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ABSTRACT 

Three Seventeenth Century Versions of the Story of Palamon and Arclte 

M. L. Lawton 

Three versions of the story of Palamon and Arclte were published 

in the seventeenth century; and a study of all three can provide us 

with a valuable Insight Into changes In literary taste In the period. 

The Two Noble Kinsmen, written about 1614 by Shakespeare and 

Fletcher, Is an attempt to bring Chaucer's tale out of Its medteval 

concern with generalities such as the nature of the power of destiny, 

Into a more modern concern with the nature of sex and love. The play 

can be seen as an analysis of the disruptive power of sexual love. 

It can also be shown that many changes are made In order to translate 

the poor) Into specifically dramatic terms. 

The Rivals, written In the early I660’s by Sir William Davenant, 

Is an adaptation of The Two Noble Kinsmen, without reference to the 

Knight's Tale, It Is a "musical remake" of Its source, with most of 

the serious concern removed, and replaced by plot-manipulation. In 

this version, Davenant Intends to do no more than to provide an en¬ 

joyable evening's entertainment. 

Palamon and Arclte was written In 1700 by John Dryden, and Is 

a version of the original that professes only to being a translation. 
~ JL 

But as a result of Dryden's view of his source as an eplc.jof' his 

predilection for dramatic rather than static presentation of events 



and characters, of his tendency towards Individualizing and sen¬ 

sualizing Chaucer’s IntellectuaIly oriented generalizations, of his 

concern with applying the tale to topical and political matters, and 

of his natural tendency towards highly organized versification, the 

end product Is rather more a "version” than a "translation.” 

The three versions provide us with a kind of map of changing 

sensibility, especially since all the writers concerned were of the 

first note in their age, and were well In touch with popular interests 

and tastes 
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I 

Texts and Documentation 

1. Quotations from Chaucer’s Knight’s Tale (abbr. KT) are from 

Robinson’s edition, except where otherwise stated, with ref¬ 

erence to his line numbers. 

2. Quotations from and references to The Two Noble Kinsmen by 

William Shakespeare and John Fletcher are from Leech’s edition. 

3. Quotations from The Rivals are from the 1668 London edition, 

with reference to its page numbers; an additional reference 

follows to the pages of the more readily available, but highly 

inaccurate edition by Maldment and Logan. 

4. Quotations from and references to Dryden’s Palamon and Arclte 

are from Kinsley's edition. 

References (often in the text) to other works, giving the 

author's name only, may be Identified In the bibliography. In the 

case of authors appearing more than once In the bibliography, a 

short title is added. 

Reference to works not In the bibliography is given In full 

on first appearance. 
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In+roduc+ion 

The following Is a study of three seventeenth-century 

versions of the story of Palamon and Arcite, told by Chaucer In 

his Knight's Tale. Two are plays, and one Is a poem, and, be¬ 

cause of the difference in genre and the fact that the poem was 

probably composed independently of the plays, and the second play 

composed independently of Chaucer’s original, I don't intend to 

do more than compare each version with Its source. But there is 

a value in considering these three versions together, even if the 

only explicit point of contact which I make between them all and 

the Knight’s Tale is the fact that my considerations of them 

appear In one volume. Each adaptation Is made to the predominant 

taste of its time—indeed we might even regard the form in which 

each of the versions is cast as peculiarly typical of the pre¬ 

dominant form of the time—and the juxtaposition of the three ver¬ 

sions provides a valuable guide to the moves made by cultural and 

literary sensibility during the period from the late Jacobean 

theater to the beginnings of Augustan poetry. 
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I: The Two Noble Kinsmen 

The Two Noble Kinsmen was probabIy fIrst performed In the 

autumn of 1613,* and was published In 1634 by John Waterson with 

an attribution on the title page to "the memorable Worthies of 

their time; Mr. John Fletcher, and Mr. William Shakespeare, Gent." 

Controversy continues still on the validity of Waterson’s attri¬ 

bution, especially since the play was not Included In the 1623 

Shakespeare Folio, but only In the 1679 Beaumont and Fletcher 

Second Folio, and Its publishing history has mainly been with the 

"Beaumont and Fletcher" group, rather than with the Shakespeare 

2 
canon. It is not my Intention to Join the controversy; but 

opinions range from that of C. F. Tucker Brooke that Shakespeare 

had no hand in the play,^ to that of Paul Bertram In"Shakespeare 

and The Two Noble Kinsmen”, that the play is entirely by Shakespeare. 

In between are those which apportion the play between various 

collaborators and revisers, culminating In Ottomar Petersen’s 

published opinion that the play as we have It is the result of 

4 
no less than five revisions. This wide variety of opinion does 

not prevent there being a concensus which attributes the play to 

Shakespeare and Fletcher, and apportions the scenes roughly as 

f o 11 ows: 

Prologue _ Fletcher? 

Act I, sc. I—111 - Shakespeare 

sc. Iv-v - Shakespeare? 
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Act 11, sc. I (II. 1-59) - Shakespeare 

sc. 1 (59ff), n-v Fletcher 

Act III, sc. 1 - Shakespeare 

sc. i l-vl - Fletcher 

Act IV, sc. t- m Fletcher 

Act V, sc. I - Shakespeare 

sc. 11 - Fletcher 

sc. ill -iv Shakespeare 

Epllogue - Fletcher?^ 

This division of labor means roughly that Shakespeare began and 

finished the play, and that Fletcher wrote the middle. It further 

means that the handling of the subplot is almost entirely Fletcher's 

responsibility, although clearly Shakespeare was involved In Its 

choice, since if he wrote Act II, Scene i, he must have had much 

of its working out already in mind. But the doubtfulness of any 

attribution would mean that a good deal of tact would have to be 

used In assigning particular characteristics to either Shakespeare 

or Fletcher; such comments would have to limit themselves to the 

most typical scenes by each. In any case, we will be on far safer 

ground dealing with the play as a self-subsistent unity. Part 

of my intention in this section will be to show that, whoever 

wrote the play, It can properly be regarded as a unity, and that, 

in spite of the different tones of voice of the two writers, both 

are dealing with the same themes, and successfully complement 

each other's approach. 

Both authors follow the original quite closely, but there 

are certain major changes. The most important of these is the 

introduction of a subplot, which will have to be dealt with at 

length. Other changes are simply due to the change in genre from 
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verse romance to tragicomic play, and these include the com¬ 

pression of the duration of the action from several years to 

several weeks, and the greater prominence given to Emilia as a 

contributor to the development of the theme. 

Indeed, the first scene exhibits several significant differ¬ 

ences from Its source, all of which contribute to the creation 

of specifically dramatic qualities. In Chaucer, Theseus and his 

train are met by "a compaignye of ladyes" (I. 898) for whom the 

widow of Capaneus acts as sole spokeswoman. In the play only 

three queens appear, and they all speak. Obviously, the limita¬ 

tion In number can be at least partially set down to a need to 

limit the size of the cast; but as well as this, the fact that 

there are only three queens, each of whom goes to one of the three 

main characters, thus centering our attention on them too, and 

creating the balance on stage of three supplicants and three 

recipients, results in an effective dramatic emphasis which Is 

probably the major reason for the alteration. 

Chaucer's Theseus needs no convincing, but his dramatic 

successor needs several speeches, and the encouragement of 

Hippolyta and Emilia, before he consents to the queens' request. 

In Chaucer, Theseus and Hippolyta are already married; in the play 

they are about to be. The play thus increases the sacrifice 

that Theseus has to make—thus increasing his generosity and the 

poignancy of the situation—and allows exchanges which Introduce 

us to the other characters.^ The length of each of the initial 

addresses of the queens Increases as we move toward Emilia who Is 

addressed with a longer speech than either Theseus or Hippolyta, 

thus emphasizing her Importance, and the fact that she is central 
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to the play, although In this scene she would normally take a 

less Important position—we have no need to emphasize Theseus and 

Hippolyta, who are in the center of the stage as bride and groom, 

but Emilia Is only "holding up /FTlppolyta'sT" train" (1. i. opening 

s. d.), and we need the queens* Invocations to draw our attention 

to her: 

First Queen. For pity's sake and true gentility's, 

Hear and respect me. 

Second Queen. For your mother's sake, 
7Tnd as you wish your womb may thrive with fair ones. 

Hear and respect me. 

