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AN ABSTRACT OF THE SEMIMB PAP'ER 

The purpose of this paper is to trace John Heyvoodts growth 

in dramatic skill by investigating certain elements in his six extant 

interludes. Each interlude is analyzed individually in the accepted 

chronological sequence from the earliest to the latest, revealing 

Heyuoodt s development in four general areas: (1) Means of involving 

the audience in the presentation; (2) Means by which Heywood employs 

both major and minor literary devices in the interludes, including 

development of character and setting; (3) Means of dealing with action 

on stage and properties; and, (4) Means by which Hextra*dramaticH 

elements are utilized. The investigation relies upon the use of 

primary sources-the interludes are  Witty and Witless, a Play qf 
J a v ~ ,  The Pf Weatha, The FOW g, The Pardoner 

Friar, and 30- Johaq-with additional reference to secondary sources 

for pertinent research done by other authorities. W l e  John Heyuoodis 

final dramatic results, composed of many interrelated elements, may 

seem somewhat lsinor and crude by modern standards, kis improvement as 

viewed in the light of his period stands out as a truly remarkable 

accomplishment. 
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CHAPTER I 

An important stage i n  the development of the  drama i n  England is  

found i n  the Tudor period. This stage is the  development of the 

interlude. 

English drama, E.K. Chambers observes, "had already migrated from 

the church t o  the market-place,. and i n  the ear ly  mdor period "migrates 

s t i l l  fur ther  , t o  the  banquet-hall. tt' In the  banquet-hall , the  play 

puts off i ts exclusively rel igious character. 2 

However, "interludeN i s  far from being a specif ic  tern. Chambers 

says, "The typical  inter lude deals with a short episode i n  about a 

thousand l i n e s  and could be handled i n  an hour o r  ~ 0 , " ~  but continues 

t h a t  the name seems t o  have been applied t o  any short  form of play 

performed b r  professional actors,4 with references dating back t o  1426. 5 

Thus, the  name "interluden is applied t o  the  plays of John Bale. 

An examination of the  l is t  of h i s  twenty-two plays, of which f i v e  s t i l l  

exis t ,  shows them t o  be miracle plays o r  mysteries, and three of them 

make up a passion cycle. 6 

A t  the  same time, the term i s  applied t o  the morali t ies of Henry 

Medwall, Nature and a fmdsn_g a Troths7 as well as the  moral allegory 

written by John Rastell ,  Interlude ef f$t: Nature Four Bements. 8 

Chaplbers says, "The 'moral inter ludesr  of the early Tudor period are i n  

f a c t  distinguished with some d i f f i c u l t y  from the  popular morali t iesV and 

the d is t inc t ion  i s  made by the  length of the  play and where it was 

acted. 9 



Nor did the "interluden replace e i the r  the  morality o r  t h e  

n i rac le  play. F.S. Boas says t h a t  the  "mysteries came t o  an end under 

the  double influence of puritan enmity t o  the stage and the vigorous 

growth of Elizabethan drama," while the  morali t ies continued much 

longer. 10 

However, even though the  inter lude does not replace older forms, 

i t s  def ini t ion becomes more concrete. Interludes become "short comb 

pieces containing an element of action that e n t i t l e s  then t o  be cal led 

dramatic,* according t o  Adolphus Ward, 
11 

Chamb~s s t a t e s  that *the inter lude had its r i s e  i n  the very 

midst of the  great  i n t e l l e c t d  and s p i r i t u a l  mvement throughout Europe 

which i s  known as h-ism; and hardly a n ~ r  branch of hanvrn a c t i v i t i e s  was 

destined t o  be more transformed by the  new forces than the 

'fhsse influences are seen by Boas as: 

a sign of the  passing of the old order, when the  historian of 
the English stage is f o r  the  first time confronted, not bg the 
shadowy and elusive forms of the  writers t o  whom we owe the 
miracles and e a r l i e r  morality plays, but by the authentic 
figure of a dramatist the  record of whose career is  s t i l l  i n  
pa r t  extant i n  letters, l ega l  documents and s t a t e  archives, 13 

The man whose inter ludes Boas c la ins  brings "us far on the road 

towards fully developed comedy, though action and individual character- 

izat ions are stil l ,  f o r  t he  mst part,  lacking$4 i s  the  subject of this 

paper, John Heywood. 

John Hspvcod was born i n  1496 o r  1497-a date known only because 

of a letter he wrote*&n 1575, re fer r ing  to himself as *nowe LXVIII 

yeares of age."15 He may hare been a member of the Chapel Royal as a 
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boy and may have spent some time a t  Oxford as a King*e scholar. 
16 

However, in  1 51 4 "he was one of Henry VIIIg s * singing-eent ; get t ing 8d a 

day--no bad pay a t  the time. u1 

Records show he served the court  f o r  about forty-five more years 

i n  many capacities, primarily i n  the  f i e l d s  of music and entertainment, 

He must have been well-liked, because each of the four monarchs under 

whon he served gave him g i f t s  and property. 
18 

About 1529, Heyvcod married Eliza Rastell, the daughter of John 

and Elizabeth Rastell. Elirtabeth was Sir Thomas More's sister. l9 sir 

Thomas, the chancellor under Henry V I I I ,  vas executed i n  1535 f o r  taking 

par t  i n  a Catholic plot. Heywood, a lso  a Catholic, became involved 

himself i n  a p l o t  against Archbishop Cmmer and was imprisoned far 

treason. However, he recanted i n  1544, was released (while h i s  compan- 

ions i n  the p l a t  were executed), and Henry V I I I  restored his holdings. 

Certainly, this indicates the  favor i n  which the court held him, 
20 

However, Hepvoodts recanting see- t o  have been l i p  service odly 

because, during the reign of Elizabeth I, Heywood went i n t o  ex i le  i n  the 

Low Countries (about 1562) where he died sometime after 1578. 21 

k i n g  his forty-five years a t  court, Heywood would have had the 

opportunity t o  see the very best in drama. To judge from the  papers and 

l e t t e r s  of Henry V I I I ,  extending fro= 1510 t o  1544, dramatic presenta- 

t ions  i n  court were varied, often r i ch ly  costu~led, and often given in 

elaborate setting8,22 However, Heywood i s  mentioned i n  d i r ec t  contact 

with only twr i n  1538 playing an inter lude with *his childrent1 before 

Princess Hary; i n  1539 presenting a mask of Arthurt s ~ n i ~ h t s . * ~  Later, 



in 1553, there was a presentation *'of childerne sett o d e  by &, 

Haywood' and also two andef ined @entertainments f o r  Elisabeth, one 

i n  1552 and the other i n  1559, prepared by ~ e y v o o d . ~ ~  Therefore, 

Chambers s t a t e s  sf his  interludes t h a t  *not one of them, i n  fac t ,  can be 

absolutely proved t o  have been given a t  C ~ u r t . ~  
26 

However, whether anything is known about t h e i r  being presented a t  

court o r  not, some of h i s  interludes have come down t o  the present tilae. 

W i t t y  a d  Witless, i n  manuscript with the  t i t l e  page and a short  section 

of the beginning missing, i s  signed by John Heywood and assumed t o  be i n  

his own hand.27 plav pf Love and The P1a.x & the  Weather were 

28 printed i n  1533 by his brother-in-law, W i l l i a m  Rastell. The F o q  

was printed by W i l l i a m  Qddleton i n  an undated edition between 1541 and 

1 547.29 Rastel l  a lso printed J& Pardoner and the Fr ia r  and Johan Johan 

i n  1533 without identifylng Hemood as the author, although, a f t e r  SOEM 

controversy, Heywood generally has been accepted as the author. 30 

Concerned, Alfred We Pollard wrote i n  1906 t h a t  "no one has ye t  

detected any time reference which enables us t o  fix approximate datesw3' 

and t h i s  statement is s t i l l  t rue  today. However, he suggests an order 

f o r  the interludes which is widely accepted and w i l l  be followed, This 

Chambers believes tha t  interludes would be perfowed (speaking of 

Henry VIIIts time) i n  



jus t  the ordinary, everyday hall, a f t e r  dinner or  supper 
with the sovereigns o r  lords s t i l l  on the dais, the  tab les  
and benches below pushed aside, and a f r ee  space l e f t  f o r  
the performers on the f loor ,  with the  screen and its con- 
venience doors as a background and the  hearth ready t o  33 
hand i f  it was wanted t o  f igure i n  the action. 

Therefore, *the se t t ings  of the interludes was nothing but the  hall i n  

which performances were given, with f o r  properties the plenishing of 

t h a t  hall o r  such movables as could be readi ly carried in.u3' 

The banquet-hall would be a large room with a raised dais  a t  one 

end d i r ec t ly  opposite the entrance t o  the  kitchens. A screen was raised 

i n  f ront  of t h i s  l a t t e r  entrance so t h a t  serving people could enter  the 

ha l l  through doors from e i ther  s ide  of the screen, y e t  neither the 

entrance nor the kitchens could be seen, Tables were s e t  up on the dais 

and along the two walls at  r igh t  abgles t o  the dais table,  forming a "U* 

shape, still  a common arrangement f o r  banquets today. In the area 

between the  arms of the *Uw and i n  f ront  of the dais, tables  (perhaps 

l i k e  the one described by Joseph Quincy Arlnms: board s e t  upon 

t r e s t l e s ;  when not i n  use, board and t r e s t l e s  were placed out of the  

and benches could be placed f o r  an additional serving area. 36 

Interludes were often presented by professional players sponsored 

by influential. aeabers of the court, Often these groups have long his- 

tor ies ,  37 

The make-up of these adul t  troupes was quite simple because the 

* e c o n o ~  i n  traveling and the inconvenience of crowding both went ta put 

a limit on the number of actors. Four men and a boy, probably i n  a p  

prenticeship t o  one of them, f o r  the  woaengs parts ,  may be taken as a 

no& troupe. ~ 3 8  
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At this same time a number of children's groups were involved in 

presenting plays. Because of the make up of schools, these groups were 

not limited in size to four or five members. It is in association with 

children's groups that John Hepood is mentioned. 39 

However, Heywood's use of childrents groups is generally accepted 

for only ef the Weather with its cast of ten. A11 of his other 

plays fall into the wfour nien and a boyw composition of the usual troupe 

of professional actors. 

Wile certain details concerning John Heywood* s life are lacking, 

the infomation about the presentation of interludes during this period- 

the banquethall, the use of properties found in the hall, the troupes 

of actors-may be used to fonn a good background for the analysis of his 

six plays. Each interlude is analyzed individually for: 

1. Ways in which the audience is involved in the interlude, in- 

cluding direct address and asides. 

2. Ways in which both major and minor literary devices are used, 

in isolation and in continued development, including rhyme patterns, 

sound patterns, characteril;ation, setting. 

3. Ways in which action on stage and properties are used. 

4. Ways in which wertra-dramaticw additions are employed in the 

interlude. 

Basically, this paper deals with John Heyuoodts increasing profi- 

ciency in utiliaing the elements described in these four general categories. 



The analysis and discussion i s  divided into two parts: 

1.  John Heywood the Apprentice, i n  which his  two "earliestw 

interludes are analyzed and discussed. 

20 John Hepood the Ebtertainer, i n  which his  four remining 

interludes are analyzed and discussed. 

Following these disaussions, a sumnary of John Heywoodfa 

dramatie development on the basis of these four categories i s  presented. 



CHAPTER I1 

BEPUOOD THE APPRENTICE: WITTP AND WITLESS 

AND THE PLAY LOVE 

Presentation of John Heywoods s inter ludes would seem strange t o  a 

modern audience. In  all probabi l i ty  there  was no fanfare o r  overture t o  

indicate  the  beginning of the  performance. Certainly there  was no risirig 

curtain. Of course, there  would be soms bust le  i n  the  hall as the re- 

mains of the banquet were removed and the  tables  and benches on the 

f loo r  were pushed back o r  dismantled t o  Prvnish act ing room. But basi- 

c a l l y  what would happen i s  t h a t  t he  play would simply start, 

Waiting would be the audience, made up of the  most educated 

portion of the  population, people whose education and everyday experi- 

ence prepared them f o r  close and analfl ic l is tening;  people who were 

able  t o  follow involved argument; people who were attuned t o  the sound 

of words; but a lso  people well f i l l e d  with food and drink, i n  a genial 

mood, and wanting t o  be amused, 

Heyvoodfs inter ludes are designed t o  amuse such an audience, but 

one is l i k e l y  to recognise this only i f  an e f f o r t  is made t o  understand 

the  circumstances under which they were presented. 

