILL What God Almighty, by God's fast at Salisbury, And I trow Easter-day
fell on Whitsunday that year, There were five score save an hundred in my
company, And at petty Judas we made royal cheer, There had we good ale of
Michaelmas brewing ; There heaven-high leaping and springing, And thus did I
Leap out of Bordeaux unto Canterbury, Almost ten mile between. (p. 181-182)

FREEWILL Avaunt, caitiff, dost thou thou me ! I am come of good kin, I tell thee !
My mother was a lady of the stews' blood born, And (knight of the halter) my
father ware an horn ; Therefore I take it in full great scorn, That thou shouldest



thus check me. (p. 180)

Our Lord now will show thee His mercy, A new name thou need none have ; For
all that will to heaven high, By his own freewill he must forsake folly, Then is he
sure and safe (p. 187)

PITY The peril now no man dread will ; All is not God's law that is used in land ;
Beware will they not, till death in his hand Taketh his sword, and smiteth

asunder the life vein, And with his mortal stroke cleaveth the heart atwain : They
trust so in mercy, the lantern of brightness, That no thing do they dread God's
rightwiseness. (p. 152)



IMAGINATION No thing dread I so sore as death, Therefore to amend I think it
be time ; (p. 193)

But I will show you why I came to this land For to preach and teach of God's
sooth saws, Ayenst vice that doth rebel ayenst him and his laws. (p. 149)

No armour so strong in no distress, Habergem, helm, ne yet no Jeltron, To fight
with Satan am I the champion, That dare abide, and manfully stand.

For I am named good Perseverance, That ever is guided by virtuous governance
; I am never variable, but doth continue, Still going up the ladder of grace, (p.
150)
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As those who lose their footing turn somersaults in their fall, so would the
allegorical intention fall from emblem to emblem down into the dizziness of its
bottomless depths, were it not that, even in the most extreme of them, it had so to
turn about that all its darkness, vainglory and godlessness seems to be nothing
but self-delusion. 98
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[…] are emancipated from any context of traditional meaning and are flaunted as
objects which can be exploited for allegorical purposes" 101 .

BARNABAS Ye seem to repent; but I doubt whether For your sins or for the
misery ye be in ! Earnestly repent for your sin rather, For these plagues be but
the reward of sin. (v. 331-334)

She lamented of her sins to her dying day : To repent and believe I exhorted her
always ; Before her death she believed, that God of his mercy For Christ's sake
would save her eternally (v. 513-516)
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If you do even so, ye need not despair, For God will freely remit your sins all,
Christ hath paid the ransom - why should ye fear To believe this and do well? To

God for grace call ! (v. 517-520)

What shall we have, that can and will do this ? After this life everlasting bliss.
Yet not by desert, but by gift, iwis, There God make us all merry ! (v. 569-572)

Ce détournement s'exprime à travers le langage musical et l'utilisation de
l'élément musical dans un contexte émotionnel et dramatique annonçant un
déséquilibre. [...] Une fois ce détournement effectué, comme un tribut payé aux
vices et aux puissances du mal, et après une quête ou un repentir, l'harmonie
céleste reprend ses droits. Ainsi la musique se fait l'expression spectaculaire et
dramatique d'une des préoccupations essentielles du théâtre Tudor : le retour à
l'ordre établi, religieux ou politique, après une période d'erreur et de confusion,
retour qui n'est autre que le passage de la discorde à l'harmonie 102 .
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And whereas, you say, there are good examples to be learned in them : truly, so
there are ; if you will learn falsehood; if you will learn cozenage ; if you will learn
to deceive ; if you will learn to play the hypocrite, to cog, to lie and falsify ; if you
will learn to jest, laugh and fleer, to grin, to nod and mow ; if you will learn to play
the Vice, to swear, tear and blaspheme both heaven and earth ; if you will learn to
deride, scoff, mock and flout, to flatter and smooth ; if you will learn to play the
whoremaster, the glutton, drunkard, or incestuous person ; if you will learn to
become proud, haughty and arrogant ; and finally, if you will learn to contemn
God and all His laws, to care neither for Heaven nor Hell, and to commit all kind of
sin and mischief. 107
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I signify one That with both hands finely can play. (v. 150-151)

Mary cause had I none But only yt ys my guyse Whan I se an other man aryse
Or fare better than I Than must I chafe and fret for yre And ymagyn wyth all my

desyre To dystroy hym vtterly (part II, v. 931-37) 114
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As figures be the inftruments of ornament in euery language, fo be they alfo in
aforte abufes or rather trefpaffes in fpeach, becaufe they paffe the ordinary limits
of common vtterance, and be occupied of purpofe to deceiue the eare and alfo
the minde, drawing it from plainneffe and fimplicitie to a certaine doubleneffe,
whereby our talke is the more guilefull and abufing, for what els is your Metaphor
but an inuerfion of fence by tranfport; your allegorie by a duplicitie of meaning or
diffimulation vnder couert and darke intendments : one while fpeaking obfcurely
and in riddle called Aenigma : another while by common prouerbe or Adage
called Paremia : then by merry skoffe called Ironia: then by bitter tawnt called
Sarcafmus : then by periphrafe or circumlocution when all might be faid in a word
or two: then by incredible comparifon giuing credit, as by your Hyperbole, and
many other waies feeking to inueigle and appaffionate the mind 120 :



Gog's wounds, what art thou that with us dost mell ? Thou seemest to be a
soldier, the truth to tell ; Thou seemest to be harnessed, I cannot tell how. (v.
178-180)



Ha ! my name ? My name would you so fain know ? Yea, iwis, shall ye, and that
with all speed : I have forgot it, therefore I cannot show. Ha ! ha ! now I have it, I
have it indeed. (v. 146-149)



127

Ye are unwise if ye take not time while ye may : If ye will not now, when ye would
ye shall have nay. (v. 316-318)

Because of their oral matrix as 'sayings', they suggest speech without a speaker,
an utterance of universal application that can function with various metaphoric or
parabolic associations. [...] Just as the proverb has no single divine authority, but
is spoken in response to specific situations, marginal imagery likewise lacks the
iconographic stability of a religious narrative or icon. The knight and snail motif
is drawn in the pattern-book (c.1230) of Villard d'Honnecourt ready to be placed
into a variety of contexts, where it will work in different ways and mean different
things. The medieval artist's ability was measured not in terms of invention, as
today, but in the capacity to combine traditional motifs in new and challenging
ways 127 .

As he for the good deed on the judge was commended, For all his deeds else he
is reprehended. The most evil-disposed person that ever was, All the state of his
life he would not let pass ; (v. 611-614)

In the meantime live quietly, do not with him deal. So shall it redound much to
your weal. (v. 640-641)



How like ye now, my masters ? Doth not this gear cotton ? The proverb old is
verified : soon ripe, and soon rotten ! (v. 694-695)

How now, noble king ? pluck up your heart ! What, will you die, and from us
depart ? Speak to me an' ye be alive ! He cannot speak. But behold, now with
Death he doth strive. Alas, good king ! alas, he is gone ! The devil take me if for
him I make any moan. (v. 1166-1171)
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Ainsi, les événements de la vie devenaient de beaux spectacles ; la douleur et la
joie étaient costumées et maquillées de façon pathétique et théâtrale. Les
moyens manquaient pour exprimer les émotions de manière simple et naturelle.
Le sentiment ne pouvait atteindre à ce haut degré d'expression auquel l'époque
aspirait que par la représentation esthétique. 134

[...] a vivid sense of contrast, extravagant flights of romantic fantasy
counterpointed by a hard-grained streak of realism, and an ability to perceive the
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whole natural world in terms of game or play ; 136

The unique distinction of drama as an Art is that it appeals to eye and ear
simultaneously. The emotions of the recipient are open to assault through two
senses at once and, as his emotional temperature rises, the auditor-spectator has
the focal length of his imagination steadily enlarged to a point where the mind
may perceive truth, meaning, reality, unobtainable by processes of the intellect
alone 137 .
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I TORTOR We shall teach hym, I wote, a new play of Yoyll, (v. 343) […] II
TORTOR Who smote the last — I TORTOR Was it I ? (Towneley 21,The
Buffeting, v. 413-414) 145

[...] the special impact of the grotesque will be lacking if the conflict is resolved, if
the text concerned proves to be just funny after all, or if it turns out that the
reader has been quite mistaken in his initial perception of comedy in what is in
fact stark horror. The unresolved nature of the grotesque conflict is important,
[...] 147
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L'action est constituée de "tours" qui sont montés devant le spectateur et ensuite
réalisés, et finalement commentés après leur réussite ou leur échec. Les
personnages se servent mutuellement d'imprésarios, de compères, de faire-valoir
: l'action est donc médiatisée, et ces médiateurs opèrent ouvertement avec la
complicité et la participation du public [...] Dans ce théâtre, l'illusion, puisqu'en
un sens il y a toujours une illusion, ne se situe pas au niveau du jeu , mais à celui
du pourquoi, à celui du déclenchement du jeu 149 .



NEWFANGLE And I am plaine Nichole ? and yet it is my arbitrement To judge
which of you two is the veriest knave ? I am Maister Nichole Newfangle, both gay
and brave. For seeing you make me your Iudge, I trowe, I shall teach you both
your leripup to knowe. [He fighteth.] (Like Will to Like , v. 331-335)

ROISTER So I feele the smart of mine owne rod, this is true. But heerafter I wil
learn to be wise, And ere I leap once, I wil look twice. (v. 366-368)

If he be the more knave, the patrimony he must have ; But thou shalt have it, if
thou prove thyself the verier knave. A peece of ground it is, that on beggars
maner doth holde, And whoso deserves it, shal have it, ye may be bolde, Called



Saint Thomas a Watrings, or els Tiburn Hil, Given and so bequethed to the
falsest knave by wil. (v. 387-392)

From morning til night I sit tossing the black bole, Then come I home, and pray
for my fathers soule, Saying my praiers with wounds, bloud, guts and hart,
Swearing and staring ; thus play I my part (v. 395-398)

But now, my maisters, you are upon the skore. Be packing, I say, and get you
hence : Learn to say 'I pray, good maister, give me nine pence.' (v. 1024-1026)

NEWFANGLE [...]heer is the snare, That shall lead you to the land called the
two-legged mare. [He putteth about each of their necks an halter.] (v. 1110-1111)
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Le jeu y figure le terme positif, le sérieux s'arrête et s'épuise à la négation du jeu :
le sérieux est le non-jeu, et rien d'autre. [...] Le jeu est une notion en soi. Cette
notion, comme telle, est d'un ordre supérieur à celle du sérieux. Car le sérieux
tend à exclure le jeu, tandis que le jeu peut fort bien englober le sérieux 152 .

[...] occupied of purpofe to deceiue the eare and alfo the minde, drawing it from
plainneffe and fimplicitie to a certaine doubleneff, whereby our talke is the more
guilefull and abufing, [...] 154



TOSSPOT You know that Tom Tosspot men doo me call ? NEWFANGLE A
knave thou hast alwaies been, and ever shall. TOSSPOT My conditions, I am
sure, ye know as wel as I. NEWFANGLE A knave thou wast born, and so shalt
thou dye. (v. 371-374)

But that you are a iudge, I would say unto you, Knaves are Christen men, els you
are a Jew. (v. 375-376)

VERTUOUS LIVING God is gratious and full of great mercy To such as in vertue
set their whole delight, Powring his benefites upon them aboundantly. (v.
812-814) GOD'S PROMISES I am Gods Promise, which is a thing etern, And
nothing more surer than his promises may be, A sure foundation to such as wil
learn Gods precepts to observe : then must they needs see Honour in this world,
and at last a crown of glorye ; (v. 838-842)

THE PROLOGUE And because divers men of divers mindes be, Some doo
matters of mirth and pastime require : Other some are delighted with matters of
gravitie. To please all men is our authors cheef desire, Wherfore mirth with
mesure to sadnes is annexed, Desiring that none heer at our matter wil be
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parplexed. (v. 25-30)

[...] une action libre, sentie comme “fictive ” et située en dehors de la vie
courante, capable néanmoins d'absorber totalement le joueur ; une action dénuée
de tout intérêt matériel et de toute utilité ; qui s'accomplit en un temps et dans un
espace expressément circonscrits, se déroule avec ordre selon des règles
données, et suscite dans la vie des relations de groupes s'entourant volontiers de
mystère ou accentuant par le déguisement leur étrangeté vis-à-vis du monde
habituel 156 .

You ffletchers, bowyers, Cowpers, stringers, and Iremongers, see soberly ye
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make of Christes dolefull death, his scourginge, his whippinge, his bloudeshett
and passion and all the paines he suffred till the last of his breath. (The Chester
Plays, v. 138-141)

Beholde howe Fortune on hym hath frounde. For though we shewe you this in
game and play, Yet it proueth eyrnest, ye may se, euery day. (Magnyfycence 159 ,
v. 1947-1949)

But for this cause specially, to set forth gods great glory, his power to shew
manifestly, this mans sight to reforme. (The Chester Plays, v. 56-59)
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celui qui chante et danse pour obtenir le prix du concours, qui aurait été un bouc,
ou à cause du sacrifice d'un bouc : l'helléniste F. Robert part d'une analogie de
destination entre le sacrifice du bouc de Délos et le sacrifice mis en scène dans
la tragédie , tous deux chargés comme le pharmakos (pharmacie) de libérer la
cité d'une souillure 164 .
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[...]Socrate les (Agathon et Aristophane ) avait amenés à reconnaître qu'il
appartient au même homme de savoir traiter la comédie et la tragédie , et que,
quand on est poète tragique par art, on est aussi poète comique 167

I trowe you shall see more knaves come to me, Which whensoever they doo,
They shall have their meed, as they deserve indeed, And you shall shortly see
these two. When they doo pretend to have a good end Mark wel, then, what shall
insue : A bag and a bottle, or els a rope knottle, This shall they prove to true.
But mark wel this game ; I see this geer frame. (Like Will to Like , v. 588-596)

And for Cuthbert Cutpurse and Pierce Pickpurse heere is good fare : This is the
land of the two legged mare, Which I to them promised, and devide it with
discretion. Shortly you shall see I wil put them in possession. How like you this
marchandise, my maisters ? Is not this trim ? (Like Will to Like , v. 912 -916)
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Ah ! sirrah ! my masters ! how fare you at this blessed day ? What, I ween all this
company are come to see a play ! What lookest theee, good fellow ? didst see
ne'er a man before ? Here is a gazing ! I am the best man in the company, when
there is no more ! As for my properties, I am sure you know them of old ! I can
eat till I sweat, and work till I am a-cold. (The Marriage between Wit and Wisdom
169 , v. 87-92)

But what is that to the purpose - perhaps you would know ? Give me leave but a
little, and I will you show ! My name is Idleness, as I told you before. And my
mother, Ignorance, sent me hither. I pray thee, sirrah ! what more ? Marry, my
masters ! she sent me the counterfeit crank for to play ; And to lead Wit,
Severity's son, out of the way ! (v. 103-109)

He outlives the decay of the allegorical drama because he has developed into a
stage personality [...] His performance in consequence is double, both choric and
dramatic, and as such it survives in both comedy and tragedy . 170
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As counterfeits, deep dissimulators, they persuaded honest men of things which
were not so and, to aid them in their task, assumed names and costumes not of
their own 172 .

AVARYCE And what callest thowe hym here ? ADULACION Dyffamacion.
AVARYCE I tolde the, he shoulde be called Reformacion. ADULACION Veraye
well. AVARYCE What ys he nowe ? ADULACION Deformacion AVARYCE Was
ever like asse borne in all nacions ? ADULACION A pestell on hym, he comes of
the Acyons. AVARYCE Come on, ye shall learne to solfe : Reformacion ! Sing
on nowe : Re. ADULACION Re. AVARYCE Refor. ADULACION Reformacion.
(Respublica , I. iv. v. 64-69)

When thou laughedest dissymulying a wepyng harte Then I with wepynge eyes
played euen the lyke parte. (The Play of Love, 173 v. 649-50)
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Pour le poète dramatique, l'acteur reçoit une inscription [...] L'intérieur de l'acteur
est un espace scriptural. Ce qui veut dire que le texte dramatique est "inscrit"
dans l'esprit de celui qui le dit sur scène 179 .