Third Queen. Now for the love of him whom Jove hath 

marked 

The honor of your bed, and for the sake 

Of clear virginity, be advocate 

For us, and our distresses. This good deed 

Shall raze you out o' th' Book of Trespasses 

All you are set down there. (I. I. 25=34.) 

Likewise, her reply Is longer than those of Theseus and Hippolyta: 

Theseus. Sad lady, rise. 

Hippolyta. Stand up. 

Emilia. No knees to me. 

V/hat woman I may stead that Is distressed 

Does bind me to her. (I. I. 35-37) 

The queens' need to convince Theseus allows this scene to 

appear as a parallel to the later one (III. vl.) where Hippolyta 

and Emilia convince Theseus not to carry out his Intention of ex¬ 

ecuting Palamon and Arclte, and the two scenes together emphasize 

the frailness of man's decisions—how even Theseus, who "earns 

a deity equal with Mars" (I. I. 226), must recognize that he Is 

the pawn of rightness or certainty In his decisions. 

The desire to Increase the poignancy of the situation, which 

was one of the reasons for making the queens Interrupt Theseus's 

wedding, Is also In evidence elsewhere as a reason for changing 
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the original, Theseus's Insistence that whoever loses the tourna¬ 

ment shall die with his seconds (III. vi. 289-300) is new to the 

play—In the poem, no such penalty is mentioned and It is to be 

enough for the loser that he has lost Emilia. Besides, each knight 

has a hundred supporters In the poem, and the execution of such 

a number would be beyond belief. But the dramatists' reduction 

of the number to three, no doubt for mechanical rather than artistic 

reasons (two hundred wouldn't fit on the stage of the Blackfriars 

Theatrel), allows him to Inflict a harsher punishment with more 

credibility, and he takes the opportunity to Increase what is at 

stake in the tournament, and thus to make the whole action more 

significant, even without the panoply of the gloriously large number 

of knights, since it is no longer merely over a woman who has never 

spoken to either knight that they are fighting. The greater penalty 

which the knights must suffer also increases the urgency of Emilia's 

desire to choose one or the other. If (given that Emilia cannot 

see a preference) all that is at stake is her hand, then (given 

that she's prepared to accept the result of the combat) she need 

not worry further; but if It's a matter of saving the lives of 

the combatants, then Act IV, Scene II, where Emilia comes on with 

their pictures, and attempts desperately to make a choice and 

pro1 optically to "bind those wounds up" (IV. II. I), can be psy¬ 

chologically justified. 

A similar change to increase poignancy Is the removal of 

Palamon from the garden-room when Arclte Is freed (II. I. 322ff.). 

This Is a dramatic means of increasing the depth of Palamon's despair, 

which In the poem Is done in a different way. Although Palamon 

sees Emilia through a window, through which he can also see the 
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city and the garden, and although he Is entitled to walk about 

and look around him (KT, II. 1064-67), when Arclte has gone, we 

suddenly discover that he has "pure fettres on his shynes grete" 

(I. 1279), and, just before his escape, we hear that he Is "In 

derknesse and horrible and strong prlsoun" (I. 1451). Chaucer 

changes the facts to suit the poem’s mood of the moment, and If 

we are to pity Palamon suddenly more, then his misfortunes are 

suddenly described as greater. In the play, to Increase our 

sympathy for Palamon, we are given the abrupt contrast, dramati¬ 

cally presented, of Arclte’s being freed, and Palamon’s being 

placed further In detention. In a poem, one may compare easily 

two men's states, whereas In a play, one may deal best with the 

matter by showing the dramatic changes that bring these states 

about. 

In the poem, the gods take a major part In the conflict. 

The prayers of the tv/o protagonists result In a quarrel among 

the gods which Saturn solves by giving to both knights what they 

ask for: Palamon gets Emily, while Arclte gets victory. There 

are complex relationships between the gods and the planets which 

come under their aegis,^ and Chaucer thus Introduces the question 

of Destiny, and the knights’ relationship to It, since Destiny 

uses the planets as the visible sign of her control over sub¬ 

lunary affairs. Chaucer's use of astrology results In the peculiar 

order of the prayers as we have them (Palamon, Emily, Arclte), 

which Is dramatically random, and only ordered thus because of 

the necessity of having each supplicant go to the appropriate 

temple at the hour of the day on which astrolog lea Ily the recipient 

Q 

god was at his most powerful. The play, not being able to control 
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such complicated data as the poem can, since Its progression Is 

"experienced" rather than "lingered over", has to dispense with 

the astrological references, and can thus dispose the three prayers 

in an effective dramatic order—Arclte, Palamon, Emily—thus jux¬ 

taposing the conflicting prayers of Arclte and Palamon before 

that of Emily, which conflicts with both, and allowing the scene 

to conclude on the strikingly dramatic note of the rose falling 

from the tree. 

For the playwrights, it clearly presented difficulties to 

bring the gods in directly—Shakespeare’s unsuccessful attempt 

to bring Jupiter into Cymbeline may have influenced him—and It 

was easier to suggest the gods in a round-about fashion. Most 

obviously this is done by the invocations in Act V, Scene i, and 

although the gods don't actually appear or speak, they do deliver 

signals at the end of each prayer to demonstrate that they are 

actively involved in the dispute. The concluding speeches of 

Theseus proclaim the gods' concern when he insistently declares 

that "the gods have been most equal" (V. iv. 114). But there are 

also many other references to the gods and to fortune In the play, 

especially, as Kenneth Muir noticed, in the Shakespearean por¬ 

tions,^ so that the play becomes imbued with a sense of the 

superhuman control of the events we see before us. Palamon and 

Arcite "fear the gods In" Theseus (I. II. 94), Emilia will solicit 

Bel Iona for Theseus's success against Creon (X. III. 13), Theseus 

attributes his victory to "th' impartial gods" (X. iv. 4). Some¬ 

times the gods' Influence will come out in odd ways: Pirithous 

tells us that Arcite's horse reared because of a spark from an 
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"envious flint,/Cold as old Saturn" (V. Iv. 60-61), and In the 

Knight’s Tale, It Is Saturn who sends the fire which frightens 

the horse. The play thus retains a connection between the cause 

of the accident and the cold qualities of treacherous Saturn, with¬ 

out having to Involve Itself In a large quantity of supernatural 

paraphernal la. 

One of the most Important purposes of the Knight’s Tale Is 

to compare the fair-dealing, wisdom and Justice that Theseus 

attempts, with the petty bickering of the gods, who are seen as 

essentially malevolent. The descriptions of the three temples 

In the "Tale" and the paintings on the walls which depict the ex¬ 

tent of the gods' power, are full of images of destruction and 

misery. The temple of Venus, for example, portrays 

Plesaunce and Hope, Deslr, Foolhardynesse, 
Beautee and Youthe, Bauderle, Rlchesse, 
Charmes and Force, Lesynges, Flaterye, 
Despense, Bisynesse, and Jalousye. (II. 1925-28) 

The narrator sees In Mars' temple 

the derke ymaginyng 
Of Felonye, and a I the compassyng; 
The crueel Ire, reed as any gleede; 
The pykepurs, and eek the pale Drede. (II. 1995-98) 

In Diana’s temple, the legends that are depicted on the wall are 

those of Calllsto, Daphne, Acteon and Atlanta, all of whom came 

to unhappy ends as a result of Diana's influence. The statue 

of Diana has her looking down towards Hades, and in front of the 

statue Is portrayed a woman In labour, whose childbirth Is long 

overdue. 

The play cannot describe the temples In such detail, but 

Arclte's prayer to Mars, and Palamon's to Venus, concentrate on 



the destructive powers of the two gods. Mars, says Arclte, In 

words suggested by the malicious Saturn’s description of his 

powers In the Knight’s Tale,*0 Is he whom 

Comets prewarn, whose havoc In vast field 

Unearthed skulls proclaim, whose breath blows down 

The teeming Ceres’ foison, who dost pluck 

With hand armlpotent from forth blue clouds 

The masoned turrets, that both mak’st and break'st 

The stony girths of cities! (V. I. 51-56) 

Venus, says Palamon, Is she who may 

force the king 
To be his subject’s vassal, and Induce 

Stale Gravity to dance. (V. I. 83-85) 

Her yoke 

is heavier 

Than lead itself, stings more than nettles, 

(V. i. 96-97) 

and her activities Include ail kinds of disruption of the normal 

order of things—old men who behave like madcaps or Diana ceasing 

to behave chastely. We are told more about the nasty side of 

love than the good, in that Palamon Is mainly concerned to tell 

us what he does not do, rather than what he does. He doesn't love 

him who 

tells close offices 
The foulest way, nor names concealments In 

The boldest language, (V. I. 122-24) 

but he has effectively reminded us that this is a frequent 

characteristic of others who follow Venus. 