Witty g& Uitless  ad The mpf Love a re  accepted a s  the  tuo 

e a r l i e s t  plays of' John Heywood s t i l l  i n  existence. They a r e  his appren- 

t i c e  works and Rupert de la ~ k r e  says of the two that Uitty and Witless 

cer ta in ly  dul l ;  I venture t o  say the du l l e s t  l i t e r a r y  e f f o r t  i n  the  

world, though it has a close r i v a l  i n  Play pf Love."' 
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However, most devices H e p o d  uses i n  his l a t e r  plays are present 

i n  sone fora .  Here Hepvood f inds them; i n  the l a t e r  p l a ~ s  he develops 

In Witty p ~ d  Witless John Heywood introduces two characters 

i n i t i a l l y ,  John and James. These two men begin a debate concerning 

which i s  better:  t o  be vise  o r  t o  be foolish, James defends the witless 

and John defends the witty. James succeeds in getting John t o  agree 

with him, when Jerome, the th i rd  character, enters, a f t e r  defsa&%ig the  

arguments of James, Jerome convinces John that he was correct  i n  

defending the witty. 

Generally, HepwOQd attempts t o  get his audience i n t o  the interlude 

i n  any of a namber of ways. Even i n  t h i s  presumably ear ly  work, he ends 

with a d i rec t  address t o  the  audience ( ~ e  l a  ~ & e ,  pp. 142-143). The 

interlude may have begun with a d i r ec t  address, but the  par t  of the manu- 

s c r i p t  t h a t  bontained the t i t l e  and the intxoduction has been los te3  In  

the body of the play John lakes one aside t o  the audience: "Somewhat he 

tovchyth me now yn very deedu (De l a   ere, p, 141 ) Certainly, th i s  is 

not much, but it is  a beginning. 

Heywood makes no attempt t o  build the three characters. (~erome, 

however, is ident i f ied as a wyowng schooleman a f resh  comomr" by James 

( ~ e  la %&re, p, 132) .) The only way one can be distinguished fron the  

other i s  through the context of the  speeches, and the reader i s  constantly 

dependent upon the author's labeling of speeches, 



However, Heywood does nake use of four literary devices. Yhile 

it is not clear what sort of impact they had upon the audience, there 

must have been some, because all four are repeated in at least some of 

his latbrx* interludes. These four devices are : (1 ) rhymed couplets, 

(2) rime roJral, (3) alliteration, and ( 4 )  the word-sound catalog. 

The rhymed couplet, written roughly four beats to a l ine,  is 

forced and unnatural in Uitty Witless. In nany instances, maning 

is made to conform to rhyme. Heymod uses it in all of his interludes 

and it becomes less and less forced as he develops proficiency. 

Rime royal is used in the direct address to the audience by 

Jerome. Perhaps its sound set it off from the body of the interlude, 

because Heywood uses it in addressing the audience in a number of later 

works. An example is seen in the last of four stanzas of Jerome" ad- 

dress to the audience: 

Contynewans vherof v(ith) frewtflll encrese 
I hartyly uyshe for encrese of rewarde 

As scrgrptur ale- late doth wytnes 
The wgtty wyse wurker to be prsfarde 

Above thydyll sot and ye to regard 
Eche ~ l a n  hyin self so to aply in thys 
As ye all nay obtayne the hye degre of blys 

Amen q(uo) d John Hegwod (h la ~ b r e ,  p. 140) 

Alliteration is used extensively in 03ittg and Witless, at times 

to the point of developing into tongue-twisters. One of the arany possi- 

ble examples is 'Bygger burden barth he none then his babyll" ( ~ e  la 

The word-sound catalog, which is really a form of alliteration 

used in a special way, jangles in modern ears, but its use is continued. 



Perhaps one can conjecture its accompaniment by some f o r a  of action. Be 

t h i s  as it may, four  l i n e s  of a twelve-line catalog w i l l  suf f ice  as an 

i l l u s t r a t ion :  

-Some toss hyia some turne hgat 
Some snap hyln sone scratch hym 
Some cramp hym sose cratch hym 
Some cuff (hyn) soam clowt h p  ( ~ e  l a   re, p, 118) 

The action of the debate is limited (except f o r  Jamest and John's 

or ig ina l  entrance, which is l o s t )  t o  Jemaets  entrance ( ~ e  l a   are, 
p. 131) and the  e x i t  of James (not spec i f ica l ly  indicated, but taking 

place somewhere between pg. 133 and 141, Da la  ~kre) .  However, even this 

s l i g h t  b i t  of action nay be unusual, because Robert W. Bolwell says i n  

his defini t ion of the debater "England fostered the strif o r  e s t r i f ,  a 

debate i n  dialogue, non-dramatic and obviously never acted. w4 Therefore 

t h i s  simply entrance and e x i t  may be an addition by Hepwood t o  an old 

fornt. 

A s  far  as extra-dramatic e f f ec t s  are concerned, Heywood employs 

none i n  Witty & Witless. 

A l l  i n  a l l ,  there is very l i t t l e  i n  the  way of amusement f o r  a 

modern audience i n  Witty a Witlesg. The speeches are long, some last- 

ing xtore than f o r t y  l i n e s  (see Jamas' part ,  De l a  B&, pp, 11 9-1 21 ) and 

there  i s  l i t t l e  i n  the way of give and take. Even though there are three 

people involved, only two ever speak t o  each other and James, after 

Jeronets entrance, is  only given nine l i n e s  i n  the  remainder of the  play 

\ 
( ~ e  l a  Bere, pp. 132-133). Of course, i n  all likelihood the inter lude 

was presented by a group of pmfessionals,  who may have added some action 

i n  t h e i r  delivery, but there  are no indications of t h i s  practice. Even 



i f  there  were some impromptu action, the performance would be du l l  and 

s t a t i c  as a nodern presentation. 

But W i t @  and Witless was not designed f o r  todayt s audiences, 

Pollard s t a t e s  t h a t  "in Heywoodts day one of the chief aims of education 

was s k i l l  i n  argument," and that '"argument was amusing f o r  its own 

sakeOw5 The number of debates surviving from this period would seem t o  

indicate  t h e i r  popularity. 6 

This play i s  probably the  e a r l i e s t  dramatic e f f o r t  preserved 
t o  us from Heywood% pen. Its simplicity, imitation, and its 
colaparative dullness suggests an inexperienced writer. . 9'. 
Although there  was an audience f o r  such feeble dramatic e f fo r t s  
down into the reign of Elizabeth, Heywood probably neglected 
this form a f t e r  serving his apprenticeship i n  it. 7 

!MiE PLAT LOVE8 - 
The complete t i t l e  of the  work as it appears on the original 

t i t l e  page is play of lone, A newe and mery enterlude concerning 

pleasure and payne i n  loue, made by Ihon ~ e y w o o d ~ ~ ~  In t h i s  inter lude 

Heywood introduces his first two characters, The Lover not Loved and 

The Woman beloved not Loving, separately. They begin a debate about 

which of t h e i r  two roles ,  given i n  t h e i r  names, i s  the more d i f f icu l t .  

They reach a point where they f e e l  they require a judge t o  decide t h i s  

issue and leave. The Lover Loved, the th i rd  character, enters and i s  

soon joined by Neither Lover nor Loved t o  ge t  the second debate under 

way, They a l so  reach a stalemate. The Lover Loved departs t o  f ind  a 

judge, leaving Neither Lover nor Loved alone on the stage* Soon The 



Lover Laved returns with The Lover not Loved and The Woman beloved not 

Loving, leading in to  a fomway  debate* This debate ends on a note of 

In gf Love Heywood makes more use of the audience than 

i n  Wi twa  Witless. The play begins with a @-line opening speech by 

The Lover not Loved written i n  rime royal: 

Lo Si r ,  whoso tha t  looketh here f o r  courtesy 
And seeth me seen as  one pretending none, 
But as unthought upon thus suddenly 
Approach the midst among you everyone, 
And of you all saith nought t o  anyone, 
May think me rude perceiving of what s o r t  
Ye seem t o  be, and of what s t a t e l y  port.(~arnrer, p. 139) 

It i s  uncertain whether the seven l ines  making up the f i r s t  stanza imply 

t h a t  t h i s  entrance is made through the audience or  on ly  that they a re  

delivered deep between the arms of the banquet's "U1' shaped tables, but 

there can be no doubt of the i r  direction, 

These stanxas are directed t o  the audience, and are an indication 

of a strength of the presentation i n  the banquet-hall and t h i s  type of 

appeal. Players could only a r t i f i c i a l l y  be unaware of an audience 

placed on three sides of the acting area. By writing interludes i n  

which the audience was recognized and referred t o  directly,  Heywood 

could give the members of the audience the feeling of taking a greater 

part i n  the production. 

T h i s  speech is also interest ing i n  tha t  mch of i t s  meaning nay 

be l o s t  without h a n g  what follows. Actually, i t s  purpose t o  the 

play-the ident if icat ion of the character-is given i n  the l a s t  two 

lines of the speech: 



Of al l  pains the most incomparable pain 
Is t o  be a lover not loved againo ( ~ a n r e r ,  p. 141) 

What be t t e r  beginning t o  an evening's amusement could there  be than an 

inobtrusive entrance and speech whose meaning could be l o s t  while the  

audience quiets down? A curtain r i s i n g  o r  a fanfare would get a t ten t ion  

f a s t e r ,  but would sha t t e r  the mood already exis t ing i n  the  hall.  With 

t h i s  type of b e g i ~ i n g ,  the  mod could be continued and, by the d i r ec t  

appeal t o  the audience, molded i n t o  the p lay  t o  follow. 

Later i n  this interlude,  Hepvood Bakes additional d i r e c t  appeals; 

The Lover Loved, who enters an empty stage, speaks d i r ec t ly  t o  the 

audience and, again, i n  rime roya l (~a rne r ,  pp. 146-148). Later, Neither 

Lover nor Loved does the  same thing i n  the  longest speech i n  any of 

Heywood's interludes. Alone on the stage, t h i s  character delivers a 

speech of over 290 l i n e s  (~armer, pp. 152-160). There a r e  other exarnp1es 

of d i r ec t  appeal, including the last stanza of the conclusion, which is 

writ ten i n  rltne royal (~armer, p. 190). 

A s  indicated, Heywood re ta ins  rime royal f o r  d i r ec t  address, 

using it the f i r s t  two times i n  the introduction of two new characters 

t o  the audience, The Lover not Loved and The Lover Loved, and, at  the  

same t ime ,  as an introduction of the  two separate debates. The t h i r d  

t i n e  it appears i n  the play is i n  the closing speech t o  the audience, 

exactly as it was used i n  Ht ty  ~ u l d  Witless. 

Heyvood also continues using a l l i t e r a t i o n  i n  The P l y  ef hvq, 

but more moderately than i n  Witty gncJ Witless, as well as the  word-sound 

catalog. There a r e  two word-sound catalogs i n  P&y nf. lege, both 



given by Heither Lover nor Loved. The first catalog is very s imilar  t o  

the one i n  Witw ty Witless, except t h a t  it uses three a l l i t e r a t e d  words 

i n  place of a p a i r  of word pat terns  (~armer , p, 1 50) The second one, 

however, i s  in te res t ing  i n  t h a t  it suggests some action: 

Ye have been here before me before now, 
Bnd now I am here before you, 
And now I am here behind ye, 
And now ye be here behind ne, 
And now we be here even both together, 
And now be ye welcome even both hither. ( ~ a r n e r ,  p, 161) 

Heywood gives the  characters type names, a practice he continues, 

but i n  t h i s  case he begins t o  build his characters i n t o  human beings 

ra ther  than the  abs t rac t  beings James, John and Jemne remain.'' Bn 

example of t h i s  appearance of individual i ty  may be seen i n  the f i r s t  

speech of Neither Lover nor Loved, where his character is shown i n  

contrast  t o  the digni ty  of The Lover Loved: 

Neither Lover nor Loved, Now God you good even, Master Woodcockl 

Lover Loved. Cometh of rudeness o r  lewdness t h a t  mck? 