HAMLET My tables. Meet it is I set it down That one may smile, and smile, and be
a villain (Hamlet , 1. 5. 107-108)

[...] le texte y est tissé de mots à sens double, que chaque personnage comprend
unilatéralement (ce malentendu perpétuel est précisément le "tragique"); il y a
cependant quelqu'un qui entend chaque mot dans sa duplicité , et entend de plus,
si l'on peut dire, la surdité même des personnages qui parlent devant lui : ce
quelqu'un est précisément le lecteur (ou ici l'auditeur). Ainsi se dévoile l'être total
de l'écriture : un texte est fait d'écritures multiples, issues de plusieurs cultures
et qui entrent les unes avec les autres en dialogue, en parodie , en contestation ;
mais il y a un lieu où cette multiplicité se rassemble, et ce lieu, ce n'est pas
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l'auteur, comme on l'a dit jusqu'à présent, c'est le lecteur : le lecteur est l'espace
même où s'inscrivent, [...] toutes les citations dont est faite une écriture ; [...]Le
lecteur, la critique classique ne s'en est jamais occupée ; pour elle, il n'y a pas
d'autre homme dans la littérature que celui qui écrit. [...] il faut en renverser le
mythe : la naissance du lecteur doit se payer de la mort de l'Auteur. 182

Wel doon, gentle Ione, why begin you to mone ? Though they be gone, I am in
place. And now I wil daunce, now wil I praunce, For why I have none other work :
(Like Will to Like , v. 570-573)
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[...] un texte n'est pas fait d'une ligne de mots, dégageant un sens unique, en
quelque sorte théologique (qui serait "le message" de l'Auteur-Dieu], mais un
espace à dimensions multiples, où se marient et se contestent des écritures
variées, dont aucune n'est originelle : le texte est un tissu de citations, issues des
mille foyers de la culture. [...] la littérature (il vaudrait mieux dire désormais
l'écriture), en refusant d'assigner au texte (et au monde comme texte) un "secret",
c'est-à-dire un sens ultime, libère une activité que l'on pourrait appeler
contre-théologique, proprement révolutionnaire, car refuser d'arrêter le sens,
c'est finalement refuser Dieu et ses hypostases, la raison, la science, la loi 183 .
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[...] a glass wherein each man may see things past, and thereby judge justly of
things present, and wisely of things to come 186 .

QUEEN MARGARET: From forth the kennel of thy womb hath crept A hell-hound
that doth hunt us all to death : That dog that had his teeth before his eyes, To
worry lambs and lap their gentle blood ; That foul defacer of God's handiwork,
That reigns in gallèd eyes of weeping souls ; (Richard III , 4. 4. 47-52)
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[...] all men become leprous and unclean until Jesus Christ redeems them. For
Christians see evil as the harbinger of blessing, as something which always
permits of reconciliation and atonement, a relief from what Dostoevsky saw as
our complete and terrifying freedom : "O happy fault that has won for us so
loving, so mighty a Redeemer." 189

Reste par conséquent le héros qui occupe une situation intermédiaire entre
celles-là. C'est le cas de l'homme qui sans être éminemment vertueux et juste,
tombe dans le malheur non à raison de sa méchanceté et de sa perversité mais à
la suite de l'une ou l'autre erreur qu'il a commise, et qui est de ceux qui sont
situés dans un haut degré de renommée et de prospérité, comme, par exemple,
Œdipe, Thyeste et les membres fameux de pareilles familles. [...] et il doit y avoir
revirement non du malheur au bonheur mais au contraire du bonheur au malheur,
ce revirement survenant non à cause de la perversité mais à cause d'une erreur
grave d'un héros ou tel que je viens de dire ou meilleur plutôt que pire 190 .



It is in the pure realm of a disinterested contemplation, and at the sight of the
purposeless sufferings and vain pleasures of men that one is more profoundly
seized by terror and pity for himself... It is from history that the poet draws forth,
without any forcing, sentiments of humanity : they are always the noblest and
those we most need. It is through the vision of the passions which have
tormented man that the poet can make us apprehend that common fund of misery
and weakness which may lead us to feelings of indulgence made up not of laxity
or contempt, but of understanding and love. By having us witness events in
which we are not involved as agents, in which we are only spectators, he can help
us to acquire the habit of fixing our mind on those calm and grand thoughts
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which are obliterated and vanish under the pressures of daily realities of
understanding and love. By having us witness events in which we are not
involved as agents, in which we are only spectators, he can help us to acquire the
habit of fixing our mind on those calm and grand thoughts which are obliterated
and vanish under the pressures of daily realities of our life and which when
thoughtfully cultivated and kept present can surely strengthen our wisdom and
our dignity 193 .

[...]the spectacle of man's misery and greatness, of the often calamitous turns of
fortune, and the consideration of good and depraved deeds, are the aptest means
to arouse appreciation for what is noble and worthy, and to create feelings of
submission to the unknown will of God 194 .
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QUEEN MARGARET I called thee then, poor shadow, 'painted queen'– The
presentation of but what I was, The flattering index of a direful pageant, One
heaved a-high to be hurled down below, (Richard III , 4. 4. 83-86)

Thus, like the formal Vice, Iniquity, I moralize two meanings in one word.
(Richard III , 3. 1. 82-83)

Richard découvre et 'agit' sa liberté, mais aussi, finalement, ne fait peut-être que
'mimer' la liberté. [...] ce produit d'une 'dissembling nature' aboutit à la
'production' au sens théâtral du 'dissembler', de l'acteur. 197
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un équivocateur tout simple, presque naïf, puisqu'il se pose "sincèrement" en
trompeur, de façon constante et irrévocable. Il n'est donc pas susceptible d'être
trompeur dans sa tromperie 202 .

[...] because it is an obvious trait of frail humanity to disguise under a fair
semblance the moral evil to which life is prone ; and the plays themselves are not
chary about providing this psychological explanation for his typical behaviour 204

.



My veray trewe unchristen Name ys Avarice, Which I may not have openlye
knowen in no wise ; For though to moste men I am found commodius, Yet to
those that use me my name is odius. For who is so foolishe that the evell he hath
wrought For his owen behouff he wolde to light sholde be brought ? Or who had
not rather his ill doinges to hide Thenne to have the same bruted on everye syde
? Therefore to worke my feate I will my name disguise And call my name Polycie
in stede of Covetise. The name of Policie is of none suspected ; (Respublica , v.
13-25)



RICHARD OF GLOUCESTER Why, I can smile, and murder whiles I smile, And
cry 'Content !' to that which grieves my heart, And wet my cheeks with artificial
tears, And frame my face to all occasions. I'll drown more sailors than the
mermaid shall ; I'll slay more gazers than the basilisk ; I'll play the orator as well
as Nestor, Deceive more slily than Ulysses could, And, like a Sinon, take another
Troy. I can add colours to the chameleon, Change shapes with Proteus for
advantages, And set the murderous Machiavel to school. (Richard Duke of York,
3. 2. 182-93)

AMBIDEXTER : Ah, ah, ah, ah ! I cannot choose but weep for the queen ! Nothing
but mourning now at the court there is seen. Oh, oh, my heart, my heart ! Oh, my
bum will break ! Very grief so torments me that scarce can I speak. Who could
but weep for the loss of such a lady ? That cannot I do, I swear by mine honesty.
(Cambyses , v. 1126-1131)
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RICHARD GLOUCESTER : Clarence whom I indeed have cast in darkness I do
beweep to many simple gulls — (1. 3. 325-326)

His wit so contrives the likely plots of his promotion, as if he would steale it away
without Gods knowledge, besides his will : neither doth he ever looke up, and
consult in his fore-casts, with the supreme Moderator of all things ; as one that
thinks honour is ruled by Fortune, and that heaven medleth not with the
disposing of these earthly lots : and therefore it is just with that wise God to
defeat his fairest hopes, and to bring him to a losse in the hottest of his chace ;
and to cause honour to flie away so much the faster, by how much it is more
eagerly pursued. 212
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RICHARD GLOUCESTER [Aside] Thus, like the formal Vice, Iniquity, I moralize
two meanings in one word. (Richard III , 3. 1. 82-83)

[...] tout signe idéologique vivant a deux visages, comme Janus . Toute critique
vivante peut devenir louange, toute vérité vivante ne peut manquer de paraître à
certains le plus grand des mensonges. Cette dialectique interne du signe ne se
révèle entièrement qu'aux époques de crise sociale et de commotion
révolutionnaire. 214

And, if I fail not in my deep intent, Clarence hath not another day to live ; Which
done, God take King Edward to his mercy And leave the world for me to bustle
in. For then I'll marry Warwick's youngest daughter. What though I killed her
husband and her father ? The readiest way to make the wench amends Is to
become her husband and her father, The which will I : not all so much for love,
As for another secret close intent, By marrying her, which I must reach unto.
(Richard III , 1. 1. 149-159)

GHOST OF BUCKINGHAM : God and good angels fight on Richmond's side ;
And Richard falls in height of all his pride. (Richard III , 5. 5. 129-130)



God and our good cause fight upon our side ; The prayers of holy saints and
wronged souls, Like high-rear'd bulwarks, stand before our faces ; Richard
except, those whom we fight against Had rather have us win than him they
follow. For what is he they follow ? Truly, gentlemen, A bloody tyrant and a
homicide ; One rais'd in blood, and one in blood establish'd, (Richard III , 5. 5.
194-201)

RICHARD GLOUCESTER Spur your proud horses hard, and ride in blood !
Amaze the welkin with your broken staves ! (Richard III , 5. 7. 70-71)

Then if you fight against God's enemy, God will in justice ward you as his
soldiers ; [...] If you do fight against your country's foes, Your country's foison
pays your pains the hire ; (Richard III , 5. 5. 207-208; 258-259)



RICHARD GLOUCESTER I shall despair. There is no creature loves me ; And if I
die no soul will pity me : Nay, wherefore should they ? — Since that I myself
Find in myself no pity to myself. (Richard III , 5. 5. 156-157)

CATESBY Withdraw, my lord ; I'll help you to a horse. RICHARD GLOUCESTER
Slave, I have set my life upon a cast And I will stand the hazard of the die I think
there be six Richmonds in the field ; Five have I slain to-day instead of him. A
horse ! a horse ! my kingdom for a horse ! (Richard III , 5. 7. 8-13)
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Alas ! now is Lechery called love, indeede, And murdure named manhode in
every nede, Extorsyon is called lawe, so God me spede Worse was hit never.
(Hickscorner, v. 557-560)

Toute critique vivante peut devenir louange, toute vérité vivante ne peut manquer
de paraître à certains le plus grand des mensonges. 225

KING RICHARD Plead what I will be, not what I have been ; Not my deserts, but
what I will deserve. (Richard III , 4. 4. 345-346)



Cheated of feature by dissembling nature, Deformed, unfinished, sent before my
time Into this breathing world scarce half made up — Richard III , 1. 1. 19-21)



RICHARD GLOUCESTER Plots have I laid, inductions dangerous, By drunken
prophecies, libels and dreams, To set my brother Clarence and the King In
deadly hate the one against the other. (Richard III , 1. 1. 32-35)

RICHARD GLOUCESTER : Look how my ring encompasseth thy finger ; Even so
thy breast encloseth my poor heart. Wear both of them, for both of them are
thine. (Richard III , 1. 2. 191-193)

RICHARD GLOUCESTER Was ever woman in this humour won ? I'll have her,



but I will not keep her long. (Richard III , 1. 2. 216-217)
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In the sinister human world one individual pole is the tyrant-leader, inscrutable,
ruthless, melancholy, and with an insatiable will, who commands loyalty only if
he is egocentric enough to represent the collective ego of his followers. The other
pole is represented by the pharmakos or sacrificed victim, who has to be killed to
strengthen the others. In the most concentrated form of the demonic parody, the
two become the same 231 .



The Mayor is here at hand. Intend some fear ; Be not you spoke with, but by
mighty suit ; And look you get a prayer-book in your hand, And stand between
two churchmen, good my lord ; For on that ground I'll make a holy descant ; And
be not easily won to our requests, Play the maid's part : still answer ‘nay’ — and
take it. (Richard III , 3. 7. 45-51)

BUCKINGHAM : [...] ghastly looks Are at my service, like enforcèd smiles, And
both are ready in their offices At any time time to grace my stratagems. (Richard
III , 3. 5. 8-11)

BUCKINGHAM Ah ha ! My lord, this prince is not an Edward ! He is not lolling on
a lewd day-bed, But on his knees at meditation ; (Richard III , 3. 7. 71-73)

MAYOR See where his grace stands 'tween two clergymen ! BUCKINGHAM Two
props of virtue for a Christian prince, To stay him from the fall of vanity ;
Richard III , 3. 7. 95-97)

GLOUCESTER Cousin of Buckingham, and sage, grave men, Since you will
buckle fortune on my back, To bear her burden, whe'er I will or no, I must have
patience to endure the load ; (Richard III , 3. 7. 217-220)



KING RICHARD Conscience is but a word that cowards use, Devised at first to
keep the strong in awe. Our strong arms be our conscience; swords, our law.
(Richard III , 5. 6. 39-41)
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Here's a good world the while ! Who is so gross That cannot see this palpable
device ? Yet who so bold but says he sees it not ? (Richard III , 3. 6. 10-12)

The gradual contamination of his allegorical nature by traits and appetites
belonging to humanity... By degrees his original status as a personification
becomes compromised by the inevitable tendency to dramatize him — that is, to
invest him with human traits and to subject him to human experiences and
emotions. But at the same time the whole process is revisited by the allegorical
law of his nature, and he is always more or less hybrid — an amoral, elemental
force overlaid with the traits of humanity 236 .

Shakespeare 's Richard III [...] relates himself to the iniquity role of Vice, Vice
swollen into the historical buffoon-devil, and so he reveals, in a highly remarkable
way, his development and descent, in terms of the history of the theatre, from the
Devil of the mystery-plays and from the deceitfully "moralizing" Vice of the
"morality play", as the legitimate, historical, flesh-and-blood descendant of both :
the devil and the Vice. [...] In the character of Richard III, Devil and Vice appear,
according to his own confessional aside, fused into a warlike hero of tragedy with
a historical pedigree. 237
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Tragedy is grounded in myth. It acts out a rite of heroic sacrifice. In its fulfillment
of this sacrificial-transcendent design, tragedy endows the hero with the
realization that he is ethically in advance of the gods, that his sufferance of good
and evil, of fortune and desolation, has projected him into a category beyond the
comprehension of the essentially 'innocent' though materially omnipotent deities
(Artemis' flight from the dying Hippolytus, Dionysus' myopia exceeding the
blindness of Pentheus). This realization compels the tragic hero to silence.[...]
The Trauerspiel is counter-transcendental; it celebrates the immanence of
existence even where this existence is passed in torment. It is emphatically
'mundane', earth-bound, corporeal. It is not the tragic hero who occupies the
centre of the stage, but the Janus -faced composite of tyrant and martyr, of the
Sovereign who incarnates the mystery of absolute will and of its victim (so often
himself) 238 .

RICHARD GLOUCESTER : I do the wrong, and first begin to brawl. The secret
mischiefs that I set abroach I lay unto the grievous charge of others. Clarence,
whom I indeed have cast in darkness, I do beweep to many simple gulls – (1. 3.
322-326)

Tragedy posits an aesthetic of reticence; the 'sorrow-play' is emphatically
ostentatious, gestural, and hyperbolic. It identifies the earth with the stage in the
notion of the theatrum mundi [...]. It sees in historical events, in architecture, in
the collateral edifice of the human body and of the body politick, properties for a
grievous pageant. The Dance of Death depicted in sixteenth and seventeenth
century art and ritual, is the crowning episode of the game or play of lamentation
241 .