Although the prayers of Palamon and Arclte describe the 

malevolence of the gods, and thus fill the gap left by there being 

no descriptions of the temples, Emilia's prayer to Diana is, so 

to speak, entleely ’•straight." Emilia is, after all, more 

lightly characterized than either Palamon or Arclte, and it would 
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be too much of a burden on her characterization If she had to carry 

a speech of the Ironlos of which sho were unauaro. Furthermore, 

Diana Is far less Important In the Knight’s Tale than either Mars 

or Venus, and, In fact, the description of her temple and Emilia’s 

prayer comprise almost the whole of her port In the Tale— 

sho Isn’t Involved at all In the Olympian squabble, but 

hustled out of account before It begins (KT, II. 2348-57). So 

much less Important Is she that Chaucer’s treatment of hor temple 

Is somewhat perfunctory, while Boccaccio does not bother to describe 

It at all. Thus Emilia’s prayer functions less In the play to des¬ 

cribe Diana than to clarify the character of Emilia, 

If It Is mainly In the prayers that the play characterizes 

the gods as malevolent, the play loses the firmness of the compari¬ 

son with Theseus which Is Introduced by allowing the gods to appear 

a3 people and to Indulge In their little quarrel, making their petty 

selfishness evident In contrast to Theseus’s single-minded but flex¬ 

ible pursuit of Justice and generosity. This comparison Is, how¬ 

ever, suggested at the end of Act I, Scene I. 

First Queen. Thus dost thou still make good the tongue 
o’ th* world. 

Second Queen. And earn’st a deity equal with Mars. 
Third' Queen. If not above him, for 

Thou being but mortal makest affections bend 
To godlike honors. They themselves, some say. 
Groan under such a mast'ry. 

Theseus. As we are men, 
" thus" should we do. Being sensually subdued. 

We lose our human title. (I. I. 225-32) 

The queens praise Theseus for hls excellence; but he attributes 

this quality to the fact that he Is a man, thus, In effect, asserting 

man's superiority over the gods as a result of man's continual need 

for the exercise of moral discrimination. If man can roach godlike 
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qualities, says the Third Queen, then he Is superior to the gods 

who have no striving for them. And Theseus states that the very 

name of man Is only to be given to those who practice self-control 

and moral discrimination. 

But the play Is not a mere dramatization of the poem, al¬ 

though It may appear so from what has been said so far. The poem, 

after all, Is essentially medieval In Its preoccupation with the 

nature of destiny as revealed through the planets, or with the 

validity of courtly love as a code to live by, or with the comparison 

between the effectiveness and moral purpose of man on the one hand, 

and of Fortune on the other. These matters do not appear to con¬ 

cern Shakespeare and Fletcher as much. They are touched upon, but 

the central preoccupations of the play are much less social and 

more personal. As Philip Edwards has shown, the play Is concerned 

with the nature of love In various forms, and the dangers Inherent 

In sexual love; and he sees In It "a growth Into experience" which 

can be described as "walking Into the future as through a fog."** 

Palamon and Arclte are driven forward, often against their wishes, 

by chance and more especially by their own sexuality, as both 

recognize. When Arclte wins Emilia, he says, 

Emily, 
To buy you I have lost what's dearest to me 
Save what Is bought, and yet I purchase cheaply 
As I do rate your value; (V. III. 111-14) 

and when Palamon wins her, he says, 

0 cousin. 
That we should things desire which do cost us 
The loss of our desireI That nought could buy 
Dear love but loss of dear love. (V. Iv, 108-11) 

The love, unhampered by sexuality, which Palamon and Arclte have 
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for each other is of far greater value as they realize In prison: 

And here being thus together, 
We are an endless mine to one another; 
V/e are one another’s wife, ever begetting 
New births of love; we are father, friends, 

acquaintance; 
We are In one another families. (II. I. 137-41) 

Emilia realizes It as well, as her speech to Hlppolyta about her 

friendship with Flavlna makes clear (I. III. 59ff), and we can see 

In the Second Queen’s words to Hlppolyta a similar realization of 

the confining effect of sexual love: 

Honored Hlppolyta, 
. . . that . . . wast near to make the male 
To thy sex captive, but that this thy lord. 
Born to uphold creation In that honor 
First Nature ’stilled It In, shrunk thee Into 
The bound thou wast o’erf I owing, at once subduing 
Thy force and thy affection. (I. 1. 77-85) 

Hlppolyta's possible Insecurity In her relationship with Theseus 

when she compares herself with Plrlthous may be suggested by the 

slightly over-emphasized reassurance which she gives herself (note 

her odd reference to "his Plrlthous"): 

But sure, my sister, 
If I were ripe for your persuasion, you 
Have said enough to shake me from the arm 
Of the all-noble Theseus, for whose fortunes 
I will now In and kneel, with great assurance 
That we, more than his Plrlthous, possess 
The high throne In his heart. (I. III. 90-96) 

Sexuality Is shown to deprave different people In different ways. 

With Hlppolyta, It Is only that her sexual relationship may have 

confined her; for the two knights the growth of sexuality means 

the decline of a far more valuable love for each other; but It Is 

for the Jailer’s Daughter that love has the most severe consequences 

In reducing her to madness and to speech filled with unhealthy 

Images of sexual desire, as she progressively allows herself to 
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lose her hold on the realization of the Impossibility of her ever 

winning Palamon. 

The Introduction of the subplot Is tho play’s major alteration 

from the Tale. It Is necessary so that the play will accord to 

the convention demanding a subplot; and the writers have used this 

technical necessity to point up various themes. As we have just 

noted, the Jailor's Daughter represents the most extreme depravation 

by love that we are shown, and It Is according to the romantic tone 

of the play that such an extent of depravation be not suffered by 

any of tho major, moro noble characters. The Daughter may behave 

as she does because she's beyond the social palo, and, of course, 

because her low social position gives her ample reason to despair 

of Palamon's favour. While we may compare her with Ophelia, who 

after all was a nobleman's daughter, wo must remember that Ham Iet 

was written for tho popular Globe Theatre, und The Two Noble Kinsmen 

for the moro upper-class audience of tho Blackfriars, who might 

bo more conscious of breaches of social decorum wnore they might 

threaten their self-assurance—tho Blackfriars was specifically 

theirs, and was one place where they ought to be assured of security. 

Further, The Two Noble Kinsmen Is much moro specifically about 

the noble class, with Its chlvalrlc basis, and Its concern for an 

abstract concept of honor, while HamIet Is much more a play about 

a set of human relationships. Kenneth Muir notes that the character- 

12 
Izatlon Is weaker In this play than In others of Shakespeare, 

and this weakening requires greater conventionality If the characters 

are to be at all convincing—the nobles must behave like nobles. 

Another Important reason for the subplot Is to allow comparisons 
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to be made between Emilia and the Daughter. The way In which the 

Daughter Is so obviously handed from one man to another at the end 

allows us to see perhaps that this Is what Is happening also to 

Emilia. As Clifford Leech has It: "Neither girl has choice, neither 

girl has, ultimately It seems, the power to differentiate" (Leech’s 

edition, p. xxxlll). While In the poem Emilia can function best 

by saying nothing, In the play she becomes a major character, and 

one of the themes of the play Is centered around her. The change 

Is also, perhaps, as E. C. Pettet pointed out, a measure of a 

change In the approach to romantic love over two centuries. The 

play has Emilia demonstrably worthy, too sensitive to watch the 

tournament, while the poem has her "shadow!ly Insignificant", a 

typical "lady of the lists" (Pettet, p. 174). But If a theme Is 

to be centered around her, It must be done In such a way that the 

arbitrariness of her fate does not make her seem too undignified, 

and does not clash with the predominantly noble Impression we are 

given earlier. The Daughter may be as undignified as necessary, 

and can thus more sharply point out the theme. 

It has been frequently maintained, especially by nineteenth- 

century scholars, that the subplot has no relation to the main plot. 