Neither Lover nor Loved. Come whereof it shall ye come of such 
stock 

That God you good even, Master Woodcock! 

Lover Loved. This lose1 by l i k e  hath l o s t  h i s  wit! 

Neither Lover nor Loved. Nay, nay, Master Uoodcock, not a w h i t !  
I have known you f o r  a woodcock or  this; 
Or e l se  l i k e  a woodcock I take you amiss. 
But, though f o r  a woodcock ye deny the same, 
Yet shall your w i t  witness you meet f o r  t h a t  name. (~armer,  pp. 148- 

149) 

Neither Lover nor Loved is  in te res t ing  fro= another aspect; he 

has been borrowed from the morality play and i s  a stock character, t he  

vice.'' In  t h i s  respect Heyvood i s  original. Aaither Lover nor Loved 



i s  the first Vice, by a t  l e a s t  t h i r t y  years, t o  be used i n  any exis t ing 

interludes. 12 

Heywood a l so  employs the  Vice i n  an intr iguing way. Witty 

Witless is a debate, l imited t o  a l te rna te  speeches even when three 

people are  on stage. He s e t s  up The pf i n i t i a l l y  as two 

separate debates, but breaks the a l t e rna te  speech pat tern about aidway 

through the play by having the  Vice a c t  as the focal point and by begin- 

ning what r e su l t s  i n  a four-way debate ( ~ a r n e r ,  beginning p. 160). 

In T h e w  nf Love Heywood also aakes much be t t e r  use of entrances 

and exits, which comprise the  nain body of the stage business. Excluding 

The Wonan beloved not Loving's f i r s t  entrance, each person has a reason 

f o r  h i s  entrance and exit. Characters do not abruptly appear or e x i t  by 

implication as i n  Witty a Witless. 

The entrances and e x i t s  also a r e  used t o  s e t  up a number of 

scenes. The entrances of The Lover no& Loved and The Woman beloved not 

Loving and t h e i r  debate form the  first scene. They e x i t  simultaneously 

and The Lover Loved enters. The Vice% entrance and his debate with The 

Lover Loved becomes the  second scene* The th i rd  scene is carr ied by the  

Vice alone from the  time The Lover Loved leaves u n t i l  al l  three charac- 

t e r s  return together. The four, the e n t i r e  cast ,  present the f inal  

scene, 

This last scene is broken up by another piece of stage business. 

Uhile De l a   ire c a l l s  it "s pathe t ica l ly  naive b i t  of it 

cer ta in ly  must have created some excitement. Neither Lover nor Loved 

(the vice) leaves the stage f o r  a short  time and the stage direct ion i s  

given : 



Here the Vice cometh i n  running suddenly about the  place 
among the audience with a high copper tank on h i s  head f u l l  
of squibs f i r e d  crying, water! water! fire! f i r e !  fire! 
water! water! f i r e 1  till the  f i r e  i n  the squibs be spent, 
(F'arrner, pp. 180-181) 

T h i s  point marks Heyvoodts f i r s t  ident i f ica t ion  of the Vice, as 

well as his e a r l i e s t  use of a property, the copper tank of firecrackers. 

The direct ion also reveals an additional use of the  audience, which 

lends weight t o  the  idea t h a t  The Lover not Loved enters from the  

audi ence . 
The Play gf L o n  contains two extra-dramatic devices not used i n  

Witty Witless. The first i s  found a t  The Lover Lovedts or iginal  

entrance and is a song. De la  are considers the  song wir re levsnt ly  

introduced,"'%ut i ts  use can be purposeful i n  separating the  two debates 

even more widely. 

The second extradramatic  device i s  contained i n  the Vice's long 

speech t o  the  audience, Here Heywood makes use of a long s to ry  and a 

l i s t i n g  of a womanB s c b a r n s ( ~ m e r ,  pp. 152-160). The s tory  is a 

r/ t .  fabliau. are characterized by "their  hmorous, s l y  sa t i re .  . . 
and themes t h a t  "dealt famil iar ly  with the clergy, (and) ridiculed 

~ l a a n h o o d $ ~  which cer ta in ly  fits t h i s  t a l e  (except f o r  the  lack of 

reference t o  the  clergy). The l i s t i n g  of a womants charms, i n  the 

manner Heyvood uses, even changing the r h p  pat tern f o r  it, i s  a 

g r a ~ h i e ,  a form borrowed from France, 16 

Although De l a  ~ 8 r e  sees Plqy 9f Love as  only "valuable f o r  

the  l i g h t  it throws upon what a Tudor audience could endure, "17 Bolvell 

comments tha t  it i s 8  



more in te res t ing  than W i t *  p d  Witless because it is not so 
severely simple. There i s  more business on stage, the  discussion 
is brighter, the humour enlivened by the  g r a ~ h i e  and the  fabl iaq,  
and doubtless Heywood's audience was delighted by the vice and 
his pan of squibs o r  fireworks, designed t o  create  a good-natured 
panic l i k e  the  devi ls  rushing among the spectators i n  the  miraclesl8 
and i n  some court  ~ncesks. 

In the two plays comprising Heyvoodts apprenticeship, he uses a 

number of devices. He t r i e s  d i r e c t  address and running through the 

audience as means t o  include the audience i n  the action. His l i t e r a r y  

devices include rhyme, a l l i t e r a t i o n  and word-sound catalogs. H i s  charac- 

t e r s  become type-named, but a r e  shown as human beings. The entrances 

and exits are already becoming more natural  and a r e  used as a great part 

of stage business. His only  prop, so far, i s  a copper ke t t l e ,  an object 

natural ly  found i n  o r  around the banquet-hall, which is carr ied i n  by 

one of the actors. The ertra-dramatic elements used a r e  the  Pabliaq, the  

paphie (which does not reappear) and song. 

These devices, learned i n  his apprenticeship, are nearly a l l  Heyvood 

continues t o  use. But Heywood ref ines  them, places thea  i n  d i f fe ren t  

combinations, and turns  out more and more mature works. In  so doing, he 

moves from an apprentice t o  an entertainer* 



C W T E R  111 

HEYYOOD THE ENTERTAIIQB: THE PLAY OF THE WEATHER, 

TKE FOUR PP, PARDONER AND THE FRIAR, --- 
AND JOHAN JOHaN 

Possibly the  most important general observation t h a t  can be drawn 

from the four interludes discussed i n  t h i s  chapter i s  t h a t  Hepood grows 

more s k i l l f u l  i n  devising ways t o  amuse the  audience f o r  which they are 

written, 

In Witty pid  Witless and The Love, Heywood depends grea t ly  

on the amsexaent found i n  following i n t r i c a t e  argument i n  debate. But 

debate, like the morality, i s  aimed a t  teaching, forming a basis wwch 

i nh ib i t s  humor. Witty Witless aims a t  edification, and "Wittyn 

c l ea r ly  wins the  argument. In  W O q  Lovq, however, there i s  no 

winner and the inter lude ends on a note of compromise. Here, perhaps, 

Hewood begins t o  r ea l i ae  t h a t  his audience, inclined by good food and 

drink t o  expend l e s s  i n t e l l ec tua l  e f f o r t  i n  being pleased, wants a 

greater portion of humor and a smaller portion of edification, 

Therefore, while the  debate does not disappear abruptly from the 

l a t e r  interludes,  it ceases t o  function as the  cent ra l  purpose of the 

works, diminishing as Hegwood develops f a c i l i t y  as a dramatist, Pollard 

recognizes Heywood's success i n  a l t e r ing  the primary purpose of his  

interludes,  declaring t h a t  'as far as we know, he was the  first English 

dramatist t o  understand t h a t  a play Plight be constmcted with no other 

1 
objects than s a t i r e  and amusement . , . .w i n  mind. 



Like most of Heywood's interludes,  this play, the f u l l  t i t l e  of 

which is "A new and a mery enterlude of al maner wethers made by John 

~ e y w o o d , ~ ~  may be eas i ly  summarized. Jupi ter  descends t o  ear th  t o  

s e t t l e  a dispute concerning the weather and chooses Merry Report as an 

envoy. Eight people come, each t o  present his desire  f o r  a specif ic  

type of weather, and t h e i r  cases a r e  heard by e i the r  Merry Report or  

Jupiter. The eight su i to r s  are: (1 ) the  Gentleman, (2) the  Merchant, 

(3) the  Ranger, (4) the Water-Hller, (5) t he  Vind-Miller, (6) t he  

Gentlew~lan, (7) the  Launderer, and (8) a Boy. After they have gone, 

Merry Report s ~ i z e s  t h e i r  wishes, a l l  of the characters a r e  cal led 

back on stage, and Jupi ter  s t a t e s  he w i l l  leave the  weather as it is. 

One by one each character accepts Jupi ter ' s  decision, admitting the wis- 

dom of his C ~ O ~ C Q ? ~  

Heywood fills t h i s  play with devices t o  include the audience. 

Not only are Jupi ter ' s  long opening and closing addresses directed t o  it, 

but a l so  the opening l i n e s  of four  minor characters. Two will serve f o r  

exaaples of how Heywood changes the appeals t o  f i t  the character. The 

Gentlewonan ac t s  shy and surprised: *Now, good god! what a f o l y  is th i s?  

Uhat sholde I do where so q c h  people i s?"  (Aw, p. 411, l i n e s  766767). 

The Ranger, a self-confident man, enters  with: "God be here! Now C v t  

kepe thys cosrpany!*  dams, p. 404, l i n e  400). 

Of course, it is  the  Vice of the play, Merrp Report, who is con- 

s t an t ly  aware of the audience. In f ac t ,  he begins the  play by i d e n t i w n g  



with it. Beginning with h i s  first l i n e  t e l l i n g  a servant helping t o  

i l luminate the  production, "Brother, holde up your torche a l y t e l l  

hyerlH  dams, p. 399, l i n e  98) ,  he makes numerous observations and 

comments t o  the spectatorso When the last su i to r  has l e f t  the stage, 

he turns t o  the  audience and his l a s t  d i r ec t  appeal, careful ly  worded so 

no one would accept, i s  given i n  the  Pianner of a cryer: 

Oyes! yf t h a t  any knave here 
Be wyllynge t o  appere, 
For wether fowle o r  clere,  
Come i n  before thys flocke; 
And be he hole o r  syckly, 
Come shew hya mpde quyckly; 
And yf his t a l e  be not lyckly 
Ye shall lycke my t ay le  i n  the nocke.  dams, p. 416, l i n e s  1057-1064) 

A d i f fe ren t  use of the audience i s  found i n  a stage direct ion a f t e r  

Merry Report has spoken t o  Jupi ter  about the Gentlemints desire  t o  hunt 

sows; *Here he poynteth t o  the  womenw  dams, p. 402, between l ines  249 

In t h i s  play Heywood again makes use of rime royal f o r  both t h e  

opening and closing speeches. He reduces his use of a l l i t e r a t ion ,  but 

retains the word-sound catalog. The first i s  a l is t  of places Merry 

Report visits i n  the  search f o r  su i to r s   dams, p. 401, l i n e s  198-211), 

much l i k e  the one i n  The P1w pf: Love. However, the second is a tea- 

t i v e  catalog and i s  used, i n  t h i s  instance, as a 'give and taken t o  

reveal character 3 

MerpReporte. Many wordes, l y t t e l  mater, and t o  no purpose- 
Suche i s  the e f f ec t  t h a t  thou dost dysclose. 
The more ye byb, the  more ye babyll; 
The more ye babyll, t h e  more ye fabyll; 
The more ye fabyl l ,  the  more unstabgll; 
The more unstabyll, the  more unabyll 



In  any marier thynge t o  do any good, 
No hur t  though ye were hanged, by the  holy rood! 

