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English dramatists of trne Renalszance, it is widel; pow
lieved, had a good sense of dramatic manipulaiion, Trey enw-
larced treir own plot,l Zave it shape and.complicated its
sction., In so doing, they resorted to several dramatic
devices, one of them being tre enveloping or framing action,
This element of structure is described by Richard 5. .oulton
as 'the fringe, or border ... of a dramatic pattern,' ‘It
appears,' he remarks, 'when the personages and incidents
which make up the essential interest of a play are more or
less loosely involved with some interesi more wide-reaching

than tneir own ,.. ! 2

In developing such a 'framework,' the Znglish Henaiss=
ance dramatists were undoubtedly following a national and
well=established theatrical convention of placing action

within action, The 'Yedieval dream allegory,' Janei 3Spens

reminds w3, 'had uaed the same .,. machinery when introducw
ing ita audience to the magle world of abstractions.' 5 The
device of framing'was 1o take several forms as the dramatists

kept experimenting with different planes of dramatic illusion.'

The process of expesrimentation goes as far back as the
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cariiest xnown inglish secular drama, i.e. the Tudores:..

Fulpens znd Lucrece {1497) of Zenry ledwall, Gffered to the

A

pubiic as ‘4 pgoodly interlude of xature,' this play besins
muach in the manner of the David Lyndsay interludes a half-
century later, by pretending not to ke & p.ay at all. In
otrer words, kedwall starts off by probing the efficiency
af & framing agtion to introduce, comment on and conelude
his main concern In the play. Tnis is clear from ine aay he

makes a pair of comic serving-~men, 4 and Xy discuss tn

iy

plot of the play trat is to be shown (the marriage of
Fulrentiuats virtuous daughter, Lucretia), take part in i,
and tren close it, g

“he same process of experimentaition continues throu.n

«wlizabetnan drama. 4 remarkavle pluy wnich emnloys an in-

=

teresting framework is tne znonymous courtly drama of

yare Triumphs of Love ana rortune (15¢2j. ° This playts

;hly romuntic tale of true love is set witsin a disvut-
~tion tetween Venus, odiess of Love ana tre Goduess rfortune,
.nen thelr rivalry mounts to a peax, Jupiter holds a council
af tre Olympic divinities to compose tne strife. Thus wfter
various spectacles of lovers and neroes c.cot down Ly Laove

ar sortune, tne supreme arciier oraers tne goddesses to

try their powers upon mortals. ner select, a8 victinmg, =

(=
")
Y

i of lovers — lermione, a .entlenan, and a princesd,
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Fidelia. The Eare Triumphs, thus, makes use of.a mythologleal
framework, clearly Showing how the goddesses of the title
manipulate the actiona of the mortala in the main play each
in turn from above. 1 |
Wwith the appearance, however, of the anonymous revenge
tragedy of Jeronimo (1587), th§ device of framing takes s
leap forward, The author of this play whether Kyd (as is
commonly conjectured on techanical or stylistic grounda) or
some one else, exhibits dissatisfaction with the simple,
" general framing action, He proceeds to enclose one level of
action within another = the play-within-a play in other
words = which Kfﬁ uses in a masterful fashion,

In The Spanish Tragedy (1592) Kyd mskes the same use of

internal staging devices. He employs the characters of
Andrea's Chost and Revenge in prologuing and framing the
plat{s) of his play, These characters sit at the side of

the stare throughont the play with the Ghost keenly interested
in the main stapge action though unable to influence it, and
Heveﬁge conseling and aasuring him that his desire for
vengeance will be spied. But in addition to the framing
dtalogues provided by the two characters, there are in the
play a few 'spectacles' or tableaux -~ tableau-like scenes-in

which characters spy, observe and comment on each other's

strange behaviour. .
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In & LQouing Giass for Londen and kgrlapd (1590) and