[...] You, my lord, best know — Who least will seem to do so — my past life Hath
been as continent, as chaste, as true, As I am now unhappy; which is more Than
history can pattern, though devis'd And play'd to take spectators. (nos italiques)
(The Winter's Tale, 3. 2. 30-35)

KING RICHARD [Sitting) For God's sake, let us sit upon the ground, And tell sad
stories of the death of kings – How some have been deposed, some slain in war,
Some haunted by the ghosts they have deposed, Some poisoned by their wives,

some sleeping killed, All murdered. For within the hollow crown That rounds the
mortal temples of a king Keeps Death his court ; and there the antic sits,
Scoffing his state and grinning at his pomp, Allowing him a breath, a little scene,
To monarchize, be feared, and kill with looks, Infusing him with self and vain

conceit, As if this flesh which walls about our life Were brass impregnable ; [...]
(nos italiques) (Richard II , 3. 2. 151-164)



CATESBY Come, come, dispatch : the Duke would be at dinner. Maker a short
shrift ; he longs to see your head. (3. 4. 94-95)
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Now if a tragedy is a De Casibus tale about the fall of an illustrious but bad man,
it is plainly easy to get muddled about whether it isn't also a comedy, so
right-and-proper is the end, so happying to the virtuous 250 .
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MACHEVILL : I count religion but a childish toy, And hold there is no sin but
ignorance. Birds of the air will tell of murders past. I am ashamed to hear such
fooleries ! Many will talk of title to a crown : What right had Caesar to the empery
? Might first made kings, and laws were then most sure When, like the Draco's,
they were writ in blood. Hence comes it that a strong built citadel Commands
much more than letters can import. (The Jew of Malta 255 , Prologue, 14-23)



Bad is the world, and all will come to naught, When such ill dealing must be seen
in thought. (Richard III , 3. 6. 13-14)

RICHARD GLOUCESTER : My other self, my counsel's consistory, My oracle, my
prophet, my dear cousin, (Richard III , 2. 2. 121-122)
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Et jamais un prince n'a manqué de motifs légitimes pour colorer son manque de
foi. De cela l'on pourrait donner une infinité d'exemples modernes, et montrer
combien de paix, combien de promesses ont été rendues caduques et vaines par
l'infidélité des princes : et celui qui a su mieux user du renard est arrivé à
meilleure fin. Mais il faut, cette nature, savoir bien la colorer, et être grand
simulateur et dissimulateur : et les hommes sont si simples et ils obéissent si
bien aux nécessités présentes que celui qui trompe trouvera toujours qui se
laissera tromper. [...] A un prince, donc, il n'est pas nécessaire d'avoir en fait
toutes les susdites qualités, mais il est bien nécessaire de paraître les avoir. Et
même, j'oserai dire ceci : que si on les a et qu'on les observe toujours, elles sont
dommageables ; et que si l'on paraît les avoir, elles sont utiles ; comme de
paraître pitoyable, fidèle, humain, droit, religieux, et de l'être ; mais d'avoir l'esprit
édifié de telle façon que, s'il faut ne point l'être, tu puisses et saches devenir le
contraire. [...] Il faut donc qu'un prince ait grand soin qu'il ne lui sorte jamais de la
bouche chose qui ne soit pleine des cinq qualités susdites, et qu'il paraisse, à le
voir et l'entendre, toute miséricorde, toute bonne foi, toute droiture, toute
humanité, toute religion. Et il n'y a chose plus nécessaire à paraître avoir que
cette dernière qualité. Les hommes en général jugent plus par les yeux que par
les mains ; car il échoit à chacun de voir, à peu de gens de percevoir 259 .

Under villainy I comprehend murder, treason, theft, cozenage, cut-throat covetise,
and such like. Lastly, under hypocrisy, all Machiavellism, puritanism, and
outward glozing with a man's enemy and protesting friendship to him that I hate
and mean to harm, all underhand cloaking of bad actions with common-wealth
pretences, and finally, all Italianate conveyances, as to kill a man and then mourn
for him, quasi vero 'It was not by my consent', to be a slave to him that hath
injured me, and kiss his feet for opportunity of revenge ; to be severe in
punishing offenders, that none might have the benefit of such means but myself ;
to use men for my purpose and then to cast them off ; to seek his destruction that
knows my secrets ; and such as I have employed in any murder or stratagem, to
set them privily together by the ears to stab each other mutually for fear of
bewraying me ; or if that fail, to hire them to humour one another in such courses
as may bring them both to the gallows 260 .



262

Anagnorisis, or recognition of a newborn society rising in triumph around a still
somewhat mysterious hero and his bride, is the archetypal theme of comedy 262 .

England hath long been mad, and scarr'd herself ; The brother blindly shed the
brother's blood, The father rashly slaughter'd his own son, The son, compell'd,
been butcher to the sire ; (Richard III , 5. 8. 23-26)



LADY ANNE : [...] my woman's heart Grossly grew captive to his honey words
And proved the subject of mine own soul's curse, (Richard III , 4. 1 78-80)

RICHARD GLOUCESTER : [...] In that sad time Mine manly eyes did scorn an
humble tear, And what these sorrows could not thence exhale Thy beauty hath,
and made them blind with weeping (Richard III , 1. 2. 154.9-154.12)

To take her in her heart's extremest hate, With curses in her mouth, tears in her
eyes, The bleeding witness of my hatred by, Having God, her conscience, and
these bars against me, And I no friends to back my suit withal But the plain devil
and dissembling looks – And yet to win her, all the world to nothing ? Ha !
(Richard III , 1. 2. 219-225)

I do mistake my person all this while. Upon my life she finds, although I cannot,
Myself to be a marv'lous proper man. (Richard III , 1. 3. 239-241)

I'll be at charges for a looking-glass, And entertain a score or two of tailors To
study fashions to adorn my body. (Richard III , 1. 3. 242-244)



263

The foxe and th'Ape disliking of their euill And hard estate, determined to seeke
Their fortunes farre abroad, lyeke with his lyeke : For both were craftiee and
vnhappie witted ; Two fellowes might no where be better fitted 263 .

KING RICHARD But in your daughter's womb I bury them, Where, in that nest of
spicery, they will breed Selves of themselves, to your recomfiture. (Richard III ,
4. 4. 354-356)



Deformed, unfinished, sent before my time Into this breathing world scarce half
made up — And that so lamely and unfashionable That dogs bark at me as I halt
by them — (Richard III , 1. 1. 20-23)



[...]that I might die at once ; For now they kill me with a living death. (Richard III ,
1. 2. 150-151)



267

Well did Aristotle, in the second of Physics, call sins monsters of nature ; for as
there is no monster ordinarily reputed but is a swelling or excess of form, so is
there no sin but is a swelling or rebelling against God 267 .





269

MIRTH How like you the vice in the play ? EXPECTATION Which is he ? MIRTH
Three or four : Old covetousness, the sordid Pennyboy, the money-bawd, who is

flesh-bawd, too, they say. TATTLE But here is never a fiend to carry him away.
Besides he has never a wooden dagger ! I'd not give a rush for a Vice that has
not a wooden dagger to snap at everybody he meets. MIRTH That was the old
way, gossip, when Iniquity came in like Hokos Pokos, in a juggler's jerkin, with
false skirts, like the knave of clubs ! But now they are attir'd like men and
women o'the time, the Vices, male and female ! Prodigality, like a young heir, and
his mistress Money (whose favours he scatters like counters), prank'd up like a
prime lady, the Infanta of the Mines The Staple of News 269 , II. Intermean, 14-17)





There is some soul of goodness in things evil Would men observingly distil it out
– (Henry V, 4. 1. 4-5)







283

Les traditions des saturnales sont demeurées vivaces dans le carnaval du Moyen
Age qui, plus pleinement et purement que les autres réjouissances de cette
époque, a incarné l'idée de la rénovation universelle. [...] pendant le carnaval,
c'est la vie même qui joue et interprète alors – sans scène, sans rampe, sans
acteurs, sans spectateurs, c'est-à-dire sans les attributs spécifiques de tout
spectacle théâtral – une autre forme libre de son accomplissement, c'est-à-dire sa
renaissance et sa rénovation sur de meilleurs principes. 283





FALSTAFF […] shall there be gallows standing in England when thou art king,
and resolution thus fubbed as it is with the rusty curb of old father Antic the law ?
Do not thou when thou art king hang a thief. (I Henry IV, 1. 2. 57-60)
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PRINCE Yet herein will I imitate the sun, Who doth permit the base contagious
clouds To smother up his beauty from the world, That, when he please again to
be himself, Being wanted he may be more wonder'd at By breaking through the
foul and ugly mists Of vapours that did seem to strangle him. (1 Henry IV , 1. 2.
193-198)

En bon acteur, le Prince a compris tout le parti qu'il pouvait tirer de ce passage
par le monde souterrain de l'antimasque, qui lui permettait de préparer sa future
métamorphose et d'organiser la renaissance de l'obscur changeling en radieux
roi soleil, apothéose du Masque, où il a pris soin de se réserver le rôle principal
en éliminant son rival. 290

So when this loose behaviour I throw off, And pay the debt I never promised, By
how much better than my word I am, By so much shall I falsify men's hopes ;
And like bright metal on a sullen ground, My reformation, glitt'ring o'er my fault,
Shall show more goodly, and attract more eyes Than that which hath no foil to

set it off. (1 Henry IV , 1. 2. 203-210)

Royal power depends upon spectacle, a feast for the eyes that must never satisfy
the appetite. But there is always a risk for the monarch, because it is a public



291

theater, frankly carnivalesque in the sense that the power relations in the sign are
dangerously reversible. Royal dominance demands the perpetual deferral of
satisfaction because satisfaction equalizes and destroys distance and authority.
291

KING And in that very line, Harry, standest thou, For thou hast lost thy princely
privilege With vile participation. Not an eye But is a-weary of thy common sight,
Save mine, which hath desired to see thee more, (1 Henry IV , 3. 2. 85-89)
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297

THE PROLOGUE A Comedie, I meane for to present, The verse that pleasde a
Romaine rashe intent, Myght well offend the godly Preachers vayne. Deformed
shewes were then esteemed muche, Reformed speeche doth now become us
best, No Terence phrase : his tyme and myne are twaine : Mens wordes muste
weye and tryed be by touche Of Gods owne worde, wherein the truth doth rest.
(The Glasse of Government 296 , The Prologue)

For although Tully in his booke of dewtyes doth teach sundry vertuouse
preceptes, and out of Terence may also be gathered many morall enstructions
amongst the rest of his wanton discourses, yet the true christian must direct his
steppes by the infallible rule of God's woord, from whence as from the hedde
spring, he is to drawe the whole course of his lyfe. (The Glasse of Government,
p.17)

FIDUS. My Masters, the common saying 297 is clap your handes, but the
circumstance of this woful tragicall comedie considered, I may say justly unto
you wring your handes, neverthelesse I leave it to your discretion. (The Glasse of
Government, p. 88)









He that spareth the rod hates the child, as Soloman writes. Whereby in sparing
him, now I perceive I hated him much, for with hate he requites My love, though
awhile he did me deceive. (Misogonus , 2. 1. 252-255)



KING Presume not that I am the thing I was ; For God doth know, so shall the
world perceive, That I have turn'd away my former self ; So will I those that kept
me company. When thou dost hear I am as I have been, Approach me, and thou
shalt be as thou wast, The tutor and feeder of my riots Till then I banish thee, on
pain of death, As I have done the rest of my misleaders, Not to come near our
person by ten mile. (2 Henry IV , 5. 5. 56-65)

KING Thou hast redeemed thy lost opinion, And show'd thou mak'st some
tender of my life, In this fair rescue thou hast brought to me. PRINCE O God,
they did me too much injury That ever said I hearken'd for your death. If it were
so, I might have let alone The insulting hand of Douglas over you, Which would
have been as speedy in your end As all the poisonous potions in the world, And
sav'd the treacherous labour of your son. (1 Henry IV , 5. 4. 47-55)
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KING Presume not that I am the thing I was ; For God doth know, so shall the
world perceive, That I have turn'd away my former self ; So will I those that kept
me company. (2 Henry IV , 5. 5. 56-59)

Le principe du rire et la sensation carnavalesque du monde qui sont à la base du
grotesque détruisent le sérieux unilatéral et toutes les prétentions à une
signification et à une inconditionnalité située hors du temps et affranchissent la
conscience, la pensée et l'imagination humaines qui deviennent disponibles pour
de nouvelles possibilités. C'est la raison pour laquelle une certaine
“carnavalisation” de la conscience précède toujours, les préparant, les grands
revirements, même dans le domaine de la science. 306

In opposition to legitimate authority, Hal takes on a populist energy. [...]Thus
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Shakespeare uses the figures of carnival to represent a source of power contrary
to that power inherent in genealogy. 308

CHORUS Where that his lords desire him to have borne His bruisèd helmet and
his bended sword Before him through the city ; he forbids it, Being free from
vainness and self-glorious pride, Giving full trophy, signal and ostent Quite from
himself, to God. (Henry V, 5. 0. Chorus, 17-22)

[…] à savoir qu’il vous faut abandonner votre premier genre de vie et dépouiller le
vieil homme, qui va se corrompant au fil des convoitises décevantes, […] (4, 22)
Que celui qui volait ne vole plus ; qu’il prenne plutôt la peine de travailler de ses

mains au point de pouvoir faire le bien en secourant les nécessiteux. (4, 28).
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[...] ce corps ouvert, non-prêt (mourant-naissant-à-naître) n'est pas franchement
délimité du monde : il est mêlé au monde, mêlé aux animaux, mêlé aux choses. Il
est cosmique, il représente et incarne tout l'univers matériel et corporel, compris
comme le bas absolu, comme un principe absorbant et donnant le jour, comme
une tombe et un sein corporels, 310

PRINCE [...] that trunk of humours, that bolting-hutch of beastliness, that swollen
parcel of dropsies, that huge bombard of sack, that stuffed cloak-bag of guts, that
roasted Manningtree ox with the pudding in his belly, [...] (1. Henry IV,
2.4.443-447)

DOLL Ah, you sweet little rogue, you ! Alas, poor ape, how thou sweat'st ! Come,
let me wipe thy face. Come on, you whoreson chops ! Ah, rogue, i'faith, I love
thee. Thou art as valorous as Hector of Troy, worth five of Agamemnon, and ten
times better than the Nine Worthies. Ah, villain ! (2. Henry IV, 2. 4. 213-218)

Rabaisser, cela veut dire faire communier avec la vie de la partie inférieure du
corps, celle du ventre et des organes génitaux, par conséquent avec des actes
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comme l'accouplement, la conception, la grossesse, l'accouchement, l'absorption
de nourriture, la satisfaction des besoins naturels. Le rabaissement creuse la
tombe corporelle pour une nouvelle naissance. C'est la raison pour laquelle il n'a
pas seulement une valeur destructive, négative, mais encore positive,
régénératrice : il est ambivalent, il est à la fois négation et affirmation. 312

KING For when his headstrong riot hath no curb, When rage and hot blood are
his counsellors, When means and lavish manners meet together, O, with what
wings shall his affections fly Towards fronting peril and oppos'd decay !
WARWICK My gracious lord, you look beyond him quite. The Prince but studies

his companions Like a strange tongue, wherein, to gain the language, 'Tis
needful that the most immodest word Be look'd upon and learnt; which once
attain'd, Your Highness knows, comes to no further use But to be known and
hated. So, like the gross terms, The prince will, in the perfectness of time, Cast
off his followers, and their memory Shall as a pattern or a measure live By which
his Grace must mete the lives of other, Turning past evils to advantages. (2
Henry IV , 4. 4. 62-78)



315

[…]initiation pédagogique ("studies","learned") par l'exploration de l'altérité
extrême ("strange", "most immodest"), en vue d'acquérir l'aidos, cette "pudeur"
grecque qui est le sentiment de l'honneur de soi, né de la maîtrise de soi que l'on
sait pouvoir garder au sein même des plaisirs, et qui vous distingue des
compagnons de jeux qui eux se laissent emporter par leurs jouissances. L'excès
se purge par l'excès : l'initié prendra en horreur ("hated") les débauches qu'il
aura expérimentées ("to be known"), à la différence des bons vivants victimes de
leur intempérance 315 .