Launder. The l e s  your sylence, the  l e s s e  your credence; 
The les your credens, t h e  l e s  your honeste; 
The l e s  your honeste, the  les your assystens; 
The l e s  your assystens, t he  l e s  abylyte 
In  you t o  do ought. Uherfore, so god me save, 
No hur te  i n  hangynge such a raylynge knave1  dams, p. 414, l i n e s  

95k971)  

In  fact ,  The Play of the  Weather i s  devoted t o  showing thumb-nail 

character sketches of many types of people. Each s u i t o r  becomes human 

and there  a r e  wide differences i n  t h e i r  characters. A s  t he  c d a t i v e  

catalog t e s t i f i e s ,  the  Launderer is  very sure  of hersel f  and not a bit 

impressed by Merry Report. Nor i s  she impressed by Jup i t e r  himself, 

t e l l i n g  h i m  she i s  "as good as you!"   dams, p. 41 9, l i n e  1233). 

In contras t ,  Heywood shows the  Gentlewoman, whose opening speech implies 

timidity, With t he  exception of the  two Millers, each character  contras ts  

with another. 

The most i n t e r e s t i ng  and carefu l ly  dram character is Merry Report. 

H e m o d  puts him i n  cont ras t  with each s u i t o r  and has him r eac t  d i f fe r -  

e n t l y  i n  each association. Thus, he d i s l i ke s  the  Launderer, asks t he  

Gentlewoman f o r  a k i s s ,  and i s  sympathetic t o  the  Boy, But, more than 

t h i s ,  Merry Report's character undergoes a change. Early i n  the  in te r -  

lude he is cocksure and arrogant, di rec t ing  the  following speech t o  the  

audience t 

Now, sps, take hede! for here cometh goddes servaunt! 
Avaunte l carte(r) l y  keytyfs , avaunt I 
Uhy, ye dronken horesons, wyll y t  not  be? 
By your fayth,  have ye nother cap nor kne? 
Not one of you t h a t  wyll make cur t sy  
To me, t h a t  am squyre f o r  goddes precyous body? 
Regarde ye nothynge myne authoryte? (~darns, p. 401, l i n e s  186-192) 



However, l a t e  i n  the  play, showing a much more modest opinion of himself, 

he says: 

Not one of t h e n  sewtes agreeth wyth an other. 
I promyse you, here i s  a shrewd pece of warke! 
T h i s  gere wyll t r y e  wether ye be a clarke,  
Y f  ye t r u s t  t o  me, yt i s  a grea t  foly;  
For fi passeth my braynes, by gbddes body! (bdams, p. 417, l i n e s  

111s-1122) 

Heywood uses a great  many entrances and e x i t s  as the main act ion 

of the  play. Merry Report's f i r s t  entrance and e x i t  and second entrance 

a r e  especial ly  in teres t ing.  Uhen he first appears, Merry Report remarks, 

af ter  Jup i te r  asks f o r  a."~yycr,~ "I saw no man sew f o r  t he  offyce but 

I I ' and explains t h a t  his behavior at  coming i n  " l f l c s l l  o f f  endedv he dams , 
p. 399, l i n e  130 and 125). in his first ex i t ,  d i rected t o  the  audience, 

he says "Frendes, a f ellyshyppe, l e t  me go by Thynke ye I mag 

stande thrustyng amonge you there?/ Nay, by god, I m s t e  thrust about 

other  gere l (bdams, p. 400, l i n e s  1 7 6 1  78) His second entrance is 

marked by the boastful ,  arrogant speech. 

Taking these th ree  together, while there  is no s tage direct ion t o  

c o n f i m  it, there  i s  a strong case f o r  entrance and e x i t  through the  

audience. A modern audience would be upset with his rough language but 

%is Rabelaisian humor . . naughty innuendoes, probably ended i n  show 

e r s  of laughter from the  a u d i e n ~ e , ~ ~  as De la   ere points outO4 And, i f  

Neither Lover nor Loved could s c a t t e r  sparks among them, Merry Report's 

entrances and e x i t s  through t h e i r  numbers would only add t o  the laughter, 

With as many entrances and e x i t s  as t h i s  play has, it could ea s i l y  

become a d u l l  routine* But Heywood does not allow it and builds l i t t l e  
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scenes with these comings and goings, The most common form of these 

scenes, used f o r  the  Gentleman, the  Merchant, the  Ranger, and the  Boy, 

is simply s t ructured about the  s u i t o r  and M e w  Report, Each is addi- 

t i ona l ly  enlivened i n  some way. For example, the  Gentleman blows a horn 

before entering, and Merry Report stops the  Ranger from approaching 

Jupiter ,  Heywood s e t s  up a s ing le  scene with Merry Report and the  two 

Millers, who en te r  on ly  a shor t  time apar t  ( t h i r t y  l i n e s ) ,  The two 

Ki l l e r s  begin a l i t t l e  debate and Merry Report leaves t he  stage,  re- 

turning only when the debate (ending i n  a draw) nears i ts conclusion. 

Hepood a l so  s e t s  up a scene with t he  Gentlewoman and Merry Report, 

which i s  interrupted by the  Launderer, who makes t he  Gentlewornan so 

uncomfortable t h a t  she departs. The scene i s  completed with Merrg 

Report and the  Launderer exchanging verbal. blows i n  the  cumulative 

word-sound catalog. In  the  f i n a l  scene of the  play, Heywood gathers the  

e n t i r e  c a s t  f o r  a wgrand f i na l eow 

It i s  i n  this inter lude t h a t  the  only property, except the  accou- 

terments the  ac tors  may have about them (such as the  Gentlemant s horn), 

t h a t  i s  not normally Pound i n  a banquet-hall i s  used. T h i s  property is 

Jup i t e r ' s  " t r ~ n e . ~  Throughout t he  e n t i r e  interlude,  Jup i te r  i s  on the  

stage, but i s  unseen by most of the  su i t o r s  whose arguments a r e  heard by 

Merry Report. M y  two, the Gentleman and the  Merchant, speak d i r e c t l y  

t o  Jupi ter ,  while Merry Report intercedes f o r  a number of others. T h i s  

s i t ua t i on  leads t o  t he  idea t h a t  the  throne i s  kept f r o m  view by a 

5 screen o r  a curtain  dams, p. 400, between l i n e s  185-186). 

Heywoodts extra-dramatic addit ions a r e  three  songs. The f i r s t  i s  



25 

sung near t h e  beginning of the  play a t  Jupiter's request, while Merry 

Report i s  gathering the  su i to rs ,  Without a doubt, it i s  used t o  suggest 

the  passage of time, because near i t s  end Merry Report re turns  and ra t -  

t l e s  off f i f t y  places he has vis i ted.  The second i s  sung by the  Gentle- 

woman and Merq  Report (who address the  musician) a l i t t l e  pa s t  the  mid- 

point  of the  play. Her singing with him provides the  reason f o r  Merry 

ReportT s request, "Kys me ons and no morett  dams, p. 413, l i n e  866). 

The last song is sung a t  the very end of the play as part of the "and 

finale, * 

In Play pd: $Q m t h e r ,  Heywood continues the  use of many of 

the  devices seen i n  the  inter ludes  of h i s  "apprenticeship," Direct ad- 

dress i n  rime royal f o r  the  opening and closing speeches i s  retained,  

but i n  place of a few ra the r  long appeals, as seen i n  The Play of Love, 

there a r e  many qui te  shor t  ones sca t te red  throughout the  play. The word- 

sound catalog is continued, but one i s  changed i n t o  a cumulative display 

of uit, I n  place of a few sketchily-drawn characters seen i n  a few long 

scenes, Heywood gives c l e a r  l i t t l e  pic tures  of a wide range of people s e t  

i n  many shor t  and varied scenes. And, he uses music to show passage of 

time, t c  change one character's nrlnd about another, and as a f in i sh ing  

touch t o  t he  play, instead of as a separator of scenes, 

The debate, the reason f o r  Witty a Witless and a very important 

element in The Play Love, i s  placed i n  t he  background and becomes a 

device t o  show the  many views of many characters i n  many l i t t l e  scenes. 

Coupled with t h i s ,  Heywood uses music, so t h a t  Play ef && Weatheg 

has "the appeal of t he  moment t o  t he  eye and the ear, the  blaze of colour 



and l i gh t ,  . . . the succession of rapidly changing scenesf16 which 

indicates i ts  masque-like qual i t ies ,  

THE FOUR PP 
7 --- 

The complete t i t l e  f o r  The Four i s  "A newe and a veFy mery 

enterlude of a palmer, a pardoner, a poticary a pedler made by John 

~ e e m o d ,  w8 And is about three men who meet by chance. These three men 

begin a "debatew t o  determine who has the best  route t o  Heaven. The 

Palmer defends pilgrimage, the Pardoner defends his bul ls ,  and the 

'Pothecarp, who says everyone needs his help, defends poisons, A Ped- 

dler enters and the three ask h i m  t o  judge. He refuses, but f ee l s  the 

four  of them should form a group, He suggests t h a t  each one t e l l  a lie 

and the best  liar w i l l  be the leader. The Peddler f ee l s  qual i f ied t o  

decide the contest  and, a f t e r  each t e l l s  his "story," makes h i s  choice. 

A moral tag concerning compromise concludes the interlude. 

Unlike pf Love and Pf the  Weather, Heyuood makes 

only two d i r ec t  appeals t o  the audience: a 63-line introduction and a 

fourteen-line conclusion, both delivered by the Palmer, A t  no other time 

does any character acknowledge the presence of an  audience. However, 

l i k e  the Gentlewoman i n  The P l a y a  the  Weather, the Palmer expresses 

surpr ise  a t  seeing an audience: 

Wowe God be here! Who kepeth this place? 
Now, by my fayth, I crye you mercy! 
Of reason I must sew f o r  grace, 
My rewdnes sheweth me no(w) so homely. 
Wherof your pardon axt, and wonne, 
I dew you, as curtesy doth me bynde, 
To t e l l  thys whiche shalbe begonne 
In order as may come beste in mynde. ( ~ d a n s ,  p. 367, l i n e s  1-8) 



In Heywood subs t i tu tes  seven quatrains rhymed on 

a l t e rna t e  l i n e s  f o r  rime royal,  but r e t a in s  two stanzas of rime royal 

f o r  the  conclusion. Perhaps this i s  done t o  d i f f e r en t i a t e  the  introduc- 

t ions  and conclusions from the  about four  beat rhymed couplets of the 

bodies of the interludes. However, t h i s  is the last instance of Hey- 

woodt s use of this device. 

The use of a l l i t e r a t i o n ,  already reduced i n  The af a 
Weather, is fu r the r  reduced here. Mthough the  Peddler and the  'Pothe- 

cary both catalog the  contents of t h e i r  packs, there  is l i t t l e  attempt 

a t  a l l i t e r a t i on .  Even the  Palmer, who gives a long catalog of places he 

has does not use the  word-sound catalog a s  does Merry Report. 

However, the cumulative word-sound catalog i s  used by the Peddler and 

t he  Pardoner i n  a way similar t o  Merry Report and the  Launderer: 

Potycary. Than t e l l  me thys: be ye perfyt  i n  drynkynge? 

Pedler. Perfyt  i n  drynkynge as m y  be vgsht by t h m g l  

Potycarg. Then a f t e r  your drynkyng, how? fall ye t o  wynkyng? 

Pedler. Syr, after drgnlrynge, vhyle the shot i s  t p k p g e ,  
Some hedes be swynkyng, but  myne wyl be synkgnge, 
And vpon dr3mkgnge myne e p e  vg l l  be pynkynge, 
For wynkynge t o  drynkynge is alway lynkynge. 
(bdams, p. 371 , l i n e s  301-307) 

H e p o d  does not d r a w  these  four characters too clearly.  However, 

c e r t a in  conversational exchanges reveal  aspects of t h e i r  characters and 

a t t i t u d e s  toward the  others, 

The Pabmer takes himself very seriously,  and feels superior t o  

both t he  'Pothecary and the Pardoner, t e l l i n g  them: *By Our Lady, and I 

wolde be loth/  To wayt on the  b e t t e r  on you both!" (bdams, p. 373, lines 



422-423) After he wins t he  lying contest ,  he st i l l  does not want t o  stay 

i n  t h e i r  company: 

Syr, I am na t  on them so fonde, 
To compel1 them t o  kepe theyr bonde. 