Apart from Its two narrative connections, when the Daughter talks 

about the knights In Act II, scene I, and when she frees Palamon, 

and Its connection with the theme centered around Emilia, the sub¬ 

plot also serves to put greater emphasis on Palamon, who, of course, 

is to turn out to be the ultimate victor. In fact quite a lot Is 

done to keep him In the center of attention. Palamon's part Is 

the longest In the play, and, as Paul Bertram pointed out (p. 281), 
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ho speaks loss of Arc 1 to In his soliloquies than Arclte of him In 

his. But thero Is never any doubt that tho two knights aro equal 

In prowess, and the final outcome Is soon as no reflection on tho 

excellonco of either. Differences, however, there ore: Palw.on 

Is more volatile, and Arclte much calmer—Indeed one might oven say 

tnat his calmness takes on something of suporclIIcusness and smugness 

in his approaches towards his comrade In thalr first meeting In the 

forest; It Is anyway more reasonable to assumes that this Is tho In¬ 

tention than to assume with Llttledale (p. 27 B) that Fletcher In¬ 

explicably chose to favour tho ultimata loser by moklng him virtu¬ 

ously restrained In this passage—the comment may tell us more 

about Littlodala’s moral tone than about Flotchor’s. 

Fa Iamon. Cozener Arclte, give mo language such 
'"**7v’s~thou hast showed me feat. 
Arclte. Not finding In 

TFT© circuit of ray breast any gross stuff 
To form me Ilk© your blazon, holds me to 
This gentleness of answer: *tls your passion 
That thus mistakes, tho which to you being enemy 
Cannot to mo b© kind; honor and honesty 
I cherish, and depend on, howsoe’er 
You skip them In mo, and with them, fair coz. 
I’ll maintain my proceedings. Pray be pleased 
To show In generous terms your grief, since that 
Your question’s with your ©quel, who professes 
To clear his own way, with tho mind and sword 
Of a true gentleman. (III. I. 44-57) 

Sut In the end, they have become symbols for two different approaches 

to I if©—those of the lover and th© soldier. The distinction starts 

at tho moment of their acceptance of Theseus’s suggestion that 

they should submit to Emilia’s choice between them, thus making clear 

the aspect of chlvslrlc values out of which thuy make their chival¬ 

rous decision: 

PaIamon. If | fall from that mouth, I fall with favor, 
Anti lovers yet unborn shall bless my ashes. 
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Arclte. If she refuse me, yet my grave will wed me, 
7Tnd soldiers sing my epitaph. (III. vl. 283-86) 

Although there Is no obvious leaning to one side or the other In their 

subsequent speeches, their choice of patron god and their Invocations 

underline the symbolism. Further, their attitude becomes calmer, 

their speeches more measured, as If they recognize that they are no 

longer merely two young men fighting over a girl, but that they are 

now fighting over something of far greater solemnity. Their progress 

into an understanding of the deeper significance of their quarrel 

culminates In the generalized wisdom of Palamon at the beginning of 

Act V, Scene Iv. It Is notable that the Ideas In the speech are taken 

from the consolation which Theseus offers at the end of the Knights 

TaIe, and which there sums up the wisdom of the Tale's entire experience. 

It Is to this depth of understanding that Palamon reaches, and, al¬ 

though the content Is not far dissimilar from that of the discussion 

between Arcite and Palamon In Act II, Scene I on the benefits of prlson- 

Iife, the weighed and pensive measure of the later verse suggests 

the earlier wisdom as that of convention, and the later as that of 

the mature conviction gained through experience. 

The rustics are another addition to the play which have both 

a mechanical and a thematic function. Their mechanical function Is 

that they give Arcite motivation to return to Athens Immediately, In¬ 

stead of going to Thebes as he had promised, and only returning after 

seven years as In the Tale. Thus the diffuse narrative of the Tale 

can be further tightened. (We may also note that Arcite goes straight 

Into Emilia's service Instead of working up through the ranks— 

another time-saving device.) The rustics also have thematic signi¬ 

ficance; their bawdy represents another approach to love from that 
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of the nobles, with Gerrold as adjudicator to replace Theseus. 

Gerrold as mock-Theseus plans and watches over the dance as mock- 

tournament, and the dance Is another link In the chain of games that 

runs from "the games of honor" In which the knights excel (II. I. 690, 

the games which Arclte wins, the games which the Daughter’s dis¬ 

tracted Imagination Invents, and the final tournament. The games 

are In turn linked to the ritual of the wedding and of the Invocations, 

and the entire cluster of Images seems to emphasize the continuous 

attempt of all the characters to place some sort of order on their 

lives—by playing games In which an order of achievement will be de¬ 

fined, or by the ordered pattern of the dance or of ritual. The 

dance-1 Ike quality of the exchange at the end, where Arclte grace¬ 

fully hands Emilia over to F’alamon, Is suggested by the antithetical 

nature of Theseus's comments on It: 

His part Is played, and though It were too short 
He did It well. Your day Is lengthened, and 
The blissful dew of heaven does arrouse you. 
The powerful Venus well hath graced her altar. 
And given you your love. Our master Mars 
Hath vouched his oracle, and to Arclte gave 
The grace of the contention. (V. Iv. 101-107) 

But this Is a dance that has not been planned by the men, but by the 

gods, and It leaves Theseus bewildered, unable to do anything but 

try to convince himself that It’s all for the best and that the gods 

know what they are doing: 

0 you heavenly charmers, 
What things you make of us I For what we lack, 
We laugh; for what we have, are sorry; still 
Are children In some kind. Let us be thankful 
For that which Is, and with you leave dispute 
That are above our question. (V. Iv. 130-35) 

The authors of The Two Noble Kinsmen, as we can see, made free 

use of their source as far as Its plot and characterization were 
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concerned, in order to produce a work that was suitably dramatic and 

In accord with the different emphases that the concerns of a period 

two centuries later than the period of the source would require. 

A study by Otto Ballman has shown that similar freedom was taken with 

the language of the poem, as one would expect. He also notes that 

close use of the original Is far more frequent In the Fletcher parts 

(according to Llttledale’s division) than In the Shakespearean. 

We have noted some parallels a I ready—between Arclte's prayer to 

Mars and Saturn’s description of his powers, between Palamon’s 

speech before execution and Theseus’s summing up—but the most not¬ 

able parallels exist at the point when Theseus Interrupts the knights 

fighting (III. vl. I33ff), and In the descriptions of the champions 

who come with the knights to the tournament (IV. II. 72ff). Bertram 

regards the latter as adding "as much momentum as dramatic cunning 

can derive from the Idea of human sacrifice” (p. 267), but I tend 

to agree rather with the comment on this scene by Bruno Leuschner 

(ad loc.) that the descriptions don't fit well with the general tone 

of the play, and that they sound gratuitous, with a similar tedious¬ 

ness to that which Plrlthous exhibits in his over-detailed and 

wordy description of Arclte's accident (V. Iv. 47-84). On the other 

hand, the parallels in Act III, Scene vl, which are not quite so 

close, fit perfectly Into the general mood of the scene, as do most 

of the other close borrowings which Ballman notes. In fact, the 

borrowings are often subtly adjusted to fit the new context. Palamon's 

straightforward request for death when he Is caught by Theseus 

fighting Palamon— 

Sire, what nedeth wordes mo? 
We have the deeth disserved bothe two. 
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Two v/oful wreeches been we, two caytyves, 
That been encombred of oure owene lyvesj 
And as thou art a rightful lord and Juge, 
Ne ylf us neither mercy ne refuge, 
But sle me first, for selnte charltee! 
But sle my felawe eek as weI as me; 
Or sle hym first, for though thow knowest It llte, 
This Is thy mortal foo, this Is Arclte— 

<KT, II. 1715-24) 

Is wittily transformed Into a series of conceited paradoxes: the 

medieval earnest lover Is the Jacobean spinner of conceits, as In 

Love’s Labours Lost: 

Thou shalt have pity of us both, 0 Theseus, 
If unto neither thou show mercy. Stop, 
As thou art Just, thy noble ear against us; 
As thou art valiant, for thy cousin’s soul 
Whose twelve strong labors crown his memory, 
Let’s die together, at one Instant, Duke: 
Only a little let him fall before me, 
That I may toll my soul he shall not have her. 

(III. vl. 173-80) 

In the same scene, however, as the Inept descriptions of the 

champions, canes one of Fletcher's most dramatically successful Ideas, 

totally Independent of the source, and with an aim not found In It, 

that of filling out Emilia’s character. The appearance of Emilia 

with the pictures of her two suitors shows the kindness of her heart 

and the hopelessness of her position. She finds herself, contrary 

to her expectation and declaration In Act I, Scene HI, In love— 

but her love Is for the two men, and she can't choose between them. 