He made a blushing cital of himself, And chid his truant youth with such a grace
As if he master'd there a double spirit Of teaching and of learning instantly.
(1Henry IV, 5. 2. 61-64)
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La noblesse n'est pas, […], pour le jeune, une qualité qu'il possède de naissance,
mais le prix d'une victoire qu'il lui faut indéfiniment confirmer s'il veut que sa
valeur soit reconnue. 316

[…] I think the King is but a man as I am. The violet smells to him as it doth to me
; the element shows to him as it doth to me. All his senses have but human
conditions. (Henry V, 4. 1. 99-101)

[...] on assiste à un processus de rétrécissement, d'abâtardissement et
d'appauvrissement progressifs des formes des rites et spectacles
carnavalesques dans la culture populaire. D'une part il y a étatisation de la vie de
la fête qui devient une vie d'apparat ; d'autre part, elle est ramenée au quotidien,
c'est-à-dire qu'elle est reléguée dans la vie privée, domestique et familiale. 317



PRINCE I know you all, and will awhile uphold The unyok'd humour of your
idleness. [...] If all the year were playing holidays, To sport would be as tedious
as to work ; But when they seldom come, they wish'd-for come, And nothing
pleaseth but rare accidents : (1 Henry IV , 1. 2. 190-191 ; 199-202)

By being seldom seen, I could not stir But like a comet I was wonder'd at, […] (1
Henry IV , 3. 2. 46-47) Thus did I keep my person fresh and new, My presence,
like a robe pontifical, Ne'er seen but wonder'd at, and so my state, Seldom, but
sumptuous, show'd like a feast, And wan by rareness such solemnity. (1 Henry
IV , 3. 2. 55-59)

I shall hereafter, my thrice gracious lord, Be more myself. (1 Henry IV , 3. 2.
92-93)



320

And God forgive them that so much have sway'd Your Majesty's good thoughts
away from me ! I will redeem all this on Percy's head, And in the closing of some
glorious day Be bold to tell you that I am your son, [...] [...] For the time will
come That I shall make this northern youth exchange His glorious deeds for my
indignities. Percy is but my factor, good my lord, To engross up glorious deeds
on my behalf, (1 Henry IV , 3. 2. 130-134 ; 144-148)

PRINCE. […] let my favours hide thy mangled face, And even in thy behalf I'll
thank myself For doing these fair rites of tenderness. Adieu, and take thy praise
with thee to heaven ! Thy ignominy sleep with thee in the grave, But not
remembered in thy epitaph ! (1 Henry IV , 5. 4. 95-100)

I better brook the loss of brittle life Than those proud titles thou has won of me ;
(1 Henry IV , 5. 4. 77-78)

Et pour ces causes a esté ordonné le très noble et très excellent estat de
chevalerie pour conserver, deffendre et garder le peuple en transquillité, qui
communément est le plus grevé par les adversitez de la guerre. 320



HAL [...] Sirrah, I am sworn brother to a leash of drawers, and can call them all
by their christen names, as Tom, Dick, and Francis. They take it already upon
their salvation, that though I be but Prince of Wales, yet I am the king of
courtesy, and tell me flatly I am no proud Jack like Falstaff , but a Corinthian, a
lad of mettle, a good boy (by the Lord, so they call me !), and when I am King of
Eng- land I shall command all the good lads in Eastcheap. (1 Henry IV , 2. 4.
6-14)



326

"[...]a familiar historical narrative of the fall from a prior situation, in which the
social signs of the carnival are said to to have corresponded to a natural truth,
which resisted social falsehood. Within this narrative of a secular fall, the
"grotesque body" is an original truth, present to the consciousness of the people,
and resisting, as befits a vox populi, the sublimating and oppressive lies of the
ruling order. [...] What Bakhtine celebrates is conscious resistance to power;
what his historical narrative mourns is the loss of the possibilities of conscious
resistance to the power of monologism 326 .

SIR TOBY Dost thou think because thou art virtuous there shall be no more
cakes and ale ? (Twelfth Night , 2. 3. 103-104)



CHIEF JUSTICE Well God send the Prince a better companion ! FALSTAFF God
send the companion a better prince ! I cannot rid my hands of him. (2 Henry IV ,
1. 2. 199-200)

PRINCE I know you all, and will awhile uphold The unyok'd humour of your
idleness. (1 Henry IV , 1. 2. 190-191)



And Princes all, believe me, I beseech you, My father is gone wild into his grave,
For in his tomb lie my affections ; [...] The tide of blood in me Hath proudly

flow'd in vanity till now. Now doth it turn, and ebb back to the sea, Where it shall
mingle with the state of floods, And flow henceforth in formal majesty. (2.Henry
IV, 5.2. 123-125; 129-133)

KING When thou dost hear I am as I have been, Approach me, and thou shalt be
as thou wast, The tutor and feeder of my riots. Till then I banish thee, on pain of
death, (2. Henry IV, 5.5.60-64)



PAGE [...] the water itself was a good healthy water ; but, for the party that owed
it, he might have more diseases than he knew for. (2 Henry IV , 1. 2. 2-4)





PRINCE. I'll be no longer guilty of this sin. This sanguine coward, this
bed-presser, this horse-back-breaker, this huge hill of flesh, – FAL. 'Sblood, you
starveling, you eel-skin, you dried neat's tongue, you bull's pizzle, you stock-fish
– O for breath to utter what is like thee ! (1.Henry IV, 2.4.237-242)

Ay, but, Sir John, methinks they are exceeding poor and bare, too beggarly.
FALSTAFF Faith, for their poverty I know not where they had that ; and for their
bareness I am sure they never learned that of me. (1.Henry IV, 4. 2. 68-72)







KING […] God knows, my son, By what by-paths and indirect crook'd ways I met
this crown, and I myself know well How troublesome it sat upon my head. (2
Henry IV , 4. 5. 183-186)









PRINCE I spake upon this crown as having sense, And thus upbraided it : 'The
care on thee depending Hath fed upon the body of my father ; Therefore thou
best of gold art worst of gold. Other, less fine in carat, is more precious,
Preserving life in med'cine potable ; But thou, most fine, most honour'd, most

renown'd, Hast eat thy bearer up'. (2 Henry IV , 4. 5. 158-164)
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My blood hath been too cold and temperate, Unapt to stir at these indignities,
And you have found me - for accordingly You tread upon my patience : but be
sure I will from henceforth rather be myself, Mighty, and to be fear'd, than my
condition, Which hath been smooth as oil, soft as young down, And therefore
lost that title of respect Which the proud soul ne'er pays but to the proud. (1
Henry IV , 1. 3. 1-7)

Dans son essence, c'est un idéal esthétique, sorti de la fantaisie et des émotions
héroïques, mais assumant les apparences d'un idéal éthique : la pensée
médiévale ne pouvait lui accorder une noble place qu'en l'apparentant à la
religion et à la vertu. Toutefois, la chevalerie ne sera jamais entièrement à la
hauteur de cette fonction éthique : son origine terrestre l'en empêche. Car
l'essence de cet idéal est l'orgueil, élevé jusqu'à la beauté. […] L'orgueil, stylisé et
exalté, a donné naissance à l'honneur qui est le pôle de la vie chevaleresque . […]
en réalité, l'histoire de la noblesse offre partout l'image de l'orgueil allié à un
égoïsme éhonté.343



345

Ce que nous lisons ici, ce sont les misères de la guerre, ses privations et ses
ennuis, et le courage de supporter la disette et les dangers. Un seigneur
assemble sa garnison ; il n'a que quinze chevaux, maigres, la plupart non ferrés.
Sur chacun d'eux, il met deux hommes ; presque tous sont borgnes ou
contrefaits. Pour raccommoder les vêtements du capitaine, on vole le linge de
l'ennemi 345 .





FALSTAFF Bardolph, am I not fallen away vilely since this last action ? Do I not
bate ? Do I not dwindle ? Why, my skin hangs about me like an old lady's loose
gown. I am withered like an old apple-john. Well, I'll repent, and that suddenly,
while I am in some liking ; I shall be out of heart shortly,and then I shall have no
strength to repent. (1.Henry IV, 3. 3. 1-7)

If I do grow great, I'll grow less, for I'll purge, and leave sack, and live cleanly as a
nobleman should do. (1 Henry IV , 5. 5. 162-164)

DOLL. Thou whoreson little tidy Bartholomew boar-pig, when wilt thou leave
fighting-a-days, and foining a-nights, and begin to patch up thine old body for
heaven ? FAL. Peace, good Doll, do not speak like a death's-head, do not bid



me remember mine end. (2 Henry IV , 2. 4. 227-232)

Le Roi, au contraire, est rongé par le remords : How I came by the crown, O God
forgive, And grant it may with thee in true peace live ! (2 Henry IV , 4. 5. 218-219)

For all my reign hath been but as a scene Acting that argument. And now my
death Changes the mood, for what in me was purchas'd Falls upon thee in a
more fairer sort ; (2 Henry IV , 4. 5. 197-198)



PRINCE I shall drive you then to confess the wilful abuse, and then I know how to
handle you. FAL No abuse, Hal, o'mine honour, no abuse. PRINCE Not ? - to
dispraise me, and call me pantler, and bread-chipper, and I know not what ? FAL.
No abuse, Hal. POINS. No abuse ? FAL. No abuse, Ned, i'th'world, honest Ned,

none. I dispraised him before the wicked [Turns to the Prince] that the wicked
might not fall in love with thee : in which doing, I have done the part of a careful
friend and a true subject, and thy father is to give me thanks for it (2 Henry IV , 2.
4. 308-320)

CHIEF JUSTICE. Do you set your name down in the scroll of youth, that are
written down old with all the characters of age ? Have you not a moist eye, a dry
hand, a yellow cheek, a white beard, a decreasing leg, an increasing belly ? Is not
your voice broken, your wind short, your chin double, your wit single, and every
part about you blasted with antiquity ? And will you yet call yourself young ? Fie,
fie, fie, Sir John ! FALSTAFF My lord, I was born about three of the clock in the
afternoon, with a white head, and something a round belly. For my voice, I have
lost it with hallooing, and singing of anthems. To approve my youth further, I will
not : the truth is, I am only old in judgement and understanding and he that will
caper with me for a thousand marks, let him lend me the money, and have at him !
(2 Henry IV , 1. 2. 177-193)



HENRY We love our people well, even those we love That are misled upon your
cousin's part… But if he will not yield, Rebuke and dread correction wait on us.
1 Henry IV , 5. 1. 104-111)

WORCESTER It is not possible, it cannot be The King should keep his word in
loving us ; He will suspect us still and find a time To punish this offence in other
faults : (1 Henry IV , 5. 2. 4-7



The brain of this foolish-compounded clay, man, is not able to invent anything
that intends to laughter more than I invent or is invented on me ; I am not only
witty in myself, but the cause that wit is in other men. (2 Henry 1V, 1. 2. 5-9)



WORCESTER And from this swarm of fair advantages You took occasion to be
quickly woo'd To gripe the general sway into your hand, Forgot your oath to us
at Doncaster, And being fed by us, you us'd us so As that ungentle gull the
cuckoo's bird Useth the sparrow - did oppress our nest, Grew by our feeding to
so great a bulk That even our love durst not come near your sight For fear of
swallowing ; [..] (I Henry IV, 5. 1. 55-64)

And then I stole all courtesy from heaven, And dress'd myself in such humility
That I did pluck allegiance from men's hearts, Loud shouts and salutations from
their mouths, Even in the presence of the crowned King. Thus did I keep my
person fresh and new, My presence, like a robe pontifical, Ne'er seen but
wonder'd at, and so my state, Seldom, but sumptuous, show'd like a feast, And
wan by rareness such solemnity. (1 Henry IV , 3. 2. 50-59)



The commonwealth is sick of their own choice ; Their over-greedy love hath
surfeited. […] Thou, beastly feeder, art so full of him That thou provok'st thyself



to cast him up. So, so, thou common dog, didst thou disgorge Thy glutton
bosom of the royal Richard ; And now thou wouldst eat thy dead vomit up, And
howl'st to find it. (2 Henry IV , 1. 3. 87-88 ; 95-100)

I have long dreamt of such a kind of man, So surfeit-swell'd, so old, and so
profane ; (2 Henry IV , 5. 5. 49-50)

KING Make less thy body hence, and more thy grace ; Leave gourmandizing ; (2
Henry IV , 5. 5. 52-53)



[And] whan I am come, my properties he tells : [How si]mple, how honest, how
faithful, and true ; [And gi][veth] me points and many things else.. [He treateth
me thus and makes much ado], Persuading himself that I tell him all What I can
hear his servants to clatter [Of] Misogonus , his son, in kitchen or hall. [A fool],
he think, can neither lie nor flatter. I tell him that I hear a very good rumor : "He
is wild, but what though ? He is not yet come to age." I know that this tale will
delight his humor. "Hereafter," they say, "he'll be sober and sage." And when I
have done, I go show my young master What he suspecteth and bid him beware.
For he is a ruff'an, a spend-all, and waster. He can so nothing but get strut and

stare. And so, by my policy he taketh some heed And showeth not his madness
to his father always, Which, otherwise, will cause his heart for to bleed
(Misogonus , 1. 1. 250-268)



359

The figure perspectives and the authorially intended reception perspective (thus)
largely coincided. This was particularly true of the personifications of vice who
were capable of articulating an objective definition of their depravity and
integrating it into the play's structure of value judgements as an affront to virtue.
Contrary to all the laws of psychological plausibility and tactical reason, they
even went so far as to warn the audience against the vices they represent 359 .

You may perceive what I am, so much I do laugh. A fool, you know, can keep no
measure. […] "A fool ?" quoth you . "Nay he is no fool. Did you not see what
pity he did take ? He is able to set your doctors to school." (Misogonus , 1. 1.
234-235 ; 238-240)

Ho, Cacurgus ! I'll perform thee my promise. Tell me the way and make thyself
priest. And, of my honesty, thou'st have my best benefice And ever hereafter in
my favor be highest. (Misogonus , 1. 1. 373-376)







366

[…] la mise en relief des possibilités extrêmes de l'humanité, une peinture des
personnages qui ne procède pas par nuances, mais par contrastes, la stricte
nécessité logique et morale des événements dramatiques et la polyvalence
essentielle de l'action qui se prête à plusieurs modes d'interprétation. 366



367

Falstaff as a whole is far greater than the sum of his parts ; this
Vice-Parasite-Fool-Miles-Gloriosus-Corrupt-Soldier is inspired by such humorous
virtuosity as immeasurably to transcend such components. His whole nature is
unified of paradoxical opposites, so that a man no more knows where to have him
than he himself knew where to have the Hostess (3. 3. 126-7). 367



368

While the Vice exists in a moral/philosophical dimension, the clown exists in a
social dimension. While the Vice represents a negative pole in relation to virtue
and wisdom, the clown is a negative pole in relation to urbanity and status. [...]
[...]There was less concern with original sin, more with the innate character of

gentility, and with the power of education to change the man. 368

THE PROLOGUE By him [Moros] we shall declare the unthrifty abuse Of such as
had lever to folly and idleness fall Than to harken to sapience when he doth call,
Their process, how their whole life they do spend, And what shame they come to

at the last end. Wherefore this our matter we entitle and name : The longer thou
livest, the more fool thou art. (v. 52-58)

You that have the wit to mock and to scorn What wit you have to wisdom I will
see. (v. 335-336)











[...] toutes les formes et tous les symboles de la langue carnavalesque sont
imprégnés du lyrisme de l'alternance et du renouveau, de la conscience de la
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joyeuse relativité des vérités et autorités au pouvoir. Elle est marquée,
notamment, par la logique originale des choses “à l'envers”, “au contraire”, des
permutations constantes du haut et du bas (“la roue”), de la face et du derrière,
par les formes les plus diverses de parodies et de travestissements,
rabaissements, profanations, couronnements et détrônements bouffons. 378

Go your way – a devil way – go your way, all ! I bless you with my left hand : foul
you befall (Mankind, v. 521-523)

Go and do that longeth to thine office : Osculare fundamentum 381 ! (Mankind , v.
140-141)



382

19a S : Learning and wisdom must dwell in the mouths of the wise. b M : An ass
must always be in the harvest. Where he grazes, he brings new life ; where he
eats one plant, forty grow again ; where he shits, there he fertilizes ; where he
pisses, there he irrigates ; where he wallows about, there he breaks up the clods.
382

He, sir – I am sure he is not without a dozen pair of dice. I durst jeopard he is
now at cards or at tables. A Bible ? Nay, soft you. He'll yet be more wise. I tell
you, he is none of this new start-up rabbles. There's no honest pastime but he
puts it in's ure. Not one game comes up but he has it by th'back. Every wench
i'th' town's acquainted with his lure. It's a pity – so God help me – that ever he
should lack. (Misogonus , 2. 2. 61-68)
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FAUSTUS I charge thee to return and change thy shape. Thou art too ugly to
attend on me. Go, and return an old Franciscan friar : That holy shape becomes
a devil best. (Doctor Faustus 383 , 1. 3. 23-26)



FALSTAFF. O, thou hast damnable iteration, and art indeed able to corrupt a
saint : thou hast done much harm upon me, Hal, God forgive thee for it : before I
knew thee, Hal, I knew nothing, and now am I, if a man should speak truly, little
better than one of the wicked. I must give over this life, and I will give it over : (1
Henry IV , 1. 2. 87-93) FALSTAFF No abuse, Ned, i'th'world, honest Ned, none. I
dispraised him before the wicked [Turns to the Prince] that the wicked might not
fall in love with thee : (2 Henry IV , 2. 4. 315-317)
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Can honour set to a leg ? No. Or an arm ? No. Or take away the grief of a wound ?
No. […] What is honour ? A word. What is in that word honour ? Air. (1 Henry IV ,
5. 1. 131-135)

[…]enchaînait, accablait et obscurcissait la conscience de l'homme, la peur du
pouvoir divin et humain, des commandements et interdits autoritaires, de la mort
et des châtiments d'outre-tombe, de l'enfer, de tout ce qui était plus redoutable
que la terre. En battant cette peur, le rire éclaircissait la conscience de l'homme,
lui révélait un monde nouveau. 388





393

Characters, without being themselves made up of incompatible qualities, may
evoke distinct and separate responses from the audience. Thus Falstaff is a)
amusing, and b) morally reprehensible : an Elizabethan audience would applaud
his wit, but approve his final dismissal 393 .