(TO the Potycary and palmer.) 
And, syns ye l y s t e  na t  t o  wayte on me, 
I c l e r e l y  of waytynge dyscharge ye, 
 dams, p. 382, l i n e s  11 33-1 136) 

The 'Fothecary, shown i n  the  cumulative word-sound catalog t o  

have a sharp w i t ,  a f t e r  being scolded f o r  irreverence toward the  Pardon- 

e r ' s  relics,shows he a l s o  has a sharp tongue, safing: W'hat the  devyll  

care  I what ye thynke?/ Sha l l  I prayse relykes when they stynke?" (bdaras, 

p. 374, l ines  536-537) But a shor t  conversation with t he  Peddler shows 

t h a t  he can laugh at himself as well as his profession: 

Pedler. Why, do potycaries ell nen? 

Potycary. By God, men say so now and then! 

Pedler. And I thought ye wolde na t  haue myst 
To make men lyue as longe as ye lys te ,  

Potycary. A s  longe as we ly s t e?  nay, longe as they can1 

Pedler. So myght we lyue without you than. 

Potycary. Ye, but y e t  it is  necessary 
For t o  haue a potycary; 
For when ye f e l e  your conscyens redy, 
I can sende you t o  heuen quyckly. 
a dams, p. 372, l i n e s  366375) 

The Peddler is the peacemaker, but shows he can quip as well as 

t h e  *Pothecary i n  t he  word-sound cuanilation, He believes i n  s t r a i g h t  

talk and t e l l s  t he  others: w h d  all ye t h r e  can lye as well/ A s  can the  

f a l s e s t  deuyll i n  hel l ,"  (Ad-, p. 373, l i n e s  442-443) but has a good 

understanding, and gives good advice t o  a l l  three i n  a couple of long 



speeches à dams, pp. 382-383, l i n e s  11 39-1 1 8'7, 12054 21 8). However, he 

i s  not a l l  seriousness; he says: Who may nat play one day i n  a weke,/ 

May thynke hys t hq r f t e  i s  farre t o  sekel (Adams, p. 371, l i n e s  293-294) 

The Pardonerfs character is the  l e a s t  c l ea r ly  drawn. He seems t o  

believe i n  t he  power of his pardons  dams, p. 369, l i n e s  138-140)~ but 

i s  able  to joke about t h e i r  power ( A ~ w ,  p. 380, l i n e s  943-9461 and h i s  

r e l a t i on  t o  the  dev i l  (bdams, p. 378, l i n e s  825-827). One th ing is qu i t e  

clear, however; he regards the Palmer mre highly than the 'Pothecary, 

defending one against  t he  other: 

The longer ye dwell i n  c o d c a c i o n ,  
The l e s s e  shall you lyke thys ymagynacyon; 
For ye may perceyue euen a t  t he  f'yrst chop 
Your t a l e  is  t r a p t  i n  such a s top  
That, a t  t he  l e s t e ,  ye seme worse then we. 
( ~ d e ~ s ,  p, 379, l i n e s  197-201) 

He a l so  f e e l s  superior t o  the  'Pothecary and says *I am t o  good t o  vayt 

on the! " (Ad-, p. 373, line 421) 

The act ion i n  this play i s  not centered on entrances and exits. 

There is only one entrance f o r  each character,  and the  entrances are not 

marked i n  the  or ig ina l  text .  The person simply comes i n  and weaves him- 

s e l f  i n t o  t he  conversation. A good example of this prac t ice  is the  

tPothecaryts f i r s t  l ine :  

Geue me but a peny, or  two pens, 
And as sone as the  soule departeth hens, 
In halfe an h o u r e - o r  t h r e  quar ters  a t  most- 
The soule i s  i n  heuen with t h e  Holy Ghost! 

Potycary. Sende ye any soules t o  heuen by water? 
(bdams, p. 369, l i n e s  147-1 51) 

However, there  i s  a type of action. The Peddler, t he  'Pothecary, 
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and the  Pardoner each car ry  packs. The Peddler, as mentioned before, only  

catalogs the contents of h i s  pack, but the 'Pothecary unpacks a portion 

of h i s  (cataloging the remainder), and the Pardoner unpacks all of his. 

Therefore, the displaying of the tFothecaryss col lect ion of drugs, mainly 

poisonous, and of the  Pardonerts truly amazing col lect ion of r e l i c s  

ihpIirss an amaunt of action. 9 

I n  t h i s  instance, all of the  stage properties of the play are 

carr ied i n  by the actors. These properties consis t  en t i r e ly  of the 

three packs with t h e i r  contents, 

The extra-dramatic e f fec ts  are l imited t o  a song and two fab l i -  

au31. The song, unlike those i n  The Plw a Weather, serves no 

discernible purpose other than providing a break i n  the  dialogue, How- 

ever, the two fabl ia tq ,  one given by the *Pothecarp and the other by the 

Pardoner, are the  principa8 reasons f o r  the  play. They, of course, take 

the f o m  of the l i e s  and are  v e q  funny, 

In Th_e Fotlf PP H e p o d  i s  not interested i n  arnking the audience 

p a r t  of the play. H i s  appeals, so frequent i n  Weather, 

are only given twice, His use of a l l i t e r a t i o n  and of the word-sound 

catalog is reduced, with the cumulative word-sound catalog continued. 

H i s  i n t e re s t  i n  showing vignettes of characters i s  replaced by longer 

but l e s s  clear-cut pictures. However, the Four P t s  a re  not abstractions;  

they are quite human. The act ion of the play is nut dependent upon en- 

trances and exits. In  f ac t ,  the  actors  seeo t o  come on quietly. And 

t h i s  i s  where the strength of the  inter lude i s  found. Heywood, begtn- 

ning with the  quiet  surpr ise  of the Palmer's entrance, builds on the  
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mod already exis t ing i n  the banquet-hall. He knows his audience is 

there  t o  be amused. For t h i s  reason the debate becomes ~ n l y  a motivating 

device, while the emphasis i s  placed on the display of the  'Potheearyts 

and the Pardoner's packs and the two s to r i e s  t h a t  they t e l l .  

THE PARDONER AND THE FRIAR " - 
The inter lude 's  complete t i t l e  i s  "A mery play betwene the  pardon- 

e r  and the f r e re ,  the  curate  and neybour Pra t t een  (De l a   are, p. 147) 

Briefly, the  inter lude concerns a Friar and a Pardoner who attempt 

t o  give t h e i r  sermons a t  the same time i n  the  same place, a church. Ob- 

viously, neither can succeed and, a f t e r  a few starts, they come t o  blows. 

The Curate enters with the  constable, neighbor Pratt. They stop the 

f i g h t  momentarily, but soon all four  a re  battling. After beating the  

Curate and neighbor Pratt, the Friar and the Pardoner leave. 

In the other inter ludes examined, a t tent ion is  called t o  the  

d i r ec t  appeals t o  the audience. In  this interlude,  the  number of l i n e s  

not  directed t o  the audience i s  very few. I n  f ac t ,  the audience has a - 
role-it is a congregation s p l i t  down the middle by two determined men. 

Much of the  e f f ec t  of the beginning of the two sermons stems from 

the two men's complete unawareness of each other. They are both concerned 

only with the audience and remain so u n t i l  the  play i s  well under way. 

Finally, the  F r i a r  and the Pardoner take notice of each other a t  the  

same times 

Pardo. Ay by the mas one can not here 

Frere. What a bablynge maketh yonder felow 



Pardo. For the  bablynge of yonder folysshe f r e r e  ( ~ e  la ~bre,  p. 154) 

But both, a f t e r  these three l ines ,  re turn t o  t h e i r  sermons. A t  last the 

Friar can stand no more and addresses h i s  first l ines  t o  the  Pardoner: 

"But I say thou pardoner I byd the  holde they peace." ( ~ e  la  ere, p. 158) 

Soon both sermons qre forgotten and the two argue f o r  a short  timeo 

Finally, a f t e r  each makes an appeal t o  the audience t o  l i s t e n  t o  -, 
they start t h e i r  sermons again. But the sermons grow Aorter and the  

arguments grow longer, while the  doctrines begin t o  s l ip .  Neither w i l l  

give up and the Pardoner says: *Se whiche shall be better harde of us 

two,* (De l a  ~ ' k r e ,  p. 168) obviously a challenge t o  a shouting contest. 

These l i n e s  are printed al ternat ing between the Friar and the  Pardoner. 

Here they a re  rearranged t o  show what each says: 

Frere. What sholde ye gyue ought t o  pratynge pardoners 
Uhat sholde ye gyue ought t o  these bolde beggars 
Let them hardely labour f o r  theyr lyuynge 
It moche hurtyth them good mennys a w y n g e  
For t h a t  d e t h  then gdle and slouthful l  t o  warke 
(De la ~ e \ r e ,  pp. 168-169) 

Pardo, What sholde ye spende on these flaterynge lyers 
As be these bablynge mnkes and these f r e re s  
Which do nought dayly but bable and lye 
And t e l l  you fables  dere inoughe a f l y e  
(De l a  ~ Q r e ,  pp. 168-1 69) 

After reducing the use of d i rec t  address i n  The Four s - t o  a minor device, 

Heywood here reverses the process and bases almost the en t i r e  play upon 

this one technique. 

Heywood makes no attempt t o  d i f fe rent ia te  the characters of The 

Pardoner & Rfm. They are revealed, bg t h e i r  persistence i n  ser- 

monizing, as very stubborn-both of them. It becomes obvious t h a t  they 



have short, hot tempers-both of them. I n  fact, their characters are 

identical .  Each one looks t o  the  other t o  give in ,  bnt nei ther  dl1 

do so. And watching *the i r r e s i s t i b l e  force meet the immovable objectw 

i s  another strength of the  play. Even t h i s  e f fec t  is increased by the 

entrance of the  Curate and P ra t t ,  who a r e  also stubborn and deterndned, 

and a l l  four  come together* 

The inter lude i s  simply divided into two scenes, the first in- 

cluding all the  interplay up through the  scnf f le  between the Pardoner 

and the  Friar ,  and the second beginning with the entrance of the  Curate 

and Pra t t ,  who is identified as the constable. 

The play has very l i t t l e  a l l i t e r a t i o n ,  no use of rime royal, but 

there  a re  word-sound catalogs, employed by both the Friar and the  Par- 

donere 

The Friar uses two catalogs in his entrance; the first is based 

on "1 corn not hytherw (De la ~kre, p. 147) and the  second on "We 

freresw ( ~ e  la  re, p. 147). The Pardoner uses one i n  a s e m n  begin- 

ning wThis is the  pardonw ( ~ e  la ~ b r e ,  p. 161-162). 

Hemod introduces two new devices i n  this interlude. Following 

i s  a sample of the way most of the dialogue appears i n  the tex t ,  taken 

from the f irst  feu l i n e s  of the beginning of both sermons. 