Janes IV (15927), hobert Greene exdr-sses trne same interect

in experimen?ing with different planes of illusion on SLagey
surroundins ﬁhem all by a wider frame. .ritten in collaborétion
wits Thomas Lodge, the first slay dramatises tne :ist&ry of
Jonanh at iirneveh, using prophet USeas as chorus or rauther the
medieval play-presenter. The play's moral 'is pressea home in
z series of extiravagani spectacles requiring elaborute stapge

neeninery.' 8

There is neater workmanship in tie romance of James 1V,
waosSe plot is set in an ingeniously devised framework. This,
in a sense, is a play-within~-a play, except tnat nere, unlike
Kyd's rnevice, the inse:ged play is the main action., 4 framing
dialogue hetween Oberoﬁg_the fairy king, and Bohan, a mis-—
anthropic Scot, opens fﬁé action. Bonan reveals nis hatred
for the world, and decldes to demonstrate the motives. The
two characters then retire until the end to 'the gallery,' and
tne nlay proner commences. Hohan's two sona, slipoer, ine
elown, and Nano, the dwarf, take part in the piay, the formar
‘peconing the merry servant of iteukin and the latier the

uevoted page to the queen. And as in Fulgens and Lucrece,

thev furnist a low comedy in contrast to the romantic action

on wnieh they sarcastically comment,
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Tie same devised framework became tne stockein-trade of
ot:rer -lizavethan and a £o0d number of Jacotezn diaywrigatsi
Jokn Lyly, .‘hakespeare, Hobert Peele, Thomas ..zrzton, Jen
Jornson and Francls Beaumoni, to mention out a few, These use
t-eir enveloping actions more brilliantly and with a zreat
neal of diversification than their anonymous or knouwn prew
decessors, They may still look back on tre lidale ages, wnen
trhe use of dream as a framework was a fashioni but trey do so
only to combine clder experience witnh their own, with a view
to making the shifting planés of illusion on the.stage
correspond 3o a gquality of illusion in life.

The anonymous Taming of a shrew (15347), before vhuke-
speare touches it, is alreaqy providecu witr a framing pro=-
losue or rather 'induetion,' This envelops tre action from
start to finish, gcconcluding it with slie's return from tne
feziryland of ureams 10 his own harsh rezlity., The audience is
likely to be asked, througn this end, to take what has beern
Foing on, on stage, as a passing cream and transient vision
wnich reflect a sector of reality, This point is made clear
by Lyly in st least three of his plays. I In tre courtly
comedies of Sapho and Phao (1584) and The ionan in the ioon
(1597), and particularly in the prologue to indimion (15%1),
the author begs his audience 1o regard his pleces as passing

dreams =
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wnatsoauer we preset, whetner it he tedious

(which we feare} or toyishe ({which we doubt)

sweete or sowrs, absoluts or imparfect, or

whatsoeuer, in all humblenesse we all, & I on

knee for all, entreate, that your Highnesa

imagine your self to be in a deepe dreame,

that staying the conclusit, in your rising

your kaiestie uouchsafe but to saye, And so

you awakte, 10

Feele causes the action of The 0ld wives Tale (1595) ta

grow from a merry story narrated by & Mrs. idadge Clunch to
three ¢lowna, Antic, Froliec and Fantaetic, upon bveing loat
in a forest. The story pasaes from narration to ection when
the narrator falls asleep, and the craracters referred to
APFEET.

In his Masgue of Love's Mistress {1530) Heywood employs

a similar technique, by bringing two characters, Nidas and
spuleius while disputing about poetry. As a Tesult, a play
concerned with thelr very argument ensues which they now and
again discuss. Marston and Jonson utilised similar artifices
but only te blend criticism with drama, 11 1n antonio ang
yellida (1602) Nerston brings boy actors who discuss tfhe nature
of their parts in ihe moment before the play gets underway.

fnd Jonson tn nis amuaing induction te Bartholomee Falr

©1614), trings a Stage-keeper, a Book-holder {prompter) and
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a Scrivener (posszibly Jonson himself} who disput soms critical
tasues, 12

The same typa of artifioce 3 employed i(n Beiumont‘s The
Enight of the Bupning Pestle {1600}, ‘he play of the ‘Knight'
ie enclosed by the wider action of e grocer, hie wife, Nell,
.aﬂ their apprentice, Ralph, whe ooutlto the theatre to see a
pljy. Yell insists that Ralph should take a part in the perw
formance which is to begin, The apprentice erosses ovsx, thus,
1ike his ancestors in Fylgens pnd Lu #, from the avdiengs
{nto the world of the play. |