The best actors in the world, either for tragedy , comedy, history, pastoral,
pastoral-comical, historical-pastoral, tragical-historical,
tragical-comical-historical-pastoral, scene individable, or poem unlimited. Seneca
cannot be too heavy, nor Plautus too light. For the law of writ and the liberty,
these are the only men.(Hamlet , 2. 2. 379-384)



398

Indeed, inclusiveness was the supreme English requirement, and the true inner
demand which left the high and doleful tragedy of the academics as a dead-end.
To live on the inn-yard stage of the 'Cross Keys' at Newington Butts or the 'Rose',
drama had to hold in it more of the full gamut of human life than was recreation
for the Inns of Court or 'the better parte of the Universitye' 398 .
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401

What fellowship hath righteousness with vnrighteousness ? What communion
hath light with darknesse ? Out of one mouth (sayeth Saint James) proceedeth
blessing and cursing : those things ought not to be. S. Augustine sayth, It is
better that spiritual things be vtterlye omitted, than vnworthilye, and vnreuerently
handled and touched. O ! what rashnesse and madnesse is that (sayth Bernarde)
to handle the worde of God with polluted handes, and to vtter and speake it with a
filthie mouth, mingled with filthie speaches and wordes ! 400

[…]first, that those comedies which they shall play be not mixt with anye
ribaudrie and filfthie termes and wordes (which corrupt good manners).
Secondly, that it be for learning and vtterance sake, in Latine, and very seldome
in Englishe. Thirdly, that they vse not to play commonly and often, but verye rare
and seldome. Fourthlye, that they be not pranked and decked vp in gorgious and
sumptious apparell in their play. Fiftly, that it be not made a common exercise,
publickly, for profit and gaine of money, but for learning and exercise sake. And
lastly, that their comedies be not mixte with vaine and wanton toyes of loue.
These being obserued, I iudge it tollerable for schollers 401
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403

First, comedies, whiche they suppose to be a doctrinall of rybaudrie, they be
undoubtedly a picture or as it were a mirrour of man's life, wherein iuell is nat
taught but discouered ; to the intent that men beholdynge the promptnes of youth
unto vice, the snares of harlotts and baudes laide for yonge myndes, the
disceipte of seruantes, the chaunces of fortune contrary to mennes expectation,
they beinge therof warned may prepare them selfe to resist or preuente occasion.
[…] And if the vices in them expressed shulde be cause that myndes of the
reders shulde be corrupted : than by the same argument nat onely entreludes in
englisshe, but also sermones, wherin some vice is declared, shulde be to the
beholders and herers like occasion to encreace sinners 402

[…] whiche interlude yf the hole matter be playd wyl conteyne the space of an
hour and a halfe, but yf ye lyst ye may leue out muche of the sad matter as the
messengers parte and some of naturys parte and some of experyens parte and
yet the matter wyl depend conuenyently, and than it wyll not be paste thre
quarters of an hour of length 403 .

POLONIUS This is too long. HAMLET It shall to the barber's with your beard. –
Prithee say on. He's for a jig or a tale of bawdry, or he sleeps. (Hamlet , 2. 2.
494-496)



Suit the action to the word, the word to the action, with this special observance,
that you o'erstep not the modesty of nature. For anything so o'erdone is from the
purpose of playing, whose end, both at the first and now, was and is to hold as
'twere the mirror up to nature ; to show virtue her feature, scorn her own image,
and the very age and body of the time his form and pressure. (Hamlet , 3. 2.
17-24)

Now this overdone or come tardy off, though it makes the unskilful laugh, cannot
but make the judicious grieve, the censure of the which one must in your
allowance o'erweigh a whole theatre of others. (Hamlet , 3. 2. 24-28)



As wee are now by Time cut of from farther time to spende. So time saith to vs
seace now here, your audience mutch ye wrong If farther now to weary them the
time ye do prolonge. (v. 1892-94)

TIME Impute it not a crime To me or my swift passage that I slide O'er sixteen
years and leave the growth untried Of that wide gap, since it is in my power To
o'erthrow law, and in one self-born hour To plant and o'erwhelm custom. (The
Winter's Tale, 4. 1. 4-9)
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[…] neither right tragedies, nor right comedies, mingling kings and clowns, not
because the matter so carrieth it, but thrust in the clown by head and shoulders
to play a part in majestical matters with neither decency nor discretion, so as
neither the admiration and commiseration, nor the right sportfulness, is by their
mongrel tragi-comedy obtained 411 .

Comedies so tickle our senses with a pleasanter vein, that they make us lovers of
laughter, and pleasure, without any mean, both foes to temperance. What
schooling is this ? Sometime you shall see nothing but the adventures of an
amorous knight, passing from country to country for the love of his lady,
encountering many a terrible monster made of brown paper, and at his return, is
so wonderfully changed, that he cannot be known but by some posy in his tablet,
or by a broken ring, or a handkercher, or a piece of a cockle shell. What learn you
by that ? When the soul of your plays is either mere trifles, or Italian bawdry, or
wooing of gentlewomen, what are we taught 412 ?



413

To please, but whom ? attentive auditors, Such as will joyne their profit with their
pleasure. (Every Man Out of His Humour 413 , Induction, 201-202)

PROLOGUE […] And hither am I come, A prologue armed— but not in
confidence Of author's pen or actor's voice, but suited In like conditions as our
argument — (Troilus and Cressida , Prologue, 22-25)



419

Les hommes, errant dans les forêts, apprirent d’un fils, d’un interprète des dieux,
à s’abstenir du meurtre , à renoncer aux habitudes d’une vie grossière. Voilà
pourquoi l’on a dit qu’Orphée savait apprivoiser les tigres et les lions. On a dit
aussi d’Amphibion, le fondateur de Thèbes, qu’il faisait mouvoir les pierres aux
sons de sa lyre, et par ses douces paroles les menait où il voulait. Ce fut, en ces
temps reculés, l’œuvre de la sagesse, de distinguer le bien public de l’intérêt
privé, le sacré du profane, d’interdire les unions brutales, d’établir le mariage,
d’entourer les villes de remparts, de graver sur le bois les premiers codes. Par là
tant d’honneur et de gloire s’attacha au nom des chantres divins et à leurs vers.
419 (Art poétique, v. 391-401)



420

AGE Chrysostome sayth, the deuill founde oute stage-playes first, and were
inuented by his crafte and policie ; for that they conteyne the wicked actes and
whoredomes of the goddes, whereby the consciences of goodly men are
grieuously wounded, and wicked lustes are many wayes stirred vp ; and therfore
the diuell builded stages in cities. Arnbius sayeth : The heathens supposed to
haue pleases and pacified their gods from their wrath and displeasure, when as
they dedicated to them the sounds of instruments and shalmes, &c. stage-playes
and enterludes. Saynt Augustine sayth : The heathen did appoint playes and
enterludes to their gods for the auoyding of pestilent infections, &c. Theophylus
sayth : Gentiles suos dies habebant quibus publica spectacula, &c., religiosa, &c.
; the Gentyles had their certain dayes appointed for open spectacles and shewes,
&c., which they dedicated religiously vnto their gods. Clemens and others say :
Diabolus sit author Gentilium superstitionum ; that the Deuil is the author of the
Gentiles' superstition 420 .



423

The more important factor is the disappearance during the seventeenth century
of what I have described, perhaps clumsily, as 'fat-wittedness'; it is, in the end,
another way of talking about the dissociation of sensibility. For during that
century an increasingly forensic use of imagery destroyed a sense of the
independent, internal life of words which Elizabethan writers exploit, and a move
to compartmentalise experience destroyed the possibilities of linguistic and
imagistic ramification from which literary grotesque derives. The result of this
was a gradual decline in the writer's sense of language as a physical medium :
the world of the body gave way to the world of the mind 423 . (nos italiques)



Only the poet, […], lifted up with the vigour of his own invention, doth grow in
effect another nature, in making things either better than nature bringeth forth, or,
quite anew, forms such as never were in nature, as the Heroes, Demigods,
Cyclops, Chimera, Furies, and such like: 426



426
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431

Among the Romans a poet was called vates, which is as much a diviner, foreseer,
or prophet, as by his conjoined words vaticinium and vaticinari is manifest : so
heavenly a title did that excellent people bestow upon this heart-ravishing
knowledge. 429 For that same exquisite observing of number and measure in the
words, and that high flying liberty of conceit proper to the poet, did seem to have
some divine force in it 430 .

Only the poet, […], lifted up with the vigour of his own invention, doth grow in
effect another nature, in making things either better than nature bringeth forth, or,
quite anew, forms such as never were in nature, as the Heroes, Demigods,
Cyclops, Chimeras, Furies, and such like : such as he goeth hand in hand with
nature, not enclosed within the narrow warrant of her gifts, but freely ranging
only within the zodiac of his own wit. 431
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Belyke no Tyrantes were in Horace dayes And therefore Poetes freely blamed
vyce. Witness theyr Satyr sharpe, and tragick playes, With chyefest Prynces
chyefly had in pryce. They name no man, they myxe theyr gall with spyce, No
more do I, I name no man outryght, But ryddle wise, I meane them as I myght.
[…] Whan they touch thinges which they wish amended, To sause them so, that

fewe nede be offended. And so to myxe theyr sharpe rebukes with myrth, That
they maye pearce, not causynge any payne. […] A poet must be pleasaunt, not
to playne, No flatterer, no bolsterer of vyce, But sound and swete, in all thinges
ware and wyse. 435

De mesmes la vieille comédie fut aussi la satyre , qui estoit une sorte de fable et
manière de taxer les mœurs des citoyens, en forme obscure et agreste, sans
nommer personne aulcunement ; et en la scene de ladicte satyre n'estoyent
introduys que faunes et dieux petulantz, lascives et sauvaiges que l'on appeloit
aussi satyres. En icelle ne se declaroit riens que par enigmes et circumlocutions,
principalement touchant les haultes et ardues matieres. […] Ceste maniere estoit
plus Graecque que Latine : car les Latins composoient plus leurs Satyres par
poemes et libelles que aultrement. 436





440

[…] suivant Pic, les trois phases de l'extase angélique définies par Denys
l'Aréopagite : purgari – illuminari – perfici (purification, illumination,
perfectionnement, De coelesti hierarchia, VII, III), et prétendument traversées par
saint Paul en personne lorsqu'il fut "transporté au troisième ciel" (cf. II Cor., XII,
2), s'accordent avec les trois inscriptions du temple d'Apollon à Delphes […]
telles que les rapporte Plutarque, De E apud Delphos, 2 (Moralia, 385d). 440
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442

[…] je laisse de côté toutes ces histoires et je m'en rapporte là-dessus à la
croyance commune ; et, […], au lieu d'examiner ces phénomènes, je m'examine
moi-même ; je veux savoir si je suis un monstre plus compliqué et plus aveugle
que Typhon, ou un être plus doux et plus simple et qui tient de la nature une part
de lumière et de divinité. 441 Cher Pan , et vous, divinités de ces lieux, donnez-moi
la beauté intérieure, et que l'extérieur soit en harmonie avec l'intérieur. 442
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449

Love is called by Plato bitter, and not unjustly, because death is inseparable from
love. And Orpheus called love bitter-sweet […] because love is a voluntary death.
444

The human soul, being full of discord, needs the music of poetry to temper it, the
Bacchic sacrifice to unify its parts, the Apolline vision to reveal the transcendent
unity behind and before it, and the passion for beauty to unite it with God. 449



PERICLES Yet cease your ire, you angry stars of heaven ! Wind, rain, and



452

thunder, remember earthly man Is but a substance that must yield to you ; And I,
as fits my nature, do obey you. (Pericles , 2. 1. 1-4) Thou art the rudeliest
welcome to this world That e'er was prince's child. Happy what follows ! Thou
hast as chiding a nativity As fire, air, water and earth, and heaven can make, To
herald thee from the womb. [Poor inch of nature !] Even at the first thy loss is
more than can Thy portage quit, with all thou canst find here. Now the good
gods throw their best eyes upon't ! (Pericles 452 , 3. 1. 30-37)

OLD SHEPHERD Heavy matters, heavy matters. But look thee here, boy. Now
blessthyself. Thou metst with things dying, I with things new-born. (The
Winter's Tale, 3. 3. 104-105)

The still and woeful music that we have, Cause it to sound, beseech you. [Music]
The viol once more ; […] (Pericles , 3. 2. 90-92)
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[…] yet thou dost look Like Patience gazing on kings' graves, and smiling
Extremity out of act. (Pericles , 5. 1. 137-139)

We remember Viola's 'Patience on a monument smiling at grief' (Twelfth Night , 2.
4. 116) ; but these lines hold a deeper penetration. The whole world of great
tragedy ('kings' graves') is subdued to an over-watching figure like Cordelia's
love by the bedside of Lear's sleep. 'Extremity', that is disaster in all its finality
(with perhaps a further suggestion of endless time), is therefore negated, put out
of action, by a serene assurance corresponding to St. Paul's certainty in 'O death,
where is thy sting ?' Patience is here an all-enduring calm seeing through tragedy
to the end ; smiling through endless death to ever-living eternity. 453

LEONTES Do not draw the curtain. PAULINA No longer shall you gaze on't, lest
your fancy May think anon it moves. (The Winter's Tale, 5. 3. 59-61)

PAULINA I'll draw the curtain. My lord's almost so far transported that He'll
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think anon it lives. LEONTES O sweet Paulina, Make me to think so twenty years
together. No settled senses of the world can match The pleasure of that
madness. Let't alone. PAULINA I am sorry, sir, I have thus far stirred you ; but I
could afflict you farther. LEONTES Do, Paulina, For this affliction has a taste as
sweet As any cordial comfort. Still methinks There is an air comes from her.
What fine chisel Could ever yet cut breath ? Let no man mock me, For I will kiss
her. (The Winter's Tale, 5. 3. 67-79)

Dans The Tempest , Caliban, qui reste pour Prospero A devil, a born devil, on
whose nature Nurture can never stick, on whom my pains, Humanely taken, all,
all lost, quite lost, And, as with age his body uglier grows, So his mind cankers.
[…] (The Tempest , 4. 1. 188-192)

CALIBAN Be not afeard. The isle is full of noises, Sounds, and sweet airs, that
give delight and hurt not. Sometimes a thousand twangling instruments Will
hum about mine ears, and sometime voices That if I then had waked after long
sleep Will make me sleep again ; and then in dreaming The clouds methought
would open and show riches Ready to drop upon me, that when I waked I cried
to dream again. (The Tempest , 3. 2. 130-138)

Though with their high wrongs I am struck to th' quick, Yet with my nobler
reason 'gainst my fury Do I take part. The rarer action is In virtue than in
vengeance. (The Tempest , 5. 1. 25-28)