Her sadness stems from the growth of her own sexualIty, and the Im¬ 

possibility of her having that kind of relationship with more than 

one person. Her Invocation to Diana later In the play asks that 

the man who loves her best should have her: 

He of the two pretenders that best loves me 
And has the truest title In’t, let him 
Take off my wheaten garland, or else grant 
The file and quality I hold I may 
Continue In thy band. (V. 1. 158-62) 
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In the Tale, she asks to remain celibate and only If necessary to 

marry at all: 

Fro me turne awey hlr hertes so 

• » • t 

Or If my destynee be shapen so 
That I shal nedes have oon of hem two, 
As sende me hym that moost deslreth me. 

(KT, II. 2318-25) 

The play does not allow that man can escape his own sexuality, and 

the misery of Emilia In her soliloquy, the result of the sudden 

growth of her consciousness of sexuality, Is right at the thematic 

center of the play. The juxtaposition of the original success and 

the borrowed failure show that In the task of adapting an old text 

to new emphases, success will often lie In judicious use of the 

original. A dramatization of the Knlghfs Tale would be a failure; 

the use of It as the basis of a play—the jumping-off point for what 

Shakespeare and Fletcher wanted to do—Is a success. 

The Two Noble Kinsmen Is a play about sex and love—the concerns 

of Jacobean drama—based on a poem about Destiny and Fate—the con¬ 

cerns of Medieval serious poetry. That, of course. Is an over¬ 

simplification, but It provides an Indication of the direction In 

which sensibility had moved In literature with the seriousness of 

tragedy such as we find In these works. There Is a tendency towards 

the personal and away from the social; the universal Is extrapolated 

from the Individual, rather than the Individual used as an example 

and an aspect of the universal. 

The story of Palamon and Arclte has made one move of sensibility, 

In an adaptation conducted with tact and Integrity. 
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lI: The Rivals 

It Is correct and easy to say (and, Indeed, frequently said) 

that tact and Integrity are not the informing virtues of the next 

step taken by the story of Palamon and Arcite. The Rivals was pub¬ 

lished anonymously In 1668, and is attributed pretty securely to 

Sir William Davenant. Four performances are known of,*^ one on 

Saturday, tOth September, 1664, "not the first performance," which 

Pepys thought "no excellent play, but good acting In It*" A per¬ 

formance on Friday, 2nd December, 1664 has Pepys commenting, "the 

play not good, nor anything but the good acting of Betterton and 

his wife and Harris;" and performances are also recorded on 6th 

January, 1665, and 19th November, 1667. John Downes, who first 

attributes the play to Davenant, tells us that "the Play by the 

Excellent Performance lasted uninterruptIy /Tlc7’ Nine Days, with a 

full Audience" (p. 24). If It was thereafter revived In 1667, and 

published In 1668 after Davenant's death. It must have been quite 

popular and catered well to the demands of the theatregoing public, 

even If Pepys thought little of It. 

It Is for this reason that the play Is worth consideration, 

and I will try to avoid comments on the play's quality, although 

It Is Impossible altogether to Ignore the cheapening which the story 

undergoes. 

Davenant worked from The Two Noble Kinsmen; as far as we can 

tell, he either didn't know or Ignored the Knight's Tale, and It 
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would appear that he Intended The Rivals to seem to be a new play. 

Downes would confirm this, for he describes It as "The Rivals, A 

Play, wrote by Sir WlI Ham Davenant" (p. 23), while he refers to 

"The tragedy of Macbeth. alter'd by Sir Wl11 lam Davenant" (p. 33). 

No reference anywhere, except perhpas In the Prologue, which Is no 

longer extant, Is made to the play’s provenance. A further Indi¬ 

cation that the borrowing Is not Intended to be evident Is that the 

names of all the characters are changed. Whether the play was to 

be thought of as an adaptation Is more Important than It might seem. 

Nahum Tate, In his Dedicatory Epistle to his adaptation of King Lear, 

and Dryden In his Preface to his adaptation of Trollus and Cresslda, 

both show that they were conscious of the oldness of the plays they 

were working with, and that they felt a responsibility, not only to 

modernize the old text, but also to antlquate and, so to speak, to 

roughen up their additions so that they would not jar with the original 

I have one thing more to Apologize for, which Is, that 

I have us’d less Quaintness of Expression even In the 

newest Parts of this Play. I confess *twas Design In 

me, partly to comply with my Author’s Style to make the 

Scenes of a Piece, and partly to give It some i5 

Resemblance of the Time and Persons here Represented. 

I need not say that I have refined his language, which 

before was obsolete; but I am willing to acknowledge 

that as I have often drawn his English nearer to our 

times, so I have sometimes conformed my own to his; 

and consequently, the language Is not altogether so 

pure as It Is significant. 

It Is clear from these quotations that the audience would approach 

a play by an older author modernized with different expectations 

from those which they would bring to a brand new play; and If The 

Rivals was presented as an original Restoration drama, then It must 

be Judged In those terms, with the expectation that It will not be 
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compared with the original, and that no allowances at alI will be 

made for it on the grounds of the barbarity of the times in which it 

was first produced. Our comparisons must be made in the knowledge 

that they are not comparisons that a contemporary audience would 

have been in a position to have made; they can only tel I us what 

Davenant felt could be changed In the play to make it popular. 

The original play, which is full of serious implications and 

an unmitigated mood of tragedy, becomes a comedy as a result of many 

Important changes of emphasis. Almost the whole of the first and 

last acts of the original are removed (and with them much of its 

slow and pensive quality) and the story Is given a happy ending.*^ 

At this point, a table showing the changes In names might be 

found useful. 

Theseus becomes Arcon 

Plrlthous - Polynlces 

Arclte - Theoc1es 

Pa 1amon - Phi lander 

Emilia — Heraclla 

The Jailer’s Daughter moves up In status to become Celania, the 

Provost’s daughter, and the Jailer's part is split between the Provost 

and a new jailer, Cunopes, to whom some excellent comic buffoonery 

is given. Lines which were spoken by several other characters 

(HIppolyta, the Herald, the Messenger, for example) who are left 

out of The Rivals altogether, are given to the Provost, who, as 

Krusenbaum has It, "schon mehrfach a Is Luckenbusser hat fungieren 

mussen" (p. 39)--has usually to play the part of a stand-in. Both 

Heraclla and Celania have maids, Cleone and Leucippe, of whom the 

latter is loved by Cunopes. 
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The situation of the first act, and of the war which Arcon 

wins, Is entirely changed. The tyrant Harpacus has attempted con¬ 

quest of Arcon's kingdom, Arcadia (a place far more suitable for 

the wonderful happenings of romantic comedy than Athens), but his 

armies have been defeated and himself ktlled. Thus Arcon Is engaged 

In defensive war, unlike Theseus, which makes him marginally more 

moral, and which allows him to remain on his own territory, thus 

maintaining unity of place, Ignored In the Theban setting of Act I 

of The Two Noble Kinsmen. V/e may also note how the duration of the 

action Is reduced from several weeks to a few days, thus moving 

towards greater unity of time. 

Davenant can dispense with Act I, Scene II, showing the unhap¬ 

piness of Palamon and Arclte at the Immorality of Creon, by replacing 

It with a short speech from Theocles when he Is brought on as captive, 

In which he Inveighs against "the cruelty/Of Harpacus to others" 

(4; 226). But the change In the fundamental sttuatlon ought to In¬ 

fluence our response to this speech which has no parallel In the 

original. Harpacus being the aggressor, their justification for 

fighting for him—"Our services stand now for Thebes, not Creon" 

(I. II. 99)—disappears, and we further have to account for their 

willingness to abandon their loyalty In their first words to their 

previous enemy. 

Inconsistencies and Improbabilities also appear In the behaviour 

of Arcon and Polynlces. Arcon's speech of admiration and the Provost's 

response have no possible justification, and are so much fustian; 

and we may note that, while Theseus's reason for glvtng Palamon and 

Arclte good usage Is that he admired the excellence of their fighting— 



27 

! saw them In the war, 
Like to a pair of lions smeared with prey, 
Make lanes In troops aghast. I fixed my note 
Constantly on them, for they were a mark 
Worth a god’s view— (I. !v. 17-21) 

Arcon’s reasons are that the knights didn't really support Harpacus, 

and that they are of high rank: 

Arcon. They are Gallant Spirits, 
Treat 'em as Prls'ners, but as Noble ones. 
I pity their Engagements In this War, 
Who never own'd the Tyranny that Caus'd It. 
Their Valour seem’d distracted In the fight, 
As If they did desire to save the person 
Of Harpacus, and yet disgust his Cause. 
Their Courage was Inflam'd with Loyalty 
To him, but quench'd v/Ith pity towards us. 