The Rere* Date e t  dabit= vobis 
Good deuout people t h i s  place of s c r y p t ~ e  

Pardo. Worshypfull maysters ye shall understand 

Were. Is t o  gou that haue no l i t t e r a t w e  

Pardo. That pope Leo the x. hath grauntad with his hand 



Fkere. Is t o  say i n  o m  englysshe tonge 

Par. And by his bulles  confyrned under lede 

Frere. As departe your goodes the  poor folke amonge 

Pardo. To all maner people bothe quycke and dede 

Frere, And god shall than gytle unto p u  agayne 
(De la ~ g r e ,  po 153) 

De l a  ~ b r e  believes t h a t  this form indicates  the two men speak a l te r -  

nately and the  humor is based on occasional overlapping of l i n e s  

( ~ e  la ~ k e ,  p. 70). However, Bolvell sta tes  "both speak st the sane 

and t h i s  would seem t o  be much more anusing. This theory is 

strengthened by noticing a portion where the  two nen are arguing: 

Frere, Leue thy realynge I wolda the aduyse 

Pardo. Nay leue thou thy bablynge y f  thou be vyse 

Frere. I wolde thou knewest it knaue I wyll not leue a whyt 

Pardo. No more wyll I I do the w e l l  t o  vyt ( ~ e  l a   he, p. 168) 

In  this example, they %harew the  end rhyme, but i n  the  e a r l i e r  example, 

each man uses his own s e t  of couplets. Be this as it  may, e i the r  method, 

sustained as it is, is a device Heywood has not used before* 

Another new device is found a t  the closing l i nes  of the play when 

the two par t ies ,  the  Pardoner and the Friar, and the Curate and P m t t ,  

speak i n  unison, 

Ps. e t  R, Ye by our lady euen with a l l  our har te  

F're. Pd. Than adew t o  the deuyll tyll we come agayn 

Pso. Pr. And a ~prschefe go with you botha tvayne (De la  ere, p. 182) 

Heywood's use of properties is very limited. There is the  Pardoner's 



pack, most of t he  contents of which seen borrowed from The Four PP, carr ied 

i n  by t he  actoJfand, perhaps, two s tools ,  which would be found ord inar i ly  

i n  the  banquet hal l .  It seems log i ca l  t h a t  two s too l s  were used f o r  t he  

Pardoner and the  Friar t o  stand on while giving t h e i r  sermons, but the  

only reference t o  t h i s  property is from the  Fr iar :  say one p u l l  t he  

knaue of his s t o l e r N  (De la ~ k r e ,  p. 176) 

The entrances are l imited t o  one f o r  each character,  but  t he  first 

two a re  very interes t ing.  The F r i a r  enters  first, giving his "I come 

notw speech, and the  s tage d i rec t ion  i s  given: 

And than kneleth dome the  f r e r e  sayenge his 
prayers and i n  the  man whyle en t re th  the  par- 
doner with all h i s  relyques t o  declare what eche 
of tham ben and the  hole power and ve r t a  therof. ( ~ e  l a  &re, p. 149) 

With each aaan remaining oblivious t o  t he  other  u n t i l  well i n t o  

t he  play, there  is a strong suggestion t h a t  they take t h e i r  places a t  

t he  opposite t i p s  of the  "UW-shaped t ab l e  immediately upon entering, 

perhaps keeping t h e i r  backs t o  each other. Thus the  banquet-hall would 

be s p l i t  i n  two by these  determined *preachersew 

H e p o d  again makes use of the  Pardonerb pack and the  displaying 

of i ts  contents as par t  of the  action,  but adds a form of a c t i o n 4  

fight-not seen i n  his plays before. After both the  F r i a r t  s and t he  

Pardoner's tempers have been well frayed, they a r e  l o s t  completely and 

the  s tage direct ion "Than t he  f7ghtw (De l a  ~ S r e ,  p. 177) is given. 

This "fyghtW is broken up by the  entrance of the Curate, who c a l l s  t he  

constable, neighbor Pra t t ,  f o r  help. However, peace does not last, and 

a second f i g h t  begins, " h a t  with t he  pardoner e t  t he  parson with t he  

frere.  (b la  ~ b r e ,  p* 181) 
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As far as extra-dramatic e f fec ts  a r e  concerned, the  inter lude 

makes no use of song, nor does any character t e l l  a story,  Nevertheless, 

a s tory  is used, This i s  the f i r s t  interlude of Heywoodts t h a t  has a 

plot ,  so  the  play i t s e l f  is  a simple l i t t l e  fabliau. 

In a p- f$rt FF-, Heywood demonstrates he has found 

t h a t  'the purpose of the  play i s  entertainment, not e d i f i c a t i ~ n , ~ ' ~  He 

makes the audience take a ro l e  i n  the play-the ro l e  of a congregation- 

i n  order t o  show them a storg,  not have the s to r i e s  re la ted t o  them. He 

discards many l i t e r a r y  devices, and depends more upon the actual  delivery 

than words themselves. Again, he builds upon the mod of the  banquet-hall, 

and is careful  not t o  sha t te r  it a t  the beginning;, While h i s  act ion may 

be viewed as crude, i n  this play there  a re  motives f o r  it, This play 

demonstrates the reasons t h a t  moved Albert Baugh t o  say "he developed 

naturalness i n  entrances, ex i t s  and stage business beyond anything 

previously seen i n  the  English theatre." 14 

The full t i t l e  f o r  this inter lude is: "A ntery play betwene John 

Jahan the  husbande Tyb h i s  wyfe and syr Jhan the  preest," 16^ 

The s to ry  t h a t  t h i s  inter lude t e l l s  i s  simple. Johan Johan is a 

henpecked husband suspicious of h i s  vife Tybts relationship with S i r  

Johan the pr ies t ,  H i s  wife has J o b  Johan inv i t e  the p r i e s t  to  e a t  a 

pie and then she keeps Johan Johan away f ron  the  meal u n t i l  the  food is 

gone, Johan Johan f l i e s  i n to  a rage, beats both of them, and chases them 

from the house. He then gets second thoughts about the two being together 



and goes a f t e r  the& 

Throughout the interlude,  Heywood keeps the  members of the 

audience i n  on things, primarily by the  many asides Johan makes d i rec t ly  

to them. One piece of stage business, i n  f ac t ,  uses two of them as 

individuals. Johan takes off his gown, cannot find a place to put it 

down, and continuest 

It nay lye well here, and I lyst,- 
But, by cokkis soule, here hath a dogge pyst! 
And i f  I shulde l a y  it on the har th  bare, 
It w g h t  hap t o  be burned or  I were ware. 

(TO one of the  audience) 

Therfore I pray p u  take ye the  p a p e  
To kepe my goune tyl l  I come agape. 

(snatches it back) 

But ye t  he s h a l l  not have it, by my fay; 
He is so nere the dore he nrlpght ron away. 

(TO another one of the audience) 

But bycause t h a t  ye be t r u s t y  and sure, 
Y e  shall kepe it, and it be  yo^ pleasure; 
And bycause it is arrayde a t  the  skyrt, , 1 + r 

Whyle ye do nothyng, skrape of the  dyrt. ( A ~ ~ I Q S ,  p. 389, l i n e s  246257) 
17 

If t h i s  speech i s  Johants, and it sounds as i f  it were, a l l  of the asides 

i n  the inter lude a r e  Johanfs with one possible exception given by Tpb: 

"Full ofte,  I se, qr husbanda vgll  me ra te /  For t h i s  hether coxmnyng of 

our gentyll  curateH ( A b ,  p. 388, l i nes  226-2271. 

Heywood careful ly  shows the  characters of the three individuals. 

Johan Johants opening speech of 110 l ines ,  directed t o  the audience, wastes 

no time gett ing t o  the point: "God spede you, Maysters, everychonel/ Wote 

ye not whyther my wyfe i s  gone?"  dams, p. 385, lines 1-2) He then 



launches in to  a long speech, the "textR of which is: *That i s  a poynt of 

an honest man/ For t o  bete h i s  wyfe well nowe and thanm ( b d w ,  p. 386, 

l i n e s  53-54). He even goes in to  particulars about the  good, thorough 

job he w i l l  do, after mentioning what may happen i f  he doesn't: 

And if I shulde suffre her, I make you sure, 
Nought shulde prevaple me, nother s t a f f e  nor waster; 
Within a whyle she wolde be ngr mayster. 
Therfore I shall bete her, by cokkes mother, 
Both on the tone syde and on the  tother ,  
Before and behynde-nought s h a l l  be her bate-- 
From the top of the heed t o  the  so le  of the fote. 

(~dans ,  p. 386, l ines  58-64) 

However, it is soon evident t h a t  she already i s  the "mayster," Tyb 

walks i n  while his bloodthirsty speech is going on: 

Tyb. w, whom wplt thou beate, I say, thou knave? 

Johan. Who, I, Tyb? None, so God me save. 

Tgb. Yes, I harde the say thou woldest one bete. 

Johan. Mary, uyfe, it was s tok fpshe  i n  Temtnes # t re te ,  
Whiche wyll be good meate agaynst Lent. 
Wby, Tyb, what haddest thou thought t h a t  I had merit? 
 dams , pp 386,- 387, lines 1 1 1-1 1 6) 

He voices his suspicions, i n  an aside t o  the audience, about h i s  wife 

and the p r i e s t  : 

If t h a t  the pargsshe preest, Syr Johan, 
Dyd not s e  her nowe and than, 
And gyve her absolution upon a bed, 
For wo and payne she wolde sone be deed. 

(ddams, p. 387, l i nes  139-142) 

But t o  h i s  wife he says of S i r  Johan: 

Mary, I say he doth well; 
For so ought a shepherde t o  do, as I harde t e l l ,  
For the salvation of all his  folde. 

 dams, p. 388, l i n e s  179-181) 



I n  a shor t  cata log t o  the  audience, he swns up h i s  feel ings:  

In fayth, all the  t o m e  knoweth better-that he 
Is a hore-longer, a haunter of the  stewes, 
An ypocrite, a knave t h a t  all men refuse,  
A lyer ,  a wretche, a maker of stryfe- 
Better  than they knowe t h a t  thou arte my good m e .  

(~d~dams, p. 388, l i n e s  233-237) 

Tyb demonstrates her power over him by t e l l i n g  him t o  hurry t o  

i n v i t e  Sir Johan and then ca l l i ng  him back t o  do something: 

Ye, do so without ony taryeng. 
But, I say, harke! thou hast  forgot  one thyng: 
Se t  up the  table ,  and t h a t  by and by, 

 dams, p. 389, l i n e s  260-262) 

She does this f i v e  more times before he f i n a l l y  leaves, while scolding 

him f o r  not going. Her a t t i t u d e  toward her husband i s  shown t o  Sir 

Johan: "Tusshe, l e t  hym alone; fo r ,  by the rode,/ It i s  pyte t o  helpe 

h p ,  o r  do hym good." (ddcuss, p. 392, l i n e s  45-51) 

S i r  Johan plays Johan Johaa f o r  a fool ,  t e l l i n g  ~ y b ,  while Johan 

i s  fe tching water: 

By God, I wolde ye had harde t he  t ry fy l s ,  
The toys, the  mkkes, the  fables ,  and the  nyfyls, 
That I made thy  husbande t o  beleve and thynke! 
Thou myghtest as well i n t o  the  e r the  synke, 
A s  thou coudest forbeare laughyn any whyle. 

(~d-, p. 392, l i n e s  431-435 !f 
Both Tyb and S i r  Johan a l so  ind ica te  t h e i r  characters when making fun of 

J o b  a f t e r  the meal. has been eaten and Johan got none: 

Tgb, Why! were ye not served there  as ye are ,  
Chafyng the waxe, standyng by the  fyre?  

Johan. Why, what mete gave ye me, I you requyre? 

S i r  J, Wast thou not served, I pray the  hartely,  
Both with t he  brede, the  ale, and the  pye? 



Johan, No, syr, I had none of t h a t  fare.  
 dams, p. 395, l i n e s  614-61 9 )  

However, feel ings  reach the  breaking point  and things come out i n t o  t he  

open t 

Tybo Ye1 horson dryvyll! get  the  out of my dore! 

Johan. Nay! get  thou out of my house, thou p r e s t i s  horel 

S i r  J. Thou lyes t ,  horson kokold, evyn t o  thy  face! 

Johan. And thou lye s t ,  pyld preest ,  with an evyl l  grace! 
 dams, p. 395, l i n e s  655-6581 

Yet, a f t e r  they have been driven o f f ,  he t e l l s  the  audience i n  h i s  

closing speech: 

Whether they be go? For, by God, I f e r e  me 
That they be gon together, he and she, 
Unto h i s  chanber; and perhappys she wyll, 
Sppte of my har t ,  tary there  s t y l l ;  
And, peradventure, there  he and she 
Wyll make me cokold, evyn t o  anger me. 
And then had I a pyg i n  the  qgms panyer! 
Therfore, by God, I wyll hya me thyder 
To s e  y f  they do me any vylany. 
And thus, f a r e  well t h i s  noble company! 