In so far as Caliban is his (Antonio's) measure, the natural man functions like the
virtuous shepherd of normal pastoral, to indicate corruption and degeneracy in
the civilized world ; if the natural man is a brute, so much more terrible is the sin
of the nobleman who abases himself below the natural. 455



Mais il est temps de vous dire d'abord ce que je suis venu vous demander ; je
vous exposerai ensuite le sujet de cette tragédie . Eh quoi ! vous froncez le
sourcil, parce que je vous annonce une tragédie ! Ne suis-je pas un dieu ? Si cela
vous fait plaisir, je ferai de la tragédie une comédie , sans y changer un seul vers.
Parlez ! Que voulez-vous que soit la pièce qu'on va jouer ? Mais je n'y pense pas,
de vous faire cette question ; comme si ma divinité ne savait pas d'avance votre
goût. Oui, vous dis-je, je sais ce que vous désirez ; et je vais vous arrangez une
tragi-comédie . Car une pièce où paraissent des dieux et des rois, ne peut pas
décemment être tout à fait une comédie. D'un autre côté, un esclave y doit aussi
jouer un rôle. J'accommoderai donc tout cela, en faisant, comme je vous disais,
une tragi-comédie 457 :
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And here it should be understood that though double tragedies (tragedie doppie)
are little praised by Aristotle (though some think otherwise) double structure is
nonetheless to be much praised in comedy, and has made the plays of Terence
succeed wonderfully. I call that plot double which has in its action diverse kinds
of persons of the same station in life, as two lovers of different character, two old
men of varied nature, two servants of opposite morals, and other such things, as
they may be seen in the Andria and in the other plots of the same poet, where it is
clear that these like persons of unlike habits make the knot and the solution of
the plot very pleasing. And I believe that if this should be well imitated in tragedy
by a good poet, and the knot so arranged that its solution will not bring
confusion, double structure in tragedy will not be less pleasing (always
remembering the reverence due to Aristotle) than it is in comedy. If there have
been those who have favored this method and held an opinion unlike that of
Aristotle, they are not, I think, to be blamed, especially if the tragedy has a happy
end, for this kind of end is much like that of comedy, and therefore such a
tragedy can be like comedy in its imitation of the action […] 459

composed some in this [mixed] form, such as Altile, Selene, the Antivalomeni,



460

and others, merely as a concession to the spectators and to make the plays
appear more pleasing on the stage, and that I may be in conformity with the
custom of our times, only to serve the spectators and to secure a more pleasing
on the stage and to conform more closely to the fashion of our time. 460

Nawghtinesse commes of the corruption of nature, and not by readinge or
hearinge the liues of the good or lewde (for such publication is necessarye), but
goodnesse (sayth he) is beawtifyed by either action. And to these endes
Menander, Plautus, and Terence , them selues many yeares since intombed, (by
their Commedies) in honour liue at this daye. 462
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The Englishman in this quallitie is most vaine, indiscreete, and out of order : he
fyrst groundes his worke on impossibilities ; then in three howers ronnes he
throwe the worlde, marryes, gets Children, makes Children men, men to conquer
kingdomes, murder Monsters, and bringeth Gods from Heauen, and fetcheth
Diuels from Hel. […] Manye tymes (to make mirthe) they make a Clowne
companion with a Kinge; in theyr graue Counsels they allow the aduise of fooles ;
yea, they vse one order of speach for all persons : a grose Indecorum, for a
Crowe wyll yll counterfet the Nightingale's sweete voice ; euen so affected
speeche doth misbecome a Clowne. 464

Now lest such frightful shows of Fortune's fall, And bloody tyrant's rage, should
chance appal The dead-struck audience, midst the silent rout Comes leaping in
a self-misformed lout, And laughs, and grins, and frames his mimic face, And
justles straight into the prince's place. Then doth the theatre echo all aloud, With
gladsome noise of that applauding crowd. A goodly hoch-poch, when vile
russetings Are match'd with monarchs, and with mighty kings. A goodly grace
to sober tragic muse, When each base clown, his clumsy fist doth bruise, And
show his teeth in double rotten row, For laughter at his self-resembled show. 465







The heavens themselves, the planets, and this centre Observe degree, priority,
and place, Insisture, course, proportion, season, form, Office, and custom, in all
line of order. (Troilus and Cressida , 1. 3. 85-89)

Take but degree away, untune that string, And, hark ! what discord follows. (1.
3. 109-110)
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CHORUS OF SPIRITS Virtue is beauty's radiance, […] But only the fog of human
passions can darken her. Against this, reason sometimes struggles in vain ; So
it extinguishes her light, and leads a man blindfold to the end. Orfeo first
conquered Hades, then was defeated By his unruly passions : Who rules himself
is worthy, And he alone, to win eternal glory. (L'Orfeo, favola in musica, Acte 4.
17 477 )
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Harmonie est née de l'union de Mars et Vénus : car lorsque certaine proportion
vient tempérer les contraires, grave et aigu, surgit entre eux une merveilleuse
consonance. 479

[…]l'Être est multiple et un à la fois ; que, d'autre part, ce qui l'unit en un tout,
c'est à la fois l'inimitié et l'amitié…; paix et unité l'emportent parfois sous l'empire
d'Aphrodite, puis c'est de nouveau la pluralité et la guerre, en vertu d'un principe
de lutte. 480



481

Il est entre Dieu et l'homme cette diversité, que Dieu contient toutes choses en lui
car il en est la source, cependant que l'homme contient toutes choses car il en
est le centre. 481





PROLOGUE We talk of Dionysius court, we mean no court but that ! (v. 40)



486

Howe happye were mankynd yf this loue of God that rulyth heuen, myght rule and
gouerne theyr myndes, that is to say : that they myght so agre together in such
perfyte frendeshyp, that one myght loue another, and agre as the elements do
agre. 486

PROLOGUE In comedies the greatest skill is this : rightly to touch All things to
the quick, and eke to frame each person so That by his common talk you may his
nature rightly know. A roister ought not preach – that were too strange to hear, -
But, as from virtue he doth swerve, so ought his words appear (Damon and
Pithias , v. 14-18)



Yea, but I have heard say there is falsehood in fellowship. In the court sometimes
one gives another finely the slip ; Which when it is spied, it is laugh'd out with a
scoff, And with sporting and playing quickly shaken off. In which kind of toying
thy master hath such a grace That he will never blush ; he hath a wooden face.
(Damon and Pithias , v. 196-201)

Pythagoras' learning these two have embraced, Which both are in virtue so
narrowly laced That all their whole doings do fall to this issue – To have no
respect but only to virtue. All one in effect, all one in their going, All one in their
study, all one in their doing, These gentlemen both, being of one condition,



Both alike of my service have all the fruition (Damon and Pithias , v. 231-238)

My Pithias, where tyrants reign such cases are not new, Which, fearing their own
state for great cruelty, To sit fast, as they think, do execute speedily All such as
any light suspicion have tainted. […] So are they never in quiet, but in suspicion
still ; When one is made away, they take occasion another to kill ; Ever in fear,
having no trusty friend, void of all peoples' love, And in their own conscience a
continual hell they prove. (Damon and Pithias , v. 301-304 ; 306-309)

As things by their contraries are always best proved, How happy then are
merciful princes, of their people beloved ! (v. 310-311)
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I will to the court myself to make friends, and that presently. I will never forsake
my friend in time of misery. (v. 624-625)

Car nous retrouvons ici le principe qu'il faut complaire aux hommes sages et
viser à rendre sages ceux qui ne le sont pas encore, et encourager leur amour,
qui est l'amour honnête, l'amour céleste, l'amour de la muse Ourania. Au
contraire, celui de Polymnia, c'est l'amour populaire : il ne faut jamais l'offrir
qu'avec précaution, de manière à en goûter le plaisir sans aller jusqu'à
l'incontinence. De même dans notre art il est difficile de bien régler les désirs de
la gourmandise, de manière à jouir du plaisir sans se rendre malade. Il faut donc,
et dans la musique et dans la médecine, et dans toutes choses, soit divines, soit
humaines, pratiquer l'un et l'autre amour dans la mesure permise, puisqu'ils s'y
rencontrent tous les deux. 490

ARISTIPPUS The only cause of this hurly-burly is Carisophus, that wicked man,
Which lately took Damon for a spy, a poor gentleman, And hath incensed the

king against him so despitefully That Dionysius hath judged him tomorrow to
die. (v. 658-661)

CARISOPHUS And to creep into men's bosoms some talk for to snatch, By
which into one trip or other I might trimly them catch, And so accuse them —
now not with one can I meet That will join in talk with me. I am shunned like a
devil in the street ! (v. 164-167)

You do wisely to search the state of each country To bear intelligence thereof
whither you lust. [Aside.] He is a spy. (v. 448-449)



WILL (aside) This wine hath warmed him. This comes well to pass ; We shall
know all now, for in vino veritas. (v. 1177-1179)





496

[…]I say that to a question on the end of tragicomedy I shall answer that it is to
imitate with the resources of the stage an action that is feigned and in which are
mingled all the tragic and comic parts that can coexist in verisimilitude and
decorum, properly arranged in a single dramatic form, with the end of purging
with pleasure the sadness of the hearers. This is done in such a way that the
imitation, which is the instrumental end, is that which is mixed, and represents a
mingling of both tragic and comic events. But the purging, which is the
architectonic end, exists only as a single principle, which unites two qualities in
one purpose, that of freeing the hearers from melancholy. 496

I'll serve this Duke. Thou shalt present me as a eunuch to him. It may be worth
thy pains, for I can sing, And speak to him in many sorts of music, That will
allow me very worth his service. (Twelfth Night , 1. 2. 55-59)



497

If music be the food of love, play on, Give me excess of it, that, surfeiting, The
appetite may sicken and so die. That strain again ! It had a dying fall ; (Twelfth
Night , 1. 1. 1-4)

[…] juggling the alphabetical letters of the code to suggest his own name reflects
conformists' accounts of puritans willfully twisting the literal sense of biblical
passages to create meanings justifying their narrow beliefs. 497
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500

The infinitesimal shifting of language and form described by Puttenham and
Pythagoras is battered by the mulish Malvolio into egotistical points of forced
change. […] "M. O. A. I." too changes shape — not to an ill-ordered collection of
letters which happen to be in Malvolio's name but to a text which celebrates, as
does Twelfth Night , the misprision and comedy of metamorphosis itself, The
Metamorphosis Of A IAX. 498

La valeur signifiante du nom est ainsi hypertrophiée. La lettre, puis le mot
renvoient à des idées multiples et le langage devient protée à formes variables,
l'une servant à désigner, l'autre à camoufler, d'autres à suggérer. 500

If I should undertake to wryte in prayse of a gentlewoman, I would neither praise
hir christal eye, not hir cherrie lippe, &c. For these things are trita & obvia. But I
would either find some superbnaturall cause wherby my penne might walke in the
superlative degree, or els I would undertake to aunswere for any imperfection that
shee hath, and thereupon rayse the prayse of hir commendacion. Like-wise if I



501

should disclose my pretence in love, I would eyther make a straunge discourse of
some intollerable passion, or finde occasion to pleade by the example of some
historie, or discover my disquiet in shadows per Allegoriam, or use the covertest
meane that I could to avoyde the uncomely customes of common writers. 501



504

who seem to carry their unhappiness in their eyes. And when they do speak they
accompany every word with repeated sighs and talk of nothing else save tears,
torments, despair and their longing for death. 504 .

MALVOLIO [kissing his hand] To bed ? 'Ay, sweetheart, and I'll come to thee.'
(Twelfth Night , 3. 4. 27)







The strongest pillars of princely dignity I find this — justice with mercy, and
prudent liberality : The one judgeth all things by upright equity, The other
rewardeth the worthy, flying each extremity. As to spare those which offend
maliciously, It may be called no justice, but extreme injury ; So, upon suspicion
of each thing not well-proved, To put to death presently whom envious flattery
accused, It seemeth of tyranny. And upon what fickle ground all tyrants do stand,
Athens and Lacedemon can teach you, if it be rightly scann'd ; And not only

these citizens, but who curiously seeks The whole histories of all the world —
not only of Romans and Greeks — Shall well perceive of all tyrants the ruinous
fall ; (v. 749-761)



Yet my chief humour is for a tyrant. I could play 'er'cles rarely, or a part to tear a
cat in, to make all split. The raging rocks And shivering shocks Shall break the
locks Of prison gates, And Phibus' car Shall shine from far And make and mar
The foolish Fates. This was lofty. Now name the rest of the players.—This is
'erc'les vein, a tyrant's vein. (A Midsummer Night's Dream , 1.2. 21-33)

DIONYSIUS O noble friendship, I must yield ! At thy force I wonder. My heart this
rare friendship hath pierc'd to the root, And quenched all my fury. This sight hath



brought this about, Which thy grave counsel, Eubulus, and learned persuasion
could never do.

[To Damon and Pithias ] O noble gentlemen, the immortal gods above Hath
made you play this tragedy , I think, for my behoof. Before this day I never knew
what perfect friendship meant ; My cruel mind to bloody deeds was full and
wholly bent ; My fearful life I thought with terror to defend. (nos italiques) (v.
1666-1673)







Come live with me, and be my love And we will all the pleasures prove That
valleys, groves, hills and fields, Woods or steepie mountain yields. Le poème de
Marlowe parle au corps autant qu'à l'âme.



SUMMER Christmas, how chance thou com'st not as the rest, Accompanied with
some music or some song ? A merry carol would have grac'd thee well : Thy
ancestors have used it heretofore. CHRISTMAS Ay, antiquity was the mother of
ignorance. This latter world, that sees but with her spectacles, hath spied a pad in
those sports more than they could. SUMMER What, is't against thy conscience
for to sing ? CHRISTMAS No — nor to say, by my troth, if I may get a good
bargain. SUMMER Why, thou shouldst spend — thou shouldst not care to get.
Christmas is god of hospitality. CHRISTMAS So will he never be of good
husbandry. I may say to you, there is many an old god that is now grown out of
fashion. So is the god of hospitality. SUMMER What reason canst thou give he
should be left ? CHRISTMAS No other reason but that gluttony is a sin, and too
many dunghills are infectious. A man's belly was not made for a powdering-beef
tub. To feed the poor twelve days and let them starve all the year after would but
stretch out the guts wider than they should be, and so make famine a bigger den
in their bellies than he had before. 519



519
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[Selection by art. 13a] Art observes that tragedy and comedy are composed of
heterogeneous parts, and that therefore if an entire tragedy and an entire comedy
should be mixed, they would not be able to function properly together as in a
natural mixture, because they do not have a single intrinsic natural principle, and
it would then follow that in a single subject two forms contrary to each other
would be included. But art, a most prudent imitator of nature, plays the part of the
intrinsic principle, and while nature alters the parts after they are united, art alters
them before they are joined in order that they may be able to exist together and,
though mixed, produce a single form. 525
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528

[Pastoral characters. 46] […] In the same way in those early times the pastoral
life was conducted ; they were all shepherds, but some of them governed and
others were governed ; some took the flocks afield and others did not. 526

[Purgation no longer needed. 24] […] to many the tragic poem is not pleasing in
nature, since all do not have need of what purges. And just as the age changes,
habits change … And to come to our age, what need have we today to purge
terror and pity with tragic sights, since we have the precepts of our most holy
religion, which teaches us with the word of the gospel ? Hence these horrible and
savage spectacles are superfluous, nor does it seem to me that today we should
introduce a tragic action for any other reason than to get delight from it. 527

[Tragic and comic elements that cohere. 12] He who composes tragicomedy
takes from tragedy its great persons but not its great action, its versimilar plot
but not its true one, its movement of the feelings but not its disturbance of them,
its pleasure but not its sadness, its danger but not its death; from comedy it takes
laughter that is not excessive, modest amusement, feigned difficulty, happy
reversal, and above all the comic order […] 528
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530

Without any doubt Il Pastor Fido should be put in the second class, whence it
becomes a noble type of fable, having the most esteemed condition which a
dramatic poem may have and a recognition very similar to that of Oedipus
Tyrannis, which was most highly praised by the afore-mentioned Philosopher, a
recognition by means of which the state of the fable is unexpectedly changed
from sad to happy fortune. 529

In the catastrophe is contained the agon between Montano and Carino, the
recognition of Mirtillo, the interpretation of the oracle, the death of Mirtillo
converted to marriage, all things which had a moment ago been tearful made
joyful, the lovers who had up to then been miserable espoused, the province
freed from the horrible tribute, and the fable happily changed from very sad to
very joyful fortune only through the recognition of the Faithful Shepherd 530 .