Prov. They killed 
With such regret, as If they did embrew 
Their Swords In blood to blush for those they slew. 

(3; 225) 
Arcon. Their Lives concern us 

Much more then Millions do of Common rank. 
I value pris'ners of their quality 
Too much to let 'em Captives be to death. 

(4; 226) 

Heraclia's appearance (p. 4; 227) shows her feminine fear for 

Arcon's safety. This, of course, Is suitable to the laJ -like and 

romantic Heraclla, but Is nowhere to be found In the down-to-earth 

Amazons, HIppolyta and Emilia, In the nearest equivalent scene 

(I. III. 1-26) In The Two Noble Kinsmen. Arcon's distress at his 

not having an heir is emphasized, but never taken up again later in 

the play, and seems to be there as a red herring. At the end of the 

scene, In response to the attempts of Heraclla and Polynlces to 

cheer him up on this matter, he promises to give up "thoughts of War" 

(6; 229), but we may v/el I wonder to which war he now refers. 

The second scene is taken from Act II, Scene I of the original, 

In which the knights bemoan their fate, and console each other In 

prison. We have, however, no evidence of their love for their 
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fatherland—while In The Two Moble Kinsmen, we have heard their 

willingness to fight for it in spite of its ruler’s wickedness— 

and either their distress at their separation from it, or their 

remarks to Arcon in the first scene, must strike a false note. 

Celania and Leucippe enter, at which moment the two knights begin 

to cheer themselves up; but the purpose of their optimistic talk, 

coming at so coincidentally convenient a moment, is no longer to show 

us their friendship, but to give reason to Celania’s love. 

The jailer, Cunopes, enters to ask them to return to their 

cells. Cunopes Is Insolent and surly, unlike the Jailer in The Two 

Noble Kinsmen, who Is always courteous; but the change allows oppor¬ 

tunity for an exhibition of the knights’ "nobility" in their con¬ 

tempt for the man: 

Phil. Cosin, our time of walking is expir’d, 
We must submit to this Man’s Insolence. 

(9; 233) 

Celania and Leucippe are left; Leucippe admits that Cunopes Is in 

love with her, and deduces that Celania is in love with one of the 

knights. The Importance of the female roles is thus increased In 

order to meet the demands of current taste since the Introduction 

of actresses to the English stage, and the addition of another love- 

interest between Cunopes and Leucippe complicates the plot in the 

manner made popular by such Spanish plays of intrigue as Tuke’s 

The Adventures of Five Hours. 

The Second Act opens with Polynlces’ plea to Arcon for Theocies' 

liberty. This is a useful scene, filling out a motive that is left 

unexplained In the original. But by leaving the whole matter vague. 

The Two Noble Kinsmen does not force our attention on Theseus’s 
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Injustice In letting only one noble kinsman free. Arcon admits the 

problem, and keeps Philander In gaol to see how he takes this re¬ 

versal. This Is gratuitous, for what can Arcon hope to gain? 

Heraclla and Celanla enter In the second scene, and Heraclla 

soon realizes that Celanla Is In love with one of the knights, and 

she tests her by telling her that Theocles Is to be freed and that 

Philander Is to die. This further example of gratuitous Inquisitive¬ 

ness on the part of one character about the emotions of another adds 

more to the Intrigue; but, more Importantly, it provides Celanla with 

a motive other than the Daughter’s mere lust for freeing Philander. 

The Daughter's reasoning Is as follows: 

What should I do to make him know I love him, 
For I would fain enjoy him? Say I ventured 
To set him free? What says the law then? Thus much 
For law, or kindred! I will do It, 
And this night, or tomorrow, he shall love me. 

(II. III. 29-33) 

Celanla, on the other hand, frees Philander to save his life. 

Davenant was always very chaste in his writing, and his plays do not 

contain the kind of ribaldry found In those of his contemporaries. 

In The Rivals, he removes the bawdier parts of the Daughter's mad 

scenes, and purifies Celanla by purifying her motive, and also, In 

passing, by disposing of the conscious wrong done by the Daughter 

to her father, which Is made clear In The Two Noble Kinsmen In the 

Daughter's own words and In the Jailer's fear when he finds out what 

has happened, but which Is Ignored In The Rivals except to be dis¬ 

posed of In the scene In which Celanla sets Philander free: 

Phil. Suppose I shou'd, when I 
Am miss'd, your Father must my place supply; 
By giving me a life, you leave him none, 
And he that gave you yours must loose his own. 

Cola. That makes me weak, but does successless prove, 
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My Duty has resign'd all place to love. 
If they should shorten his decaying breath 
'Twill but a little antedate his death. 
His glories are grown old, yours but begun; 
Men Court the rising, not the setting Sun. 

Phil. But when he's dead, his blood will still remain 
'Pon my fame an everlasting stain. 

Cela. If it a stain to any eye appears, 
My eyes shall quickly v/ash It off with Tears. 
His death, in saving you, wou'd merit more 
Than all his fighting life had done before. 
Come Sir, I'm sure he will a pardon find, 
The Prince to his late Valour will be kind. 
His slaughter’d foes, may save him from the grave; 
And those he slew may plead for one I save. 

Phil. Her last Conjecture slackens my resolves, /aside 
(22-23; 250-251) 

This scene, which Is entirely original with Davenant, is In 

rhyming couplets, and represents well the type of stylized conflict 

that was to feature so prominently In the heroic dramas soon to be 

written. Davenant's Puritanical approach to his Jacobean predecessors' 

freedom of language does not prevent him from allowing a far more 

dubious morality to exist in his play. The unconcern shown by Arcon 

and Heraclla for the feelings of those they test is highly Irresponsible 

Hera. She is too visibly In Love: Alas 
I have deceiv'd her Into too much fear: 
I willingly cou'd undeceive her now. 
But she'I soon find the fallacy. I'I take ' 
A turn i' th' Garden whose kind Walks and Air, 
Make the Evenings oft to me delIghtsome prove 
She's scorch'd i' th' fiery Element of Love, 

(13; 238-39) 

while the use made of Cunopes by Leucippe and Celania is not even 

mitigated by an indirection of deceit; the dishonesty is open and 

unashamed. 

By the end of the Second Act, we may have a good Idea of the 

kinds of changes that will be made in the rest of the play. Those 

in the Third and Fourth Acts are on similar lines to those we have 

looked at; but the Fifth Act of the original, like the First, Is 
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entirely removed, and replaced with various tests of the two knights' 

honor. Arguments between Heraclia and Arcon as to what should be 

done are usually conducted In heroic couplets of the kind that try, 

with their repetitive rhythm, to dull our apprehension of the non¬ 

sense that Is being spoken: 

Arcon. My Justice and my Mercy In me strive, 
Both to destroy and both to keep alive. 

Hera. Both to destroy would look like Cruelty. 
Arcon. In saving both I should too Gentle be. 
Hera. I'm disoblig'd If you take elthers life 

Because their Love to me begot their strife. 
(49;283) 

Finally Celanla reappears after her wanderings around the wood, and 

Philander Is called back from his execution, to which he has been 

sent by Arcon for no better reason than that he can think of nothing 

else to help Heraclia make up her mind between them. Heraclia de¬ 

cides that the best way to solve the problem is to plump for Theocles, 

and she Instructs Philander that, since he is released now from all 

obligation to her, he should accept Celanla. This poses a problem 

of ethics for Philander: 

My heart did first Heraclia's captives prove, 
To her, I am obiIg'd in bonds of love. 
Celanla gave my person 11berty 
to her by honour I shou'd grateful be, 

1 owe myself to both, what shall I doe 
To be to Love, and yet to honour true. 

(55-56; 291-92) 

The customary crypto-rational couplet is brought Into play to con¬ 

vince him, and the good news that Philander is still alive restores 

Celanla's sanity, In words that sound more appropriate to dramatic 

recitative than to rhymed couplets: 

What do I feel,? Can apparitions by 
So liable to-Scene?—Or Is It he, and living still. 