It is clear, from this quick survey, that English drama-
tiats of the Renaiesance wers fond of experimenting with
dramatic patterne. It (s sven clearer that the process of
experimentation with sction and enveloping aotloh. particularly,
takes differsnt forms and different techniocalities, But there
are generally five main lines along which both anonymous and
wnown dramatists developed their frameworks. These are 1 a) &
framing sotion of professional servants, or a group of play-
goers, who discuss the proapecis of & play that is due to start,

in which these servanis and membars of the audience take part,

" aa in Pulgene and lucrece snd Knight of $be Byrning Restles

v) an enveloping action of mythological or human figures in
dispute over some problem whoss solution is provided by a sub-

sequent play, as in The Rare Triumphs and Love's Mistress; o)

an enveloping *{nduction' of boy=aotors, or siage attendants
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voleing the playwyight's ¥1ews on the subject of draua, ;s in
antonio and Mellida and Bapiholomeo Fairs 4} an 'induction’
introdueing the main actiﬁn of a play tnen shortly dropped
completely, as in Jgmes IV; and e} an 'induction' enveloping
the action from the beginning to the end, with a view ta
creating an impression of a dream, as in The laming of a

shrew and The Qld Wives Tale.

This briafly is the atmospnere in which Shakeapeafe

breathed, 'inhaling' the diversified structﬁral axpariments
so far provided, Like his contemporaries, he was probably
inclined to 'exhale' at least the :same common structural

evices of the Elizabsth;n stage, one of which being the
enveloping action, better known at the time as the 'induction'.
(The Latin inductio was also known and used as in Jonson's
Every sen Out of his Humour.) But fhis Shakespeare uaa& onl&
twice in hiz whole theatrical career: once in The laming of

the Shrew (15947} and agein in 2 Henry IV {15977},

In the first case, the 1nterrelation batween The Shrew
and A Shrew has made it almost impossible to tell which
writer follows the structure scheme of the other, although 1£
is obvious that Shakespeare's version is substanfiaily'
different from the old one. A4 Shrew employs the 'induction'
in its very Elizabethan sense, of not only introuucing a full-

length play (creafing, however, a fictional situation different

c»om that of the play itself), but also commenting on it with
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tivs of dialogue during its action, and then ending it with the
corventional Elizabathan (dramatic) epilogue. The Shrew, on the
other hand, d{vorces the conventionality of this formula, using
its tinduction' as & frame with a fiotional mituation charged
with undertones and not without reference to the main situation
of the play proper, In the case of 2 Egggx 1V, the induection is
reduced from the two somewhat 1engthj acenes of 277 lines= of
Ine Shrew to & short prologua-iike address (40 lines) from Ru-
mour to the audience,

The fact that Shakespears should resort to the conventional
tinduction' only twice, using it differently and reducing it to
the level of prologue (which wes normally wsed after the !induc-
tion'), &t the time whsn a bulk of Elizabethan plays {almost one
and half or slightly less the number of his plays ) used the
tinduction' as a constant device of structure, proves one of two
things: either that Shakespeare w#s only showing his fellow=dra-
matists that he could, after all, use the same popular devices
as them, or that he was not thoroughly convinced with the whole
tradition as & significant vehicle of dramatic expression,

However, the fact that Shakespeare so.deliberately neglacted
the moet traditional framing device of hia age, the 'induction'
which was more or less the culmination of the structural expé-
rimentation with enveleoping action since the Middle Ages, does
not designate the dramatist's lack of interest in using a frame-
work in his plays. He does indee¢d use one paltern of framing or

snother, especially in his éarly comeadies, English dramatists, as
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=" ready pointed out, were fond of experimenting with dramatic pat-
terns, and Shakespeare was no exception. He was an exception, how=
ever, in 8o far as the application of his framing devices iam affe-
cted by three coneiderations, Firstly, there is no pretence of his
plays not being plays at all, as in Medwall andlLyndsay much later
on, Secondly, there 1s no intention of reserving parts for members
of an audience -~ who may appear to frame his plays « to play in
his plays' plays proper, as the audience of Beaument's Knight of
the Burning Pestle £a licensed to do, And finally, there is no
appeal to the audience to itake his play only as a passing dream,
as Lyly was accustomed to do.