Here begins the very fine artistic recognition in this plot, which has all those
elements which Aristotle teaches us belong to the more perfect and notable
plots.These are three : that it be both necessary and realistic ; that it be made not
through signs but through reasoning ; and that it produce a change either from
happy to sad or from sad to happy fortune — which conditions are all clearly
present in this recognition … Above all it is so like that of the Oedipus Tyrannis,
truly marvellous and greatly celebrated by the Philosopher, that it could not be



531

more so, the messenger in the work having carried over the very terms and words
of Sophocles. 531

Behold the deep Secret, which Fate did from my knowledge keep ! Behold the
happy day, with such a flood Expected of our tears, and of our blood ! Behold
the blessed end of all our pain ! (Il Pastor Fido , 5. 6. 5095-5099)

I do not onely pardon, but respect Thee as my friend, regarding the effect, And
not the cause. 'For poysons if they make 'Us well, the name of soveraign
Med'cines take ; 'And painfull lancings for that cause are dear : So whether
friend or foe, or whatso e're Thou wert to me in purpose and intent ; Yet my Fate
us'd thee as her instrument To work my blisse, and that's enough : for me 'Twas
good Treason, a blest Fallacy I'm sure. (Il Pastor Fido , 5. 9. 5528-5539)

CHORUS All is not joy That tickles us : Nor is all that annoy That goes down
bitter. 'True joy is a thing 'That springs from Vertue after suffering. (Il Pastor
Fido , 5. 10. 5573-5576)



Thus like two seas encountring, Hate and Love, Desire and Scorn in me dire
battell move (Il Pastor Fido , 1. 3. 650)

CORISCA A womans honour is 'T' have many Servants : Courtly Dames know
this, Who live in Towns, and those most practise it Who have most wealth, most
beauty, and most wit. 'Tis clownishnesse (say they) to reject any, And folly too,
since that's perform'd by many, One cannot do : […] This merry life is by great
Ladies led In Towns, and 'twas my fortune to be bred With one of them ; by
whose example first, Next by her rules, I in Loves art was nurst Up from my
childhood : she would often say, 'Corisca, thou must use another day 'Thy
Lovers like thy garments, put on one, 'Have many, often shift, and wear out none.

(Il Pastor Fido , 1. 3. 687-93 ; 699-706)

First I will try allurements, and discover Thy love to him, but will conceal the
Lover ; I'll use deceipts, if that avail me not ; And if those fail me too, my brain
shall plot A brave revenge : Mirtillo shall partake Hate, if he spurn at Love ; and I
will make His Amarillis rue, that she was ere A Rivall unto me, to him so deer.
Last I will teach you both what 'tis to move A woman to abhor where she did

love. (Il Pastor Fido , 1. 3. 729-738)



CARINO But who'd have dreamt midst plenty to grow poor ? Or to be lesse by
toiling to be more ? I thought by how much more in Princes Courts Men did
excell in Titles and Supports, So much the more obliging they would be (The
best enamell of Nobility). But now the contrary by proof I've seen : Courtiers in
name, and Courteous in their meen They are ; but in their actions I could spie
Not the least spark or drachm of Courtesie. People in shew smooth as the
calmed waves : Yet cruell as the Ocean when it raves. Men in appearance onely
did I finde, Love in the face, but malice in the minde : (Il Pastor Fido , 5. 1.
4353-4366)



LINCO No soul in Love (the world's great Soul) ? But fool, Too soon (believe't)
thou'lt finde he is all soul : (Perchance too late ;) for 'hee'll be sure before 'We
die, to make us all once feel his power. And (take my word)'worse torment
none can prove, 'Then in old limbes the youthfull itch of love : (Il Pastor Fido ,
1. 1. 203-208)

So young men enemies to love oppose 'Nature and Heav'n. Look Silvio round
about, Examine the whole Universe throughout : All that is fair or good, here, or
above, Or is a lover, or the work of Love. (Il Pastor Fido , 1. 1. 242-246)
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L'Amour est sans yeux aux dires d'Orphée parce qu'il est au-dessus de l'intellect.
533

Les yeux de l'esprit ne commencent à être perçants que quand ceux du corps
commencent à baisser 534

Les théologiens anciens et les platoniciens […] voyaient l'esprit du dieu Dionysos
dans l'extase et l'abandon d'esprits désencombrés, lorsque, en partie sous l'effet
de l'amour naturel et en partie sur l'instigation du dieu, ils transgressent les
limites naturelles de l'intelligence et, au prix d'une miraculeuse transformation,
deviennent le dieu bien-aimé lui-même : lorsque, ivres d'un nectar tiré d'une
nouvelle espèce et d'une incommensurable joie, ils délirent, pour ainsi dire, en un
transport bachique. […] Dans l'ivresse de ce vin dionysiaque, notre Denys
exprime son exultation. Il avance des énigmes, il chante en dithyrambes […] Afin
de pénétrer la profondeur de ses propos […] d'imiter le caractère quasi orphique
de ses dires […] nous avons nous aussi besoin du divin emportement." 535



'Not alwayes with the senses sleeps the soul : 'Rather when she is free from all
controll 'Of cousening forms, which do the senses blinde, 'Whilst they're asleep,
more wakefull is the minde. (Il Pastor Fido , 1. 4. 867-870)

CHORUS And yet who knowes ? what we imagine is Our greatest crosse, may
prove our greatest blisse. 'If on the Sunne no humane eye can gaze, 'Who then
can pierce into Jove's hidden wayes ? (Il Pastor Fido , 1. 5. 1151-1154)



'For Heav'n with Earth will not familiar be, 'Nor face to face talk with Mortality.
'But those great wondrous things which us amaze, 'And on blind chance he
more blind vulgar layes, 'Are but Heav'ns voice : the deathlesse Gods affect 'To
speak to mortals in that Dialect. 'It is their language ; mute unto our ears, 'But
loud to him whose understanding hears. (A thousand times more happy is that
wight That hath an understanding pitcht so right). (Il Pastor Fido , 5. 6.
5023-5032)

Between our prayr's slow-winding paths, what odds There is (by which we climb
to Heav'n) and those Director lines by which to us Heav'n bows ! (Il Pastor
Fido , 5. 6. 5223-5225)
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This consciousness creates a distance between us and the action and thereby
insulates our feelings, allowing us to observe the comic resolutions as well as to
rejoice in them. […]wonder is often at once the subject and the effect of a scene
— and preminently of the recognition scene." 538

[…] styles are like the sensitive and pliant cords of a musical instrument, which,
though they all have their proper tone, still are normally more or less intense or
relaxed according as it pleases the musician. The ipate certainly will never be the
nete, nor will the second ever be deep or the first sharp. Either one sounds more
or less deep or sharp as is necessary, yet in these pleasing alterations they never
issue from their bounds to such an extent that the ipate is not always a chord of
the deep and the nete of the sharp. In the same way the styles are handled, nor
because the magnificent is relaxed will it cease therefore to be magnificent, nor
because the humble becomes more strong will it therefore pass into the confines
of the grand. 539



[…]toute l'attitude spirituelle de la Renaissance est celle d'un jeu . […]Toute la
parure de la Renaissance est une mascarade joyeuse ou solennelle dans les
atours d'un passé idéal et fantastique. La figure mythologique, les allégories et
les emblèmes compliqués et alourdis d'érudition astrologique et historique, sont
tous comme les pièces d'un jeu d'échecs. La fantaisie décorative en architecture
et en art graphique joue de son application de motifs classiques beaucoup plus
consciemment que l'imagier médiéval de ses saillies bouffonnes. 542
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If you be not reasonably assured of your knowledge in this kind of poem, lay
down the book, or read this, which I would wish had been the prologue. It is a
pastoral tragi-comedy, which the people seeing when it was played, […],
concluded to be a play of country hired shepherds […], sometimes laughing
together, and sometimes killing one another ; and, missing Whitsun-ales, cream,
wassail, and morris-dances, began to be angry. […] Understand, therefore, a
pastoral to be a representation of shepherds and shepherdesses with their
actions and passions, which must be such as may agree with their natures, at
least not exceeding former fictions and vulgar traditions; […]But you are ever to
remember shepherds to be such as all the ancient poets, and modern, of
understanding, have received them ; that is, the owners of flocks, and not
hirelings. A tragi-comedy is not so called in respect of mirth and killing, but in
respect it wants deaths, which is enough to make it no tragedy , yet brings some
near it, which is enough to make it no comedy, which must be a representation of
familiar people, with such kind of trouble as no life be questioned; so that a god
is as lawful in this as in a tragedy, and mean people as in a comedy. 543

You may here find passions raised to that excellent pitch and by such insinuating
degrees that you shall not chuse bu consent, & go along with them, finding your
self at last grown insensibly the very same person you read, and the standing
admiring the subtile Trackes of your engagement. Fall on a Scene of love and you
will never believe the writers could have the least roome left in their soules for
another passion, peruse a Scene of manly Rage, and you would sweare they
cannot be exprest by the same hands, but both are so excellently wrought, you
must confesse none, but the same hands, could worke them. Would thy
Melancholy have a cure? thou shalt laugh at Democritus himselfe, and but resting
one piece of this Comick variety, finde thy exalted fancie in Elizium; And when
thou art sick of this cure, (for excesse of delight may too much dilate thy soule)
thou shalt meete almost in every leafe a soft purling passion or spring of sorrow
so powerfully wrought high by the teares of innocence, and wronged Lovers, it
shall perswade thy eyes to weepe into the streame, and yet smile when they
contribute to their owne ruines. 544
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Ce théâtre comique crée un monde d'illusion où constamment l'ombre se
confond avec la substance, les visions de rêve avec le tangible, tandis que les
effets de miroir se multiplient, que les identités se prennent et se reprennent. 545

MALEVOLE [Aside] O God, how loathsome this toying is to me ! That a duke
should be forced to fool it ! Well, Stultorium plena sunt omnia ; better play the
fool lord than be the fool lord. — Now, where's your sleights, Madam Maquerelle ?
(The Malcontent 546 , 5. 2. 41-44) The sense of the theatre in Marston is used
primarily destructively, to cut down his characters and deflate their actions. The
result, paradoxically is that he not only undermines the very medium he employs,
but makes it appear to be feeding upon itself. 547 Shakespeare responded to the
new theatrical developments in the later part of his career in a way that fully
exploited the old tradition in which he had been bred and to which his earlier
plays are a testimony. Consciousness of theatrical form […] is profoundly
enriched by associations of the dramatist's creative process with that of Nature
and of the providence of his tragicomic design with the Providence that embraces
his characters and audience alike. The result is a drama whose argument of
wonder confirms the truth as well as the possibilities of our own experience. 548
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Des acteurs sont en scène et jouent leur rôle ; quelqu'un essaie d'arracher leur
masque pour montrer aux spectateurs leur visage naturel ; […]Son acte vient de
changer toutes les apparences : la femme de la scène soudain apparaît un
homme, le jouvenceau un vieillard ; on voit que le roi est un Dama, et le dieu, un
petit bonhomme. L'illusion ôtée, toute l'œuvre est bouleversée ; ce travesti, ce
fard étaient cela même qui charmait les yeux. Il en va ainsi de la vie. Qu'est-ce
autre chose qu'une pièce de théâtre, où chacun, sous le masque, fait son
personnage jusqu'à ce que le chorège le renvoie de la scène ? […] Il n'y a partout
que du travesti, et la comédie de la vie ne se joue pas différemment. 551
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It was forbidden in old time to dispute of chimera, because it was a fiction ; we
hope in our times none will apply pastimes, because they are fancies. For there
liveth none under the sun that knows what to make of the Man in the Moon. We
present neither comedy, nor tragedy , nor story, nor anything, but that whosoever
heareth may say this : "Why, here is a tale of the Man in the Moon." (Endimion ,
The Man in the Moon 555 , The Prologue)

At our exercises, soldiers call for tragedies : their object is blood ; courtiers for
comedies : their subject is love ; countrymen for pastorals : shepherds are their
saints. Traffic and travel hath woven the nature of all nations into ours, and made
this land like arras, full of device, which was broadcloth, full of workmanship.
Time hath confounded our minds, our minds the matter, but all cometh to this
pass : that what heretofore hath been served in several dishes for a feast, is now
minced in a charger for a gallimaufry. If we present a mingle-mangle, our fault is
to be excused because the whole world is become an hodgepodge. (Midas 556 ,
The Prologue in Paul's)
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The essential attributes of romantic material – its tragic complications, impending
dangers, heroic exploits, suspended action, averted tragedy , happy ending –
supplied the very qualities necessary for an artistic blending of tragedy and
comedy of the highest theatrical effectiveness, which in time developed naturally
into a fixed form of tragicomedy. This course of development properly begins
with the plays of Edwards and Whetstone, is continued in the work of Lyly and
the non-extant romantic plays of the seventies and eighties, reaches its highest
expression in the James IV of Greene […]. 559





OBERON Believe me bonny Scot, these strange events Are passing pleasing,
may they end as well. BOHAN Else say that Bohan has a barren skull, If better
motions yet than any past Do not more glee to make the fairy greet. (James IV ,
4. Chorus. 1-5)



Now king, if thou be a king, I will show thee whay I hate the world, by
demonstration. […]gang with me to the gallery, and I'll show thee the same in
action, […] and then when thou seest that, judge if any wise man would not leave
the world if he could. (James IV , Induction, 101-10 ; 106-109)



KING OF SCOTS Deceitful murtherer of a quiet mind, Fond love, vile lust, that
thus misleads us men, To vow our faiths, and fall to sin again. But kings stoop
not to every common thought, Ida is fair and wise, fit for a king : And for fair Ida
will I hazard life, Venture my kingdom, country, and my crown : Such fire hath
love, to burn a kingdom down. (James IV , 1. 1. 165-172)

ATEUKIN […] Tut, pacify your grace, You have the sword and sceptre in your
hand, You are the king, the state depends on you : Your will is law, say that the
cause were mine, Were she my sister whom your highness loves, She should
consent, for that our lives, our goods, Depend on you, and if your queen repine,
Although my nature cannot brook of blood, And scholars grieve to hear of

murtherous deeds, But if the lamb should let the lion's way, By my advice the
lamb should lose her life. (James IV , 1. 1. 246-256)





Shame me not prince, companion in thy bed, Youth hath misled : tut, but a little
fault, 'Tis kingly to amend what is amiss : Might I with twice as many pains as
these Unite our hearts, then should my wedded lord See how incessant labours I
would take. My gracious father, govern your affects, Give me that hand, that oft
hath blessed this head, And clasp thine arms, that have embraced this, About
the shoulders of my wedded spouse : Ah mighty prince, this king and I am one,
Spoil thou his subjects, thou despoilest me : Touch thou his breast, thou dost

attaint this heart, Oh be my father then in loving him. (James IV , 5. 6. 159-172)

KING OF ENGLAND Thou provident king mother of increase, Thou must prevail,
ah nature thou must rule : Hold daughter, join my hand and his in one, I will
embrace him for to favour thee, I call him friend, and take him for my son.
(James IV , 5. 6. 173-177)

DOROTHEA And soldiers, feast it, frolic it like friends, […] Thus wars have end,
and after dreadful hate, Men learn at last to know their good estate. (James IV ,
5. 6. 235; 238-239)

IDA And were Apollo moved and ruled by me, His wisdom should be yours, and
mine his tree. (James IV , 1. 1. 137-139)



EUSTACE Methinks in this I see true love in act : The woodbines with their
leaves do sweetly spread, The roses blushing prank them in their red, No flower
but boasts the beauties of the spring, This bird hath life indeed if it could sing :
What means fair mistress had you in this work ? IDA My needle sir. EUSTACE
In needles then there lurks Some hidden grace I deem beyond my reach.
(James IV , 2. 1.49-57)

IDA Better than live unchaste, to live in grave. ATEUKIN He shall erect your
state and wed you well. IDA But can his warrant keep my soul from hell ?
(James IV , 2. 1. 141-143)

To be a king of men and worldly pelf, Yet hath no power to rule and guide
himself. […] 'Tis vain allurement that doth make him love, I shame to hear, be
you ashamed to move. (James IV , 2. 1. 146-147; 152-153)

It is a critical cliché that Greene showed Shakespeare what could be done with
romantic comedy : 'In Oberon we have the germ of a Prospero, in Bohan the germ
of a Jaques' (Collins, II, 83); 'His induction serves as a model for Shakespeare's
Taming of the Shrew ; and one of its characters , Oberon, is a rough draft for the
fairy of that name in A Midsummer Night's Dream , as Bohan is a prototype of
Jaques in As You Like It' (Dickinson, p. lxi) 570 ?
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[…]for there is an vpstart Crow, beautified with our feathers, that with his Tygers
hart wrapt in a Players hyde, supposes he is as well able to bombast out a blanke
verse as the best of you : the onely Shake-scene in a countrey. O that I might
intreat your rare wits to be imploied in more profitable courses 571 .