(56; 292) 
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Cel a. And Can you love? 
Phi'Ian. I, there’s the question which I knew she'd 

move. 
Know I can Love, and since that Love does want 
Growth in Heraclla’s bosom I’le transplant 
It Into yours. (56; 292) 

Leucippe, not to be outdone, accepts Cunopes, resulting In three 

weddings to be celebrated after the final curtain, which comes down 

on the play’s culminating example of false logic: 

Arcon. Those Sences which excessive Grief destroyes, 
May be recover’d by excessive joyes. 

(56; 293) 

In those scenes which Davenant has taken from the original, he 

makes major changes In the manner of the verse. We may take our 

example from the first appearance of the two knights in prison. 

Palamon. How do you, noble cousin? 
Arc lie. How do you, sir? 
Palamon. Why, strong enough to laugh at misery, 

And bear the chance of war. Yet v/e are prisoners 
I fear forever, cousin. 

Arcite. I believe It, 
And to that destiny have patiently 
Laid up my hour to come (|l. i. 60-65) 

Phi Ian. The Provost does obiige us by permitting 
The freedom of this walk upon the Tarras. 

Theo. Cosin, How d’you? I am concern'd 
So much in your wisht health that I enquire 
After my own exactly frcm your pulse. 

Phi. I'm strong enough I hope for Misery, 
Although I fear, we are for ever pris’ners. 

Theo. My thoughts are of the same complexion too, 
Our fears do Sympathize, just like our Loves. 

(6; 229-30) 

This Initial brief exchange becomes more self-pitying In Davenant's 

version; the difference between being strong enough to laugh at 

misery, and being strong enough for misery. Is a measure of the dlf 

ference in tone. While Arcite tries to resign himself to the situa 

tlon, thinking In broad and generous terms about his life and 
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destiny, Theocles childishly takes pleasure in the discovery of 

another aspect of his friendship with Philander. His almost mean¬ 

ingless first words are there to give us some feeling of their close 

ness, since we have not seen them together alone before (as in Act I 

Scene ii of The Two Nob Ie Kinsmen). 

From Palamon’s first long speech are removed all the more dlffi 

cult images and indecorous expression—"even in the wagging of a 

wanton leg" (li. i. 74)—to be substituted for by the easily under¬ 

stood and flowing style which puts up no tensions between content 

and form. Krusenbaum perhaps overexaggerates when he says that 

"ailes, was man nicht ebenso gut in Prosa sagen kdnnte, hat der 

Bearbeiter v/eggeiassen" (p. 59)— everything that can’t be said as 

well in prose is left out—but the tendency to write in versified 

prose, with only the slightest heightening of expression through 

Imagery or metre, is nonetheless apparent. If a poet like Dryden 

may fairly be said often to have written versified prose, it may 

be remembered that the versification, poised, balanced and delicate 

as It was, gave poetic form to the language of ordinary speech; but 

Davenant’s metrically flaccid blank-verse style has no such trans¬ 

forming effect on the language he uses. In the Fletcher, the metri¬ 

cal pattern is used to underline the meaning of the words; note 

how, in the following passage the words "then start amongst than" 

seem hurried on by their starling halfway through the line, after 

a strong pause, thus giving them an appropriate feeling of movement 

forwards, while the words "like lazy clouds" left over from the line 

before, seem to hang back Into it; note also how the first two 

clauses gain an expression of urgency from the way in which they 
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begin at the ends cf lines and are pushed over Into the following 

lines, or the v/ay In which the paeons in I. 74 (In rhythm If not In 

meter) suggest the almost contemptuous ease with which the knights 

won the games: 

Never more 
Must we behold those comforts, never see 
The hardy youths strive for the games of honor, 
Hung with the painted favors of their ladles, 
Like tall ships under sail; then start amongst ’em 
And as an east wind leave 'em all behind us. 
Like lazy clouds, whilst Palamon and Arcite, 
Even In the wagging of a wanton leg, 
Outstripped the people's praises. (II. 1. 67-75) 

In the Davenant, no such skilfulness appears. 

Much of the foregoing comparison has been taken from Krusenbaum's 

study, which, although very thorough, has a tendency to read too 

literally and to take the play too seriously, and, while admitting 

that Davenant has turned The Two Noble Kinsmen into a comedy to 

match the taste of the time, It has an expectation that he will pro¬ 

vide the kind of detail In which the audience of the time was probably 

not Interested. The play continues on Its v/ay unconcerned at Its 

Inconsistencies, as long as a not too careful ear will be satisfied 

with the vague motivations without trying to analyze them, until It 

reaches a happy and boisterous conclusion, with everyone getting 

married and living happily ever after. No-one could possibly take 

Palamon's change of affection at the end at all seriously—and If 

so much suspension of disbelief Is to be required in the service of 

an easy and undemanding comedy, then the weakness of logic and the 

vagueness of psychological Insight throughout Is easily overlooked. 

There Is Intrigue, there are three closely-entwined love stories 

(If one Includes Leuclppe and Cunopes) to add tension and excitement, 
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there is a cynical and comical low figure, Cunopes, to add plenty 

of buffoonery and a sense of proportion to the self-conscious 

romantic idealism of the main characters. All the emotional tensions 

of the original are lowered, and replaced by the excitement of plot- 

manipulation. There is less bitterness between the knights as a 

result of the changes made to the original verse to make It more 

easy-flowing. Celania is not as pitiful as the Jailer’s Daughter: 

she only has one soliloquy, and her other mad scenes have her with 

Cunopes, whose comedy diverts our attention from any seriousness 

which we may have found In her original. 

All in ail, the play may best be compared to a modern musical 

comedy, like High Society, in which psychological accuracy Is 

abandoned for a good plot-line Involving many twists and turns of 

affection and fortune,18 In the same way that High Society Is a 

musical remake of A Philadelphia Story, so The Rivals Is a remake 

of The Two Noble Kinsmen, with extra songs added in Cel an la’s part, 

and a song introduced (in exactly the way such songs are Introduced 

nowadays) into the scene where the two knights remember their past 

amorous exploits: 

Theo. She lov’d you wel11 a pretty Wench! but brown, 

As if by often gazing on your eyes 

(Which she call’d bright) she had been sun-burn’t. 

You have not yet forgot the Song too, Coz; 
No, nor the Willows. 

Phi la. Well, let’s have the Song. (30; 259-60) 

If the comedy of the rustics has been removed, their single dance 

in The Two Noble Kinsmen has been replaced by two entire masques In 

The Rivals, one comic and one serious, which have nothing to do with 

the main plot.*^ All in all, unless we see The Rivals as a romantic, 

somewhat sentimental, musical comedy, v/e shall be doing it an 
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injustice; and If we see It as such, we shall find that it has ail 

those parts which go together to make an enjoyable evening’s enter¬ 

tainment. 
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III: Palamon and Arclte 

Dryden’s translation of the tale of Palamon and Arclte was 

published In 1700 as the first of his Fables, Ancient and Modern, 

and, together with the other Chaucerian poems In the volume, was 

partly responsible for the revitalized interest shown In Chaucer In 

the eighteenth century. The seventeenth century had largely neglected 

the author, and although five editions of the complete works were 

published between 1532 and 1602, none was published after that until 

1687. The Interest shown by Shakespeare and Fletcher In him was 

exceptional, and although it was usually accepted that he was the 

first refiner of the language and an Important poet (which explains 

the high praise given to him In the Prologue to The Two Noble Kinsmen), 

he was little read and generally regarded as barbaric. The Im¬ 

pression was enforced by the fact that Chaucer editions remained 

printed In black-letter type, long after all other editions were 

done In Raman. Only occasionally are there writers who defend him 

and blame his readers for his negIect—a I though some men of taste, 

like Strafford, Milton, Pepys and Sir John Mlnnes, enjoy Chaucer and 

20 quote him quite easily. It Is not surprising, however, that 

Davenant appears not to have read Chaucer. 