&dams, p. 396, l i n e s  669.678) 

h d  Johan chases a f t e r  t he  woplan of whom he said: *I love thee well, 

though thou love not me. (Ad- , p. 388, l i n e  196) 

In Johan Johan Heywood does not use a number of t he  devlces he 

has employed i n  previous interludes. There is no a l l i t e r a t i o n  and no 

word-sound catalogs, 

There a r e  th ree  scenes i n  this in te r lude  and, f o r  the  first time, 

the  scenes change location,  The first and th i rd  scenes a r e  s e t  i n  Johan 

Johant s house, and the second i s  a t  the  Curatet s door. The vague se t t i ngs  

used i n  the  other  in ter ludes  a r e  replaced by spec i f ic  ones. The only 



other  in te r lude  making use of s e t t i n g  is The Pardoner and the  Friar, and 

t h a t  was only local ized t o  a church* 

To make the  scene even more w r e a l i s t i c , w  Heywood uses m y  prop- 

e r t i e s :  a t r e s t l e  table ,  a hearth, s tools ,  two cups, an a l e  pot, a 

candle, a loaf  of bread, a leaky pa i l ,  two more candles, and a f i r e  

shovel  dams, pp, 388-390). Not l i s t e d ,  but inferred by the  supper, 

would also be some eat ing utensi ls .    his i s  a long list, but  every- 

thing on it would be found, normally, i n  a banquet-hall.) And Tyb makes 

Johan Johan f e t ch  i n  each piece, one by one, with the  exceptions of:  the  

p i e  i t s e l f ,  brought by Tyb; the  two candles, brought by S i r  Johan; and 

the  f i r e  shovel which i s  already there ,  so  tha t ,  i n  e f f ec t ,  the  s e t t i n g  

up of the scene a l s o  becomes a p a r t  of the  action. In  addit ion,  t he  mod 

created by the  banquet i t s e l f  has not been disrupted by the  s e t t i n g  up 

of the  scene, a s  it could so e a s i l y  be i f  the  preparation were made 

before the  play began, 

As i n  pardoner && F r i u ,  Heywood uses a brawl a s  t he  

c r i s i s  of the play,, 

Also i n  Johan Johan as i n  The Pardoner and the  Friar, Heywood 

makes no use of song. While he has S i r  Johan t e l l  th ree  shor t  s t o r i e s ,  

there  i s  no emphasis upon them and they f i t  i n t o  the  overa l l  s t o ry  as a 

natural  pastime a f t e r  supper. But again, the  f ab l i au  i s  used f o r  t h e  

play i t s e l f .  This t i m e  it is not a s  simple as the one used f o r  

18 
Pardoner the  Fr ia r ,  but one t h a t  Heywood has borrowed from France, 

In  Johan Johan, Heywood uses only one character who i s  aware of 

the  audience. Much as he does i n  The Pardoner g& the  Friar, Heywood 



discards the  devices of rime royal,  a l l i t e r a t i o n  and word-sound catalogs,  

which a r e  only t r i c k s ,  and gives good dialogue i n  t h e i r  places, The 

act ion is varied and well sca t te red  through the  play. It even contains 

the  movement between scenes, r a the r  than characters moving i n  and ou t  

of the  scenes, H i s  use of properties,  all regular items i n  a banquet- 

hal l ,  i s  more ' lavishn than i n  any other  play, and using them as p a r t  of 

the  act ion makes them an in t eg ra l  par t  of the  interlude. Again, Heywood 

shows a f ab l i au  instead of ta lking about one, John Brooks Moore s t a t e s  

The thing t o  remember f o r  t he  purposes of r e a l i s t i c  comedy 
i s  tha t  "Johan Johann has a stronger tendency toward t he  ,g ac tua l  and the  probable than any play before it i n  England. 

Although John Heywood continues t o  use most of the  devices present 

i n  his apprentice work i n  his l a t e r  four  interludes,  he does so with 

greater  f a c i l i t y  and purpose. As an enter ta iner ,  lie sees t h a t  there  are 

various degrees t o  which the  audience's par t i c ipa t ion  i n  an in te r lude  i s  

desirable,  and changes t he  degree t o  f i t  the interlude. 

It appears t h a t  Heywoodts growth i n  the  use of dramatic techniques 

involves a reduction i n  the use of the  more mechanical devices such as 

a l l i t e r a t i o n  and rhyme pattern,  While he re ta ins  the  word-sound catalog,  

he re f ines  it t o  a cumulative form f o r  fast, wi t ty  exchange, o r  t o  a 

r epe t i t i ve  phrase t o  be dinned a t  the  l i s teners .  The catalog i tself  

moves from a mere l i s t  t o  a pa r t  of the  action,  

H i s  characters a r e  b u i l t  t o  f i t  the  play and he demonstrates t h a t  
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his a b i l i t y  s t re tches  from the  presentation of a parade of very d i f f e r en t  

individuals t o  the  creat ion of two i den t i ca l  men. The entrances and exits 

of the characters change a s  well. Beginning as breaks i n  the  debate, 

they become a form of action. However, as Heywood adds new ways t o  f i l l  

t he  need f o r  action,  the  entrances and e x i t s  become more motivated and 

natural. Heywood a l s o  develops his s k i l l  i n  the  use of properties,  con- 

t inuing t o  depend only on the  things t o  be found i n  the banauet-hall 

natural ly ,  o r  on things car r ied  by the  ac tors  themselves. 

Songs a r e  re ta ined only as needed. The use of the  f ab l i au  also 

moves from being t o l d  t o  the  audience t o  being shown t o  the  audience. 

It i s  the  stun of these ideas t h a t  advances John Heywood from an appren- 

t i c e  t o  an entertainer.  



CHAPTER IV 

C OMCLUS ION 

The growth of John Eeywood4s dramatic ability is c lea r ly  revealed 

through the  t racing of cer ta in  elements i n  h i s  six interludes. In the 

manner of many an apprentice, he begins w i t h  simple, ea s i ly  manageable 

devices and familiar ideas, elaborating on some, adopting more and dis- 

carding others as he gains knowledge of his c r a f t  and of his audience. 

While the f i n a l  r e su l t s  available today a re  crude by modern standards, 

they represent a remarkable evolution of dramatic art during Heywood's 

r e l a t ive ly  br ief  period of a c t i v i t y  i n  Tudor England, 

The investigation of the s i x  inter ludes adheres t o  four  general 

categories t o  be t t e r  define the areas i n  which Heywoodts development is 

revealed* F i r s t ,  he uses a var ie ty  of means t o  involve the  spectators 

i n  h i s  interludes. Secondly, he handles both major and Prinor l i t e r a r y  

devices a number of ways t o  r ea l i ze  the best effects ,  incXuding exper- 

imentation with character and sett ing.  In  the th i rd  place, he displays  

a wide range of action on stage and use of properties. Lastly, he 

weaves extra-dramatic elements into h i s  interludes f o r  a var ie ty  of 

effects. 

In Witty and Witless, believed t o  be Hegwoodts e a r l i e s t  dramatic - 
attempt extant, l i t t l e  use is nade of the  audience exoept i n  the  con- 

clusion and, perhaps, i n  the now missing introduction. He makes no 

attempt t o  create  characters, using abstractions i n  the  presentation. 

There is heavy-handed use of e l l i t e r a t ion ,  with a change i n  rhyme pat tern 
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f o r  the conclusion. The word-sound catalog i s  used, but a s  an end i n  

i t s e l f ,  L i t t l e  use is made of any form of action; excepting one entrance 

and one exi t ,  the  stage i s  s ta t ic .  There a r e  no properties, no songs and 

no s to r i e s  used i n  the presentation a t  all. 

The inter lude i s  the  presentation of a debate. While some l i t e r -  

ary devices a r e  used, they give an impression of being forced o r  of 

Hepood's being clever. The emphasis i s  upon the  hair-spl i t t ing debate 

and l i t t l e  is  done t o  enliven it or t o  bring the audience closer  t o  it, 

Even when three characters are on the stage, they never engage i n  a 

three-way conversation, but are used as two pairs. Witty Witless, 

being a staged debate, emphasizes edif icat ion with l i t t l e  added t o  amuse. 

The P1w Pf N v e ,  while s t i l l  apprentice work, shows improvenent. 

In t h i s  inter lude Heywood d i rec ts  the  opening and closing speeches t o  the 

audience, and adds a number of other speeches i n  the body, as well as a 

few asides, t o  keep the audience closer  t o  the  interlude. The four 

characters he depicts become more human, although they a r e  types i n  name 

as well as portrait .  Hepvood continues t o  use rime royal f o r  the  open- 

ing and closing speeches, and even uses it i n  an entrance par t  vay i n t o  

the  play. Al l i te ra t ion  is reduced; me word-sound catalog i s  continued, 

but i n  one instance appears t o  indicate  some action. Heywood uses more 

entrances and ex i t s ,  and they are more successfully motivated, t o  fom 

the  bulk of stage movement. He employs a property t h a t  creates  action 

and includes the  audience both, His two extra-dramatic devices a r e  a 

song and a story,  The song serves t o  end one debate and begin the  

second, while the story,  addressed t o  the audience, serves t o  end t h e  



second debate and s e t  up t he  thi rd ,  

Heywood shows a greater  awareness of h i s  audience i n  The Play 
i s  envolved 

Love t han~ev iden t  i n  Witty and Witless. It is kept@ debates by more - 
use of d i r e c t  address and asides. There is more act ion on the  stage, 

but the  main point  i s  still  the  debate, However, Heywood s e t s  up a 

double debate and then, near t he  conclusion, combines them i n t o  a four-  

way discussion. While the  purpose of the  presentation i s  s t i l l  edifica- 

t ion,  Heywood uses more act ion,  more var ia t ion,  and begins t o  build 

characters. 

The audience i s  kept even c lo se r  t o  the  inter lude i n  The Play pf 

the  Weather. Besides t he  opening and closing speeches, Heywood c a l l s  - 
f o r  nmerous as ides  and explanations directed t o  the  l i s t e n e r s  by many 

of the  characters. He grea t ly  reduces a l l i t e r a t i o n ,  which i s  present i n  

one long catalog and a word-sound catalog, The l a t t e r  is ref ined t o  a 

cumulative form and functions as a device t o  show the  w i t  of characters. 

However, Heyuood r e t a i n s  rime royal  i n  t he  introduction and conclusi.on, 

Heywood diminishes the importance of the debate, using it as a franework 

i n  which he displays many characters. It i s  the  entrances and e x i t s  of 

t he  characters which serve a s  t he  main ac t ion  of the  play. They appear 

one a f t e r  another i n  a s e r i e s  of l i t t l e  scenes care fu l ly  varied t o  avoid 

tediun. Few properties a r e  required and, w i t h  on& one exception, a l l  

a r e  brought i n  by the  ac tors  themselves. Heyuood has three  songs spaced 

a t  about t he  beginning, xniddle, and end of the presentation. These not 

only break the dialogue, but a l so  function i n  the overal l  p lay as well, 

Although there  is no use of a narra t ive ,  t he  need f o r  one is not evident. 
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In  'fbe gf Weather, Heywood reduces t he  use of debate, 

placing the  emphasis on t he  many thumb-nail sketches of the diverse and 

numerous characters, The audience is involved i n  t he  play, which contains 

many l i t t l e  scenes keyed t o  the  entrances and e x i t s  t h a t  provide action. 

There i s  very l i t t l e  edif icat ion,  except i n  the  moral t a g  conclusion, and 

the  emphasis is  turned t o  amusement, 

Heywood r e l i e s  l e s s  on d i r e c t  address and omits as ides  i n  

Four FP Only one character acknowledges t he  presence of t he  audience - -0 

and then only i n  the  opening and closing speeches, Heywood scarcely  

attempts t o  build strong characters, Although they a r e  "alive," he i s  

more in te res ted  i n  showing t h e i r  in terre la t ionships .  He s t i l l  s e t s  off  

the conclusion i n  rime royal, but makes l i t t l e  use of a l l i t e r a t i o n ,  ex- 

cept  i n  a cumulative word-sound cata log again t o  show the  wit of two 

characters, The inobtrusive entrances form only a small p a r t  pf t he  

action,  which is enhanced by the  display of the  contents of two well-filled 

packs. The packs,'tb.ree i n  number (one i s  not opened), a r e  ca r r ied  i n  

by the  characters and contain a l l  of the  proper t ies  f o r  t he  interlude,  

H i s  only song serves f o r  l i t t l e  e l s e  than a break i n  the  dialogue. 