Il serait donc légitime de croire que Dürer , conscient de l'écart séparant la
conception de la production voulait exprimer, dans cette gravure pleine des
symboles d'un monde païen, l'impulsion finale de l'artiste ayant tous les outils à
sa disposition et connaissant les forces naturelles de Saturne et de la magie
astrale mais privé du secours de Dieu 573 .
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Hail me no mere with shows of guidly sights, My grave is mine, that rids me from
despites. Accept my jig guid king, and let me rest, The grave with guid men, is a
gay built nest. (James IV , Chorus, 7-10)

Reluctantly draping his allegorical nakedness, he persisted in his allegorical
function. Having refurbished himself with the name, the clothing, the motives of a
"formal man", he conducted in Elizabethan tragedy a Psychomachia without
benefit of allegory. 576



KENT Such smiling rogues as these, Like rats, oft bite the holy cords a-twain
Which are too intrince t'unloose, smooth every passion That in the natures of

their lords rebel ; (King Lear , 2. 2. 67-70)

TIMON […] Piety and fear, Religion to the gods, peace, justice, truth, Domestic
awe, night rest, and neighbourhood, Instruction, manners, mysteries, and trades,
Degrees, observances, customs, and laws, (The Life of Timon of Athens , 4. 1.

15-19)

LEAR Blow, winds, and crack your cheeks ! rage ! blow ! You cataracts and
hurricanoes, spout Till you have drenched our steeples, drowned the cocks !
[…] Crack Nature's molds, all germens spill at once, That make ungrateful man !
(King Lear , 3. 2. 1-3 ; 8-9)



577

578

579

The dismemberment of Orpheus is a reminder that the poet's own position is
always precarious, whilst his art can also lead to the abuses of poetic privilege –
Proteus cites his example 577 in the context of coercive sexual advances. So too in
Cymbeline , another play which alludes to the Philomel story, Cloten – whose
head, like Orpheus' floats out to sea still speaking – is both a singer of music and
a potential rapist. 578

To remark the folly of the fiction, the absurdity of the conduct, the confusion of
the names, and manners of different times, and the impossibility of the events in
any system of life, were to waste criticism upon unresisting imbecility, upon
faults too evident for detection, and too gross for aggravation. 579
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insists we try to reform our inner lives to be more in harmony with his Orphic
vision of earthly potential, of matter interpenetrated by divinity, and that we strive
to reform social and political systems to reflect the measure and harmony of the
planetary dance and the unheard song of the planets and the cherubim. 580 In
contemporary psychological terms, Psyche achieves bliss through completing
her rite of passage from unknowing passivity to knowing actor, from being
served and adored by Cupid and his invisible servants to serving Amor and
actively adoring his divinity. […] But such transformation is possible only when
what is to be transformed enters wholly into the feminine principle, that is to say,
dies in returning to the Mother Vessel, whether this be earth, water, underworld,
urn, coffin, cave, mountain, ship or magic cauldron. […]in every case renewal is
possible only through the death of the old personality. 581 INNOGEN Thou
wrong'st a gentleman who is as far From thy report as thou from honour, and
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585

Solicit'st here a lady that disdains Thee and the devil alike. (Cymbeline , 1. 6.
146-149) POSTHUMUS […] Perchance he spoke not, but Like a full-acorned boar,
a German one, Cried 'O !' and mounted ; found no opposition But what he
looked for should oppose and she Should from encounter guard. (Cymbeline ,
2. 5. 15-19) GIACOMO […] The love I bear him Made me to fan you thus, but the
gods made you, Unlike all others, chaffless. Pray, your pardon. (Cymbeline , 1.
6. 177-179)

"Though this' a heavenly angel, hell is here." How wretched the man who
changes his purpose for a woman […] Or who barters for her his liberty, or who
puts faith in her pretences or her words […] Of this is Jove assured who scorns
the sweet amorous tie that binds him and in heaven enjoys his beautiful
Ganymede ; […] The married man I urge to seek divorce, and all to flee the
company of women. 582 Cet amour est celui de l'Aphrodite céleste, céleste
lui-même, utile à l'Etat et aux particuliers ; car il contraint et l'amant et l'aimé à
veiller soigneusement sur eux-mêmes pour se rendre vertueux. Tous les autres
amours appartiennent à l'autre déesse, la populaire. 583 […]the living and divine
'Is where two souls by vertue do combine. 'No outward object can with reason
move 'The heart to love it, 'cause it cannot love : 'Onely the soul, 'cause that can
love again, 'Deserves a Love, deserves a Lovers pain. (Il Pastor Fido , 2. 6.
2051-2056) […] to be converted from a worshipper of Eros to a follower of
Anteros, one must die to the sensory world, as does Imogen after taking the
Queen's "doctored" medicine, and as does the shackled Posthumus when he falls
asleep and experiences a celestial vision. In Christian terms, the old Adam must
first die so that the new or redeemed Adam may be born. 584

Bot Orpheus has wone Erudices, When our desire with resoun makis pess, And
sekis up to contemplacioun, Of sin detestand the abusioun. Bot ilk man suld be
war, and wisly se That he bakwart cast noht his mindis ee Gevand consent , and
dilectacioun ; For than gois bakwart to the sin agane Our apetit, as it befor was
slane In wardly lust and sensualite, And makis resoun wedow for to be. (The
Tale of Orpheus and Erudices His Quene v. 561-572 585 ) Poor I am stale, a



garment out of fashion, And for I am richer for to hang by th' walls I must be
ripped. To pieces with me ! (Cymbeline , 3. 4. 50-53). To shame the guise o' th'
world, I will begin The fashion — less without, and more within. (Cymbeline , 5.
1. 32-33) MANKIND Titivillus that goeth invisible, hung his net bfore my eye ;
And, by his fantastical visions, sedulously sought By New Guise, Now-a-days,

Nought, caused me to obey. MERCY Mankind ! ye were oblivious of my doctrine
monitory ; I said before : Titivillus would assay you a bront. Beware from
henceforth of his fables delusory ! (nos italiques) (Mankind , v. 882-887)

CLOTEN I would this music would come. I am advised to give her music o'
mornings ; they say it will penetrate. Enter MUSICIANS Come on, tune. If you
can penetrate her with your fingering, so ; we'll try with tongue too. If none will
do, let her remain ; but I'll never give o'er. First a very excellent good-conceited
thing ; after, a wonderful sweet air with admirable rich words to it ; and then let
her consider. (Cymbeline , 2. 3. 10-16) You are a fair viol, and your sense the
strings, Who, finger'd to make man his lawful music, Would draw heaven down
and all the gods to hearken ; But being play'd upon before your time, Hell only
danceth at so harsh a chime. (Pericles , 1. 1. 82-86) "hommes sauvages "Our
very eyes / Are sometimes like our judgements, blind" "Mine eyes were not in
fault, for she was beautiful reconnaît "The tune of Innogen"

"The fingers of the powers above do tune / The harmony of this peace"
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Shakespeare explores the difference between the potential and the actual, and
between the yearning and the having. […]we are led, if we allow it, to accept the
poetic lie as truth. The fairy tale proves to be a pattern of actual experience.
Hermione lives in The Winter's Tale, and Leontes may very well question the
manipulation of events that allows her to return to him (5. 3. 139). But the return is
so wonderful, so much better than man can afford to desire, that a little deception
is not a difficult price to pay for the experience — especially when the audience
has been told all along it is being deceived. 586

This art, which deliberately displays its art, is very suited to a tragi-comedy, to the
telling of a serious story that must yet not be taken too seriously, lest its comedy
be swamped by its tragedy and a happy ending become too incongrous. […] The
emphasizing of the artifice, the "folly of the fiction," by which Cloten's corpse
comes to be mistaken for Posthumus' does much to mitigate the crude horror of
the business, to bring it into the right tragi-comic key. Keep us intrigued by the
preparations for the trick, and we shall gain from its accomplishment a
half-professional pleasure ; we shall be masters of the illusion, not its victims.
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And throughout the whole elaborate scene of revelation with which the play ends
we are most artfully steered between illusion and enjoyment of the ingenuity of
the thing. 588



CAMILLO Sicilia cannot show himself over-kind to Bohemia. They were trained
together in their childhoods, and there rooted betwixt them then such an affection
which cannot choose but branch now. (The Winter's Tale, 1. 2. 18-21)

POLIXENES We were as twinned lambs that did frisk i'th' sun, And bleat the one
at th'other. What we changed Was innocence for innocence. We knew not The
doctrine of ill-doing, nor dreamed That any did. Had we pursued that life, And
our weak spirits ne'er been higher reared With stronger blood, we should have
answered heaven Boldly, 'Not guilty', the imposition cleared Hereditary ours.
(The Winter's Tale, 1. 2. 69-77)

By this we gather You have tripped since. (The Winter's Tale, 1. 2. 78-79)

O my most sacred lady, Temptations have since then been born to's ; for In
those unfledged days was my wife a girl. Your precious self had then not
crossed the eyes Of my young playfellow. (The Winter's Tale, 1. 2. 80-84)
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[…] la véritable signification du péché origine est que tous les humains sont
également coupables — coupables, sous entend de désigner des boucs
émissaires. Bien que Shakespeare ne le dise pas expressément, les agneaux
bêlants et leur sinistre métamorphose nous proposent un meilleur modèle du
péché originel que la malheureuse Eve. […] Dans Hamlet , la référence biblique
est le personnage de Caïn : Claudius reconnaît dans son propre péché 'la plus
antique et la première des malédictions, le meurtre d'un frère'. 591
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Is whispering nothing ? Is leaning cheek to cheek ? Is meeting noses ? Kissing
with inside lip ? Stopping the career Of laughter with a sigh ? — a note infallible
Of breaking honesty. Horsing foot on foot ? Skulking in corners ? Wishing
clocks more swift, Hours minutes, noon midnight ? And all eyes Blind with the
pin and web but theirs, theirs only, That would unseen be wicked ? Is this
nothing ? Why then the world and all that’s in’t is nothing, The covering sky is
nothing, Bohemia nothing, My wife is nothing, nor nothing have these nothings
If this be nothing. … (1. 2. 284-298)

Affection 593 ! Thy intention stabs the center Thou dost make possible things not
so held, Communicat’st with dreams — how can this be ? With what’s unreal
thou coactive art, And fellow’st nothing. […] (1. 2. 140-144)

CAMILLO Good my lord, be cured Of this diseased opinion, and betimes, For



‘tis most dangerous. (1. 2. 299-301)

LEONTES Go play, boy, play. Thy mother plays, and I Play too; but so disgraced
a part, whose issue Will hiss me to my grave. Contempt and clamour Will be my
knell. Go play, boy, play. There have been, Or I am much deceived, cuckolds ere
now, And many a man there is, even at this present, Now, while I speak this,
holds his wife by th'arm, That little thinks she has been sluiced in's absence,
And his pond fished by his next neighbour, by Sir Smile, his neighbour. Nay,

there's comfort in't, Whiles other men have gates, and those gates opened, As
mine, against their will. (The Winter's Tale, 1. 2. 188-199)

LEONTES [to ANTIGONUS] A gross hag ! — And lozel, thou art worthy to be
hanged, That wilt not stay her tongue. ANTIGONUS Hang all the husbands That



cannot do that feat, you'll leave yourself Hardly one subject. (The Winter's Tale,
2. 3. 107-112)

LEONTES […]Once a day I'll visit The chapel where they lie and tears shed there
Shall be my recreation. So long as nature Will bear up this exercise, so long I
daily vow to use it. Come, and lead me To these sorrows. (The Winter's Tale, 3.
2. 238-241)
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PERDITA I'll not put The dibble in earth to set one slip of them, No more than,
were I painted, I would wish This youth should say 'twere well, and only therefore
Desire to breed by me. […] (The Winter's Tale, 4. 4. 99-103)

Masks for faces and for noses, Bugle-bracelet, necklace amber, Perfume for a
lady's chamber ; Golden coifs, and stomachers […] (The Winter's Tale, 4. 4.
217-220) But that our feasts In every mess have folly, and the feeders Digest it
with a custom, I should blush To see you so attired ; swoon, I think, To show
myself a glass. (The Winter's Tale, 4. 4. 10-14) Ha, ha ! What a fool honesty is,
and trust — his sworn brother — a very simple gentleman ! I have sold all my
trumpery. […] My clown, who wants but something to be a reasonable man, grew
so in love with the wenches' song that he would not stir his pettitoes till he had
both tune and words, which so drew he rest of the herd to me that all their other
senses stuck in ears. You might have pinched a placket, it was senseless. […] No
hearing, no feeling but my sir's song, and admiring the nothing of it. (The
Winter's Tale, 4. 4. 584-599) FLORIZEL Old sir, I know She prizes not such trifles
as these are. The gifts she looks from me are packed and locked Up in my heart
[…] (The Winter's Tale, 4. 4. 343-346)

In the fullnes of time, Chione bore twins : to the wing-footed god an artful child,
Autolycus , who was up to all manner of tricks, accustomed to turn black to white
and white to black, a true son of his crafty father […] 598 My father named me
Autolycus , who being as I am, littered under Mercury, was like-wise a snapper-up
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of unconsidered trifles. (The Winter's Tale, 4. 3. 24-26)

Enter [the OLD] SHEPHERD and [the ] CLOWN [dressed as gentlemen] Here
come those I have done good to against my will, and already appearing in the
blossoms of their fortune.. (The Winter's Tale, 5. 2. 111-112)

Who can paynte her face and curle her heere, and chaunge it into an unnaturall
colour, but therin doth worke reprofe to her maker, who made her ? As though
she could make her selfe more comely than God hath appoynted the measure of
her beautie. What do these women, but go about to refourme that whiche God
hath made ? not knowing that all thinges naturall is the worke of God, and
thynges disguysed, unnaturall be the workes of the devyll. 599 What child is there,
that, coming to a play, and seeing Thebes written in great letters upon an old
door, doth believe that it is Thebes ? […] the poets' persons and doings are but
pictures what should be, and not stories what have been […] an imaginative
ground-plot of a profitable invention. 600
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‘Tis still a dream, or else such stuff as madmen Tongue, and brain not ; either
both, or nothing. Or senseless speaking, or a speaking such As sense cannot
untie. Be what it is, The action of my life is like it […] (Cymbeline , 5. 5. 238-242)

méchante sans cruauté, qui marche en dansant et en ligne brisée, n’accablant
l’homme que pour le relever, le jetant de péripétie en péripétie comme une balle
dont elle s’amuse. Ainsi le héros n’est-il ici ni Œdipe ni Ulysse, ni écrasé ni
triomphant, mais jouet lancé et relancé par une main insaisissable et toujours
changeante ; il va de surprise en surprise, toujours étonné, à travers les
revirements et les incertitudes, dans un monde qui n’est jamais ce qu’il paraît : le
bonheur cache un piège comme le cercueil couvre un vivant et l’espoir un
malheur. 605 The pattern of Shakespeare 's tragicomic action, in the simplest
terms, is to dislocate settled perceptions through adversity and then to liberate
perception through unexpected prosperity. The expanded perceptions of each
character reveal a world that is no longer confined by his own limitations. He has
confronted a world constituted upon "nothing", and from this "nothing" meaning
grows. 606
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