An illustrative example 1s feund in the play of The Taming of
the Shrew. Although this play's doubled plot i=x only claimed at
the beginning.to be one of the Lord's 'pastimes', 1t Is atill
descrited as a 'very excellent plece of work' (II.i.246), 14 ang
even played hy a group of professional players, In A Shrew, the
acters blunder and are gpotted by Slie who had, apparently, been
familiar with plays, as 1s clear from his cry of joy and knowle=-
dgeable inquiry: tIs there a fool in the plaile! (11.50).15 The
players in The Shrew are superiorj they improve on the lord's
improvised, witty but amateur play with a more sustained perfor-
mance. And thie performance is left entirely to the players with
nona of its spectators whether Sly or his 'Madam wife' (Indue,ii.
110) er the Lord or his attendants, permitted or invited to take
part. From the beginning of this performance, Sly, who had been

rregsumed to undergo a 'flati'ring dream' (1.42), mistakes the

«wuc™ This PDF was created using the Sonic PDF Creator.
:H To remove this watermark, please license this product at www.investintech.com



11.

1lluaien for a reality and sighs wearily 'would 'twere donel®
(1.1.247). When it is dome, the professional play, though farci-ﬂ
cal, turns éut to be a pioture of reality (by comparison with what
happens to Sly). The world of The Shrew, therefore, moves from the
dream to the reality, a pattern very much emphasised by the un~
dertonea of reality. But let me turn now to the whole group of
the early comedies to examine what form or pattern of framing
they reveal, .

Consistently, Shakeapesare surrounda the main body of each of
hia ¢arly comedies by a wider enveloping action. In Love's 25222-
r's Lost, 'the comic interchange of personal perplexitles and re-
conciliations is framed in a sober interest of high politiecs® 16.
the decrepitude and decease of ithe French King, father of the
visiting Princess. In The Two Jentlemen of Yerona, the dramatist
uses another framing action itwice in the course of his comedy:
firstly in & parent's solicitude for his son's character-refine~
ment through travel and study, and secondly through a fatherts

obetructive gttitude towards his daughter's 'gentleman of choice'.
In The Taming of the Shyew, the Induction clearly furnishes a
general enveloping action for the shrew story, upon which are
patched the strands of the low-comic action represented by the
sub-comedy of {ntrigue., However, it can still be argued that

this low comedy has an independent envelozing action, represen=-
ted mgain, 88 in the case of The Two Gentlemen, by Lucentlo's

mission arranged and instigated by his father. In The Comedy of

Yrrors, it is obvious again that Shakespeare employs the tragie
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3tory of aged Aegeon, father of the twin Antiphoeli, as an over-

all action.

There is, therefore, a *parent' In each of the early come-
dies, presiding over an outer broader action provided by him
whether deliberately or unintentionally. But whereas the only

father in Love's labour's Lost is not brought on the stage at all,

aince there is obvicusly no room for him in such a cosmos of
youthful blades and bright sparks as the loxrds of Havarre and

the coguettishly merry girls of France, the two fathera in The
Two Gentlemen, Antonlo of Verona and the Duke of Milan, are
brought to the forefront of the stage. Antonio appears at the be-
ginning while discussing the detalls of his son's career with an
elderly servant-confidante. He 1s then dropped towards the miidle
and replaced by the Tuke, who appears t¢ reassure Proteus that

he would willingly marry his daughter to Sir Thuric, And where-
as the father of Lucentioc in The Shrew is only alightly introd-
uced before the closing moments of the play proper (though re-
ferred to every now and again), the father in The Ervors appears
twice: at the beginning of the play and at the end,

It is in sccordance with his usual handling of plet in his
plays that Shakeapeare encloses, thus, even inshis earliest
comedies, action within action. This is analogous to the sphaers ¥
within sphaera in the Ptolemaic astronomia, I%{ ia, again, in
accordance with his distinctive dramatic 'Muse’ %that Shakes—

neare uses the outer enveloping action, as the primum mobile
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that imparis motion ts all the i{nterior aectlicns,

In Love's Labour's Lost, for instance, 'it is the embassy

necessitafad by the King'e failing health which bringe the French
ladiens into the play', and sets up iis debate—form. When this
debate of love versus study is finally settled, news of the
death of the royal monarch are suddenly revealed. The whole at=
moaphere changes anew, from being one of Jubilation into one of
mourning. The young gentry'have but to part with their sweet=
hearts, the French noblewomen, in the hope of getting together
in a year's time. In this way, the dramatist shows that even in
the sober political world, there can be a foundation for his
drama's structure. 17 .