However, he has two long and funny s t o r i e s  t o ld  t o  the  audienceo 

While Heywood r e t a in s  t he  debate i n  The Fow PP, it is a device 

t o  get  t o  the  main purpose of the play. He has two good s t o r i e s  to t e l l  

and the  debate serves as an excuse t o  t e l l  them. L i t t l e  use is made of 

t he  audience as such. Its members a r e  kept a t  arm's length t o  watch 

these  characters display t h e i r  f a n t a s t i c  vares and t o  l i s t e n  t o  t he  

humorous tales.  He concludes the  play with a moral tag, but again his 



main emphasis is  upon amusement. 

In  d i r e c t  con t ras t  with The Four E t s  keeping the audience a t  

am's length, Heyvood begins J& Pardoner and the  F r i a r  with t he  char- 

ac t e r s  conscious only of the audience. He needs no as ides  because t h e  

bulk of the dialogue is i n  d i r e c t  address. Heywood, i n  t h i s  case, keeps 

t h e  two characters as i den t i ca l  as possible. There i s  no use of rime 

royal and, except f o r  th ree  shor t  chant-like word-sound catalogs,  no 

conspicuous use of a l l i t e r a t i on .  For the first time, he requires a 

local ised setting-the banquet-hall i s  i d e a t f f b d  as a churcho The 

ac t ion  H e p o d  includes consis ts  of an older  device--the display of 

the  contents of a pack--and a new device i n  the form of two f igh ts :  

one involving the  two main characters (forming the  conclusion of t he  

f i r s t  scene) and the  other  taking i n  a l l  four  characters. There are no 

songs, and no s t o r i e s  t o l d  t o  the  audience. 

Heywood, i n  T&g Pardoner ~JIJJ a Friax, takes a grea t  s t ep  toward 

comedy. He changes h i s  use of nar ra t ive  from something to ld  t o  the  

audience t o  something shown t o  t he  audience. This is the  first in te r -  

lude with plot. Granted, it is skimpy by modern standards, but it i s  

present. Here the  emphasis is  on amusement alone, with no use of chang- 

ing rhyme pattern,  no a l l i t e r a t i o n  as such, no songs, and no ending moral 

tag, The " t r icksn  have been discraded t o  be replaced by plot. While 

there  is not much action,  its absence has been remedied by the  sermons' 

gradual build-up i n  tension and volume, f i n a l l y  erupting i n t o  a fight 

which provokes a second batt le.  

The audience is also kept i n  the  act ion i n  Hemodts Johan Johan. 
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In t h i s  case, however, Heywood makes one character constant ly  aware of 

t he  spectators. He does not pennit  any other  character t o  recognize them 

openly* For t h i s  play Heywood discards the  type rime, but s t i l l  depends 

on type characters, These characters a r e  quickly and c l e a r l y  sketched 

with l i t t l e  doubt concerning t h e i r  roles ,  Again, Heywood discards t he  

ntricksH-rime royal and a l l i t e r a t i o n ,  This play has three  c l ea r ly  

defined scenes, and the  s e t t i n g  up of the first i s  used as pa r t  of the 

action, There is well motivated movement from scene t o  scene and contin- 

ued s tage business. Again, Heywood uses only things t o  be found 

na tura l ly  i n  a banquet-hall o r  th ings  car r ied  i n  by the  ac tors  f o r  his 

long l is t  of properties. The play builds tension up t o  t h e  breaking 

point  and, once mare, re leases  it i n  a f ight .  There a r e  no songs, and 

t he  th ree  shor t  narra t ives  F i t  i n t o  t he  p lo t  naturally,  

T h i s  in ter lude has no moral tag,  no preaching, while every element 

i s  care fu l ly  in tegrated i n t o  a t i gh t ,  action-fi l led l i t t l e  play. Hey- 

wood uses spec i f ic  s e t t i ngs  and, while exaggerated, the act ion is the  

most na tura l  seen yet. With Johan Johan, John Heywood presents the first 

brief but t r u e  comedy t o  the  English stage. 

A It i s  i n  t he  f a c t  t h a t  these  six inter ludes  a r e  so very d i f f e r en t  

t h a t  John Hepoodts s t rength l i e s .  He was an experimenter who saw many 

ways t o  keep his audience, A purpose of t h i s  paper was t o  define some 

of these  ways. He was an explorer and found some of t he  roo ts  f o r  English 

comedy, A purpose of t h i s  paper was t o  t r ace  these roo ts  through h i s  works. 



But most of a l l  John Heywood was an entertainer, and the main 

purpose of t h i s  paper was t o  see how the elements i n  his work reveal 

his dramtic growtho 

John Heywood sums up John Heywood i n  two short l ines :  

To passe tyme i n  thys without offence 
Was the cause why the maker dyd make it. 

 d dams, p. 384, l ines  1232-1 233) 
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Chambers, E, 111, 23. 

34 
Chambers, E, 111, 23. 

Joseph Quincy Adams, Chief Pre-shakes~earean D r a m a s ,  po 388, 
footnote 2B. 

Thomas Wallace Craik, The Tudor Interlude: Starre, Costume, g& 
A c t i ~ g ,  p. 9. 
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Chambers, E S ,  111, 77-78. 
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Chambers, MS, 11, 188. 

39 
Chambers, s, 11, 8-1 2. 



CHAPTER I1 

1 
Rupert de l a  ~ k e  (ed. ) , John Heywood, Entertainer, p. 50. 

d 

John Heywood, ("A Play of Wytty and ~ ~ t t l e s ~ )  , &poo~, 
Entertainex, Rupert de l a  ~bre, edi tor ,  pp. 117-143. 

Because of the  unavai labi l i ty  of a s ingle  source containing all 
of Heyvoodts interludes i n  Tudor Ehglish, the  works of three d i f fe ren t  
edi tors  are used, 

De l a  ~ 3 r d  s work, n addition t o  a long critic 1 essay on Heywood, 
is used as the source of (A Play of Yytty and Wyttles? and "The Pardoner 
and the F'rerean His edi t ion a l so  contains nJohan Johann and "The Foure 
PP. " 

Joseph Quincy Adams edition, Chief _PreShakes~earean Drw , i s  
used as the  source of "The Playe Galled the Foure PP," *A Merp Play 
Betwene Johan Johan, the  Husbande, Tyb, His w e ,  and Sgr Johan, t he  
Preest,lt and '*The Play of the Wether." 

As no source with "The Play of Lovew i n  Tudor English i s  available,  
John S. Farmer's edit ion,  Tf?B I)ramatic qf HewJood, contain- 
ing all s i x  interludes i n  modernized English, has been used, 

Due t o  the poss ib i l i t y  of confusion between these three sources, 
references t o  quoted portions of the interludes are made t o  the three 
editors,  ra ther  than t o  Heyvood, 

3 
Robert W. Bolwell, The Lifs gnd Works sf John Hewood, p. 82. 

4 
Bolwell, p. 81. 

5 
Alfred W. Pollard, "John Heywo~d,~ Re~resenta t ive  English 

Comedies, Charles Mills Gayley, editor,  I, 7-80 

6 
Bolwell, p. 81, footnote 3. 

7 
Bolwell, p. 85. 

8 
John Heywood, "The Play of Love," Dramatic Writings ef JoW 

Hemood, John S. Farmer, edi tor ,  pp. 137-190. Subsequent references t o  
n'fhe Play of Loven i n  t h i s  section will be made in t e rna l ly  on the basis 
of the editor's last nme. 



9 
Bolwell, p. 85. 

11 
Bolwell, p. 8% 

12 
E.K. Chambers, The Medievex Stage, 11, 204. 

13 
de la  ere (ad.), p. 59. 

14 
de la  re (ed. ) , p. 60, 

15 
William F l i n t  Thrall  and Addison Hibbard, nFabliau,n Handbook 

4p Literature, p. 175, 

16 
Bolwell, p. 86. 

18 
Bolwell, p, 90. 



CHAPTER 111 

1 
Alfred W. Pollard, lt John Heywood, " Re~resen t a t i ve  English 

Comedies, Charles Mills Gayley, ed i to r ,  I, 4 ,  

John Heywood, "The Play of the  met he^,^ Chiec Pre-Shakes~earean 
Dramas, Joseph Quincy Adams, ed i to r ,  pp, 397-419. Subsequent references 
t o  "The Play of the Wethern i n  t h i s  sect ion w i l l  be made in t e rna l ly  on 
the basis  of t he  ed i to r ' s  last name, 

5 
John S. Farmer (ed. ) , Dramatic W r i t i n ,  qf J o b  He_~od, 

p* 99. 

6 
Ronald Bayne, "Masque and Pastoral,* &anq$ u, par% me 

Vole V I  of !J& Cambridge H i s t o y  p% m l i s h  W t e r a t u r ~ ,  A.W. Ward and A. 
R. Waller, edi tors ,  p. 371. 

7 
John Heywood, "The Playe Called t he  Foure PP," Chief PFP 

Shakes~earean Dramas, Joseph Quincy Adams , edi to r ,  pp. 367-384. 
Subsequent references t o  *The Playe Called t he  Foure PP" i n  t h i s  
sect ion w i l l  be made i n t e rna l ly  on the  bas i s  of the  editor's last 
name. 

8 
de l a  ~ k r e  (ed.) , p. 65. 

9 
Farmer, ppr 374-375. The Pardonerls pack contains: "Pardons 

ha l f e  a dosynu: there  i s  All-Hallowst "iaw-bonew; "The greattoe of the 
Trinite";  the  "buttocke-bone of Pentacostem; "a slypper/ Of  one of the 
Seuen Slepersu;  "the eye-toth of the  Great Turken; a box of "humble- 
bees/ That stonge w e w ;  and a drink from Adam and Eve1 s wedding. 



10 
John Heyvood, 'The Pardoner and the FrerePtt John Hemod, 

Entertainer, Rupert de la  B&, editor,  pp. 147-182. Subsequent 
references t o  nThe Pardoner and the  Freren i n  t h i s  section will be 
made in te rna l ly  on the basis  of the editor 's  l a s t  name, 

11 
Robert W. Bolwell, L i f e  and Works of John Hemood, p. 108. 

12 
de l a   ere (ed.) , pp. 150-1 52. The Pardoner's pack contains : 

"my bulles, " "a holy Jewes shepe/ A bonesw "a @ten," nThe blessed m e  
of swete saynt sondaye," "The great  too of the holy trynyte," "of 
our lady a relyke fu l l  good./ Her bongace which she ware with her 
french bode," nof all helowes the  blessyd jaw bone," and "of saynt 
Myghell eke the brayn pan. 

13 
Bolwell, p. 112. 

14 
Albert Croll Baugh, 4 Literarp History pf w a n d ,  p. 362. 

15 
John Heywood, "A Mery Play Betwene Johan Johan, The Husbande, 

Ty&, H i s  Wyfe, and Syr Johan, The Preest," Chief PreShakes~earean 
Dramas, Joseph Quincy Adams, edi tor ,  pp. 385.396. Subsequent refer- 
ences t o  Merg Play Betwene Johan Johan, The Husbande, Tyb, His 
Wyfe, and SgT Johan, The Preest," i n  this section will be made inter-  
nally on the basis of the editor 's  last name. 

17 
Adams (ed.) , p. 389, l i n e s  246-257. De la  ~ h r e ,  indicating 

t h a t  the designation of the speeches from l i n e  24.2 t o  263 are l o s t ,  
gives this speech to Tgb (pp. 2 4 4 . - ~ 5 ) ~  Farmer (ed.) , pp. 74-75, does 
the same. But Tyb has only one possible aside t o  the audience other 
than t h i s ,  so it appears that Adma may be correct  i n  giving the speech 
t o  Johan. 

18 
Bolwell, p. 114.. 

19 
John Brooks Maore, The Comic p ~ d  the  Real is t  &g En~elsh Drw, 

pe 102. 
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