The framing action of antdnio. the caring father, in The
Two Gentlemen, as well aa that of the hard-hearted Duke, the
durus pater of New Comedy, brings about separations of lovers,
variety of locales and rapidity of tempo, which renders the
lovers' plot closer to New Comedy, 18 The same framework of
Vincentio in The Shrew leads initially to an interesting in-
version of Toles in the play's minor plot, when master and serw
vant exchange positions. This is, however, timely zorted out
with an emphasis on the return to normal life, with the arrival
of the parent in person. But he does =m0 after the efforts of the
young lovera have most genially been rewarded.

¥1th the framing action contained in Aegeon's plot in The

"amady of Errors, Shakespeare Ilnfusex the pathetic tones of
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Aegeon'sa tragedy into his comedy. Yet he does not manage to

weave him into the main plet, unless 1t ia argued that Aegeon
has originally propelled the action of the play by sending An-
tipholus, at eighteen then, to take up the search for the long-
lost family. But it 1s Antipholus who has sought his father's
permission on the sublect of the quest. He volunteered to un-
dertake the challenge in the first place,

Shakespeare, thus, provices his early comedles, each in-
dividually, with a framework through the elsment of 'parent-
hood'. Suech framework cannot, however, be argued to have pro=-
yided a form of dramatic integration, since it is employed with
marked differences, There is, in my opinion, another enveloping
elerent, less obvious but more integrating than that of parent-
hood, though atill influenced by it, This {s the framing pattern
of journeys, which is used consistently in the early comedies,

but sbove all in The Errore.

Viewsd out of context, the enveloping patitern of journeys
immediately sugreets a happy ending. The journey or ques?t ia
known to have been ome of the stock-in-trade motifs of roemance
and epic., In quest of smome preclous object or persen, the hero
with the proper tralts of character, makes a journey into the
unknown. Having passed & series of testa and overcome the
guardians of the object or person, he either obtaina the pre-
cious objects or rescues the captive person and finally
mapries the falr princess, In English pasioral romances, such

as Sidney's Arcadis and Spensmer's legend of Courtesy, the
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hasic quest atory is somewhat modified, Ths pastoral here does

not travel in search of an external object or person as in the
romance or epie, dut journeys to the pastoral world because of
certain unresolved conflicts in the urban world, In the pastoral
world, the conflicts are after an educative process resolved,
and the hero returns to the outar world, 19

The type of envéloping Journeys revealed through Love's
Labour's Lost is very similar tc¢ that of pasteral romance, The
Princess journeys wiih her train, because of an ouistanding poli-
tical dispute betwéen France and Navarre ovexr the 'surrender up
ef Aquitaine' (I.1.1%5)}, for which she seaks an immediazte set-
tlement, The briefl negotiastions are, however, postponed until
further documents proving the 'payment of a hundred thousand
erowna' {129) have bean produced, In the meantime, the journeying amba=-
ssadresses are lodged in the palace park, presumably a miniature
of the pastoral world, Tn this pastoral background, to which
Navarre himself with his apparently fellow=scholars haa alse
jeurneyed {allegorically spearing) escaping from the confliets
of the self=inflicted unnatural social regimen, the political
discords presumably dissolve in oblivion and the academic debates
are resolved in unanimity. This done, the two travelling parties
*re-journey' from the 'inner' pastoral to the 'ocuter' urbdan
world; the Princess and her ladlea-in-waiting Jjourney back to
their court and the Navarrese noblemen return to theirs. The

fla& of Love's Labour's Losat, therefore, begins and ends with a
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journey, which envelops the action of the drama. This formula is
later going to become one of the most recurring structural feate
ures in Bhakespearian comedy, as exemplified by the 'pastoral?

comedy of As You Like It.

Wiith The Two Gentlemen of Veroans, Shakespeare uses the saue

i ———

rattern of journeys more clearly to enclose the fortunes and
viclssitudes of his two Italian youths, The play starts with the
voyagers at the moment of their departurs. Valentine seess rightly
the purpose of his initial journey as mainly educative, while
Froteus is made to see education as the objective of his forced
izurney, Julia, another voyager, plans a journey or rather a
pilgrimage to love's ‘shrine', All this is correct as far as the
tradition of the journey-pattern in romance and epic is concerned.
Shakespeare brings about a slight modification as Sidney before
nim, by making his wvoyagers, each individually, embark upon a
journey not in quest of education or wisdem ¢r a precious abject,
but as a result of certain problems in the urtan world. valentine
is forced to journey into the pasteral forest, and asc is 3ilvia,
fo.lowed by desperate Proteus, broken-hearted Thurio, melancho-
lic Julia and the indignant Duke., In the foresi, all these
several journeys reach their culmination, when the return to the
urban world becomes after all possible.

In The Taming of the Shrew, the same enveloping patitern 1s
utilized but without the pastoral implications, aAs in Love's
Labour's Lgsi, the voyagers land in a new place for different

surposes. Lucentio has journeyed for further educational quali-
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fications; Petruchio in quest of gold. The Jourmey of Lucentie
-frames the play's sub~comedy, whereas that of Peiruchio frames
the play itself., The framing journey in the latter's case is
more interesting. After the wedding business is settled, Petw
ruchie forges his rich wife, Ketherina, to journey with him to
his home-town, There, she {3 confined untll the {ime of her
final journey back to Paduaz, not az the lately noiorious shrewish
dauzhter of Baptista, but as the then courteoua wife of Petrue
chio. (It is noticeable that on one occasion, IV.iii, Petruchio
cancels a journey, and on another, IV.v, threatens to poatpone
another as a result of what he believes to be Katherina's inco=-
mplete taming.) Interestingly, during their ultimate journey to
Padua, they come acToss old Vincentio, who has been journeying
a2ls0 through the same route to find out what has become of his
son. This patternlof journey, regarding a father following his
son whom he has previously sent on an errand to a different
town, leads directly, in my view, to the enveloping journey of
acgeon in The Comedy of Exzors.

The framing pattern of Jjourneys in Aegeon's case 1a not
only the most obvious use of enveloping action in Shakespeare's
early comedies, but algo the most subtle. With this framework,
shakespeare challenges the very craftsmanship of his contempo-
raries, by showing them a way of designing an old formula inte
g malti-functioned piece of stage craft. In other words, he

+eveals a characteristic of elastlecity in the Aegeon episocds,
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in that thia episode can technically be used either . as zn 'induc-
tion', or a 'prologue’, or an integral portion of a play's plot.
7o an Elizakethan, the term 'induction' was a short dramatic
action introducing a full-length play, normally performed by two
a7 more actors, followed at the end by a dramatic epilogue. “nd
the gitunation of Aegeon does not depart from this definition. To
an Elizatethan spectator, again, a prologue was a direct comm-
vnication from author or players (normally a single actor) with
1 view to paving the way for the following play (although there
are a few exceptions to this definition). The situation of
Aegeon does not fail to fulfll this expectation on the audience's
rart either, T.7W. Paldwin has rightly taken the situation of
fegeen, 1n his descriptien of the 'genesis’ of The Comedy of
“rrors, aa "a prologue to give the setting for the play and to
nrepare for the reunited family at the end of the fifth act',20
Neverthaless, the Shakespeare who showed little satisf-octinn
with the inductlon tradition, and never used a prologue in 2
comedy,gl choae to use fegeon's episcde as a framing action and
integral part of his pattern. In so doing, he experimented, as
is characteristic of his dramatic genius, with challenging
structural devices. The framing device achieved in his early

comedies in general, particularly in The Zrrors, emphasises the

process of experimentation beyond little doudt.

It would have been impossible to consider Shakespeare's

uge of frameworks in his early comedies, without dwelling
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seriously upon the very theatrical background from which, the dra-

matiat learned, practised and masiered nis art of dramatie cons-
truction., “hakespearian drama, like Elizabethan dramatic liter-
ature in general, wag founded upon a long tradition of medieval
and early renailssance theatrical heritage. That made it somehow
inevitable to look for the required backsround in the liturgi-
cal drama of medieval England, the secular drama of the early
renaissance and the popular drama of the Elizabethan public
stage. I hope to have properly faced up to the task in the pre=-

ceding brief article.
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vl (hicaso: University Fress, 1907).
RE LT D 59 & bramatic .rtist {Txford: larendon,
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oo irema { London: iethuen, 193Z;, p. 15.
il ster lackies thls argument in lakespeare aad the
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Tew Tors .o Loadorn:
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(Losiun: Juwzridee University rress, 1974), ». 25B,
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the Inglish Drama (London: Smith and Eldex, 1900), p. 447.
10.
{uoted from G.X. hunter, John Lyly (London: Routledge,
1962 ) » PP 306'07 .

11.
dee Uymonds, 0p.cit.

12.
wee Ihe Campridge Histery of inglish Literature, ed. by A.n.
W#ord and 4,R, Waller (Cambridge: University Press, 1910),
vol. VI, op. 23=4.

13.
Richard Hosley points out that at least forty=-five Elizzbe-

than plays were written with 'induction', See 'Was There a
nDramatic Epilogue" to The Taming of the Shrew?!, Siudies
in English Literature, 1 (1961), No.2, pp. 23-4,

144
Guotations from Shakespeare embodied here are from Petar

Alevander, The gomplete Norks of williap Shaxegneare {London
& Glasgow: Collins, 1978).

1%.
I quote from the version of the play, inecluded in Secffrey
naullough's Xarrative and Dramatic Sourges of Zlakespeare

rondony Routledze, 19577, Vol. I.

-

15,

roulton, pp.eit., P 297.
17

Ioid.
16,

~he esgential plet of New Comedy, whose founder was Menander
and whase best-known exponent was Terence, incorporates the
rallowing elements: 1) young man {knows already or) meets
soung womani 2) young man {is already or) falls f{n love with
young woman; 3} there is an obstacle to the fulfilment of
4rat Isve (this obstacle is parental}; 4) obstacle 13 over—

~ome arnd there is a reorganlsation of society. See Northrop
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C2¥e, 'The Argument of Comedy', ir Shakesgeare's Conedisst

woAnthotesr of Yodern Cxiticism, ed. by Laurence Lerner

{ondont Penguin Pooks, 1957), pps ZF12=174 and Creek Comedy,
tvans. and introd. by Robert W, Corrigan (i.‘ew Yorkt Tell

tlizhers Company, 1396%5), pp. 5-T.

wnton J, Snider, Iystem of Jhakespousre's Tranae (Ct.

o.7. Jones, 1877), WYol. 11, p. 25. The pattern of

jawnrneys has also been oane af the steck motifs of Lear and
way Tastern folk—literature since the olden times. In Arabic
wrarce, there are the '"Jeven Journeyz' of Zs Sindtad dese

~ribed in the book of thne Cne Tignjiand and Une aratian Ni-nts.

zban is known to have been a traveller of extreme interest
i+ adventure and erterprise; yet the basinc moiive which norie
211y instigated his journeying was usually the gquest of
aoney to Seet the up~growing costs of livin, is EX Lasran.
"here Aré, along With tne Ziandbadta fanows journeys, the in-
terestiing peregrinations included In the descriptive book of

adaib A1 Vind (Genders of Indis) of Buzuri Ibn Shahrayar.

TLere =re, alse, other travels descrited in different cortem-
porary works to The Arabisn Nignts, such as tnose of Ibn

Jubayr, Ibn Fadladn, Ibn Battuta and A1 Ghazali. But these are
of leas importance here, being factual rather than ficiional.

20
Cnakes care's Five-fect ftructure {Urbanai University of Illi-

nois Press, 1947), pp. 706~07.

21 .
sMakespeare used prologues only three times in all his

aramatic careert once ip & history, Henry ¥III, and twice in

tragedy, Troilus and Cresgida and Romeo and Juliet.
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