Dryden’s Interest In Chaucer may well date from early In his 

life, since It can be shown that the edition from which he worked 

was that of 1598, and not that of 1687, which would have been the 

more likely, had It been the publication of that edition which first 
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Interested him In the poet. Fred Tupper showed that Dryden used the 

1598 rather than the 1602 edition, but he was unable to examine the 

edition of 1687. My own collation of the 1598, 1602 and 1687 editions 

edited by Thomas Speght, with the text printed at the end of the 

1700 volume of the Fables, make It very clear that the text printed 

there Is certainly taken from that of 1598, and not, as Kinsley 

states (p. 2063) from that of 1687. Although the spelling Is oc¬ 

casionally modernised, the reproduction In 1700 of many of 1598’s 

errors and accidentals, not present In 1602 or 1687, seems to be 

pretty firm evidence. A brief and random selection of notable ex¬ 

amples follows: 

1Ine no. 1598 and 1700 1602 and 1687 

859 why lorn whylome (02)j 
whllome (87) 

894 Whon When 
926 assurcth for to be wele assureth to be wele 
2020 the coke Is scalded the cooke Iscalded 
2967 by length of yeres by length of certain 

yeares 

The fact that the 1700 text Is taken from the 1598 edition only 

need prove that the text was set up from that edition, and not that 

Dryden used It for his translation. The edition could possibly have 

belonged to Tonson, the publisher, who might have given It to his 

printer as copy. There are some Indications, however, that It v/as 

the 1598 edition which Dryden used. The famous mistranslation of 

Chaucer’s line 2449— 

For this advantage Age from Youth has won. 
As not to be outridden, though outrun— 

(III. 387-88) 

would be quite unlikely If Dryden’s text had been that of 1602 or 

1687, where the line reads: 

Men may the old outren, but not outread. 
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In the 1598 edition, however, the line reads: 

Men may the old out ren, but not out rede,22 

In which case the mistake Is far more understandable. 

Fred. Tupper points out that Dryden seems to have abandoned 

any attempt to translate the line which appears In 1598 as: 

That shapen was my dearh erst my shert, 

(I. I566)23 

but In which the misprint for "death” was corrected in 1602 and 

1687. This Is less significant, since there are many lines v/hich 

Dryden leaves untranslated; and, even corrected, the line still re¬ 

mains an odd one. But on the evidence of Dryden’s mistranslation 

of Chaucer’s line 2449, coupled with the fact that the text of 1598 

Is the basis for the text In the back of the 1700 Fables, it would 

be fair to assume that Dryden was probably using the edition of 1598 

as his source. 

It Is useful to know this, In order to understand exactly 

what Dryden was translating, especially since his translation is 

quite close; but, even had he been using the other editions, it would 

not be surprising that he shares the general prejudice against 

Chaucer’s versification,24 since all the early editions were highly 

corrupt. It says, in fact, much for his good taste that he recognized 

the beauties in the writer, in spite of the unattractive versifica¬ 

tion in which he had to read them. 

Unlike In the two versions of the Tale which have already been 

considered, the changes Dryden makes are small, affecting tone and 

style rather than narrative or plot. While the playwrights changed 

the genre of the Tale from poetical romance to drama, Dryden, who 

25 
thought of the Tale as an epic, attempted an epic as his version 
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of It. His indebtedness to Chaucer is avowed, and his reprinting of 

the Knights Tale in Its original form, at the end of the volume to¬ 

gether with the other Chaucer works he translated, made it clear that 

he Intended that a conscious comparison between his version and 

Its original should be made. It also makes it clear that he was 

trying to popularize Chaucer by presenting him In a less off-putting 

garb. In fact, Dryden's championship resulted In the growth of 

an accepted opinion in the eighteenth and early nineteenth cen¬ 

turies, that, although Chaucer was a great poet, no-one except an 

antiquarian could be expected to read him In the original, and that 

he therefore needed translation. Dryden, by printing the originals, 

intended to prove this, as well as to provide the means for comparison 

Dryden's critical opinions on Chaucer remain well-known, and 

It Is unnecessary to repeat them here. But his praise of Waller and 

Denham, until whose appearance "our Numbers were In their Nonage,"^8 

has obscured the fact that his admiration for Chaucer was even more 

profound. It Is not unfair to say that the heroic couplet reached 

Its final form In the hands of Waller and Denham, a form which was 

only refined by Dryden and Pope; and for Dryden, the perfecters of 

the heroic couplet were Indeed important figures. But Dryden recog- 

29 
nlzes two "Lineal Descents," one of verse formation—Chaucer, 

Spencer, Harrington, Fairfax, Waller and Denham are mentioned In 

connection with this—and the other of nobility of conception— 

Chaucer, Spencer and Milton. Chaucer comes at the beginning of 

both these lists, and Dryden, although he doesn't admit It openly, 

thinks of himself as coming at the end of both. It is clear that 

he regards his versification as founded on the work of Waller and 

27 
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Denham; but he also admits to having "a Soul congenial to 

/Chaucer's7’."^ Chaucer and Dryden stand at the beginning and end 

of both traditions which Dryden recognizes; and which tradition he 

rates higher may be guessed from his strictures on Hobbes for placing 

"Choice of Words, and Harmony of Numbers" as "the first Beauty of 

an Eplck Poem," rather than "the Design, the Disposition, the Manners, 

31 
and the Thoughts, /which/ are all before It." 

Dryden's approach to the problem of translating Chaucer must 

have been very similar to his approach to his translations of other 

major classics, requiring from him sympathy, common sense and respect. 

It would not be necessary for him to remain slavishly close to his 

original. He might notice faults "(as It Is an easie Matter for a 

32 
Man of ordinary Parts to find a Fault In one of greater)", may 

decide to add or remove elements, and certainly must make the poem 

generally intelligible to an ordinarily well-educated contemporary. 

He adopts the middle road between Metaphrase and imitation, that of 

Paraphrase, and usually adopts the attitude "the Sence of an Authour, 

generally speaking, is to be Sacred and Inviolable," although "there 

is . . .a Liberty to be allow'd for the Expression." Dryden 

admits at the end of the Preface to his translations of Ovid that 

he has "taken more liberty than a just Translation will a I low, 

and it may fairly be said that his paraphrase errs more often on 

the side of I'Imitation than of metaphrase. 

Part of the change in style that Dryden made in his translation, 

Is due to his opinion that the Knight's Tale Is an epic, marred by 

the barbarity of the language In which It Is expressed. But It must 

be remembered that Dryden's Idea of an epic was different from our 

own. The heroic play to him was a dramatized epic, and the heroic 
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plays which he wrote give us an Idea of what he thought an epic 

should be. He points out that "the first rule which Bossu pre¬ 

scribes to the writer of an heroic poem, . . .holds too by the 

35 same reason In all dramatic poetry," and he tells us that "I have 

36 modelled my heroic plays by the rules of an heroic poem." Perhaps 

our study of Dryden’s changes to the Knight’s Tale, In his attempt 

to make It more regularly an epic, will give us a further hint as 

to the presuppositions he had about the nature of the genre. 

W. H. Williams, In 1914, wrote a very thorough analysis of 

the changes Dryden made In his source, In which he describes the 

nature of almost every alteration; It therefore will not be necessary 

for me to do that. What Williams does not concern himself with 

are the reasons behind Oryden’s changes, and It Is with these that 

I wish to deal first. 

We would regard the Knight’s Tale as a romance, and It Is dif¬ 

ficult to conceive of the exact extent of the difference In the 

assumptions Dryden made about the poem, once he had decided that It 

37 was an epic "perhaps not much Inferior to the If\ias or the Aeneas." 

The classification would, of course, color his whole approach to the 

work, and would mean that, not only must he have seen different as¬ 

pects as of major Importance from those which we so regard, In order 

that he could make his classification of the poem as epic, but he 

would also, as a result of his classification, see faults In the 

work where we would not, and find some aspects, such as the simpli¬ 

city of so much of the diction, which we regard as virtues, elements 

which he was required to Improve because of their Inappropriateness 

to epic. The use of classical allusion or Imitation of classical 



43 

conventions and the greater presence of the gods (for example at 
38 

III. 439-42) point to the epic nature of Dryden's poem, as does 

the style of the speeches of the two knights, with Its reminiscence 

of the style of the rhymed heroic plays: 

I suffer for my Blood: Unjust Decree! 
That punishes another's Crime on me. 
In mean Estate 1 serve my mortal Foe, 
The Man who caus'd my Countrys Overthrow. 

Yet these, and all the rest l cou'd endure; 
But Love's a Malady without a Cure: 
Fierce Love has pierc'd me with his fiery Dart, 
He fries within, and hisses at my Heart. 
Your Eyes, fair Emily, my Fate pursue; 
I suffer for the rest, I die for you. 

(It. 96-99; 109-14) 

But the ambivalent attitude which allowed both the Aeneld. and Aureng- 

Zebe to be regarded as epic, means that the actual effect on Pa Iamon 

and Arclte Is less than one would expect—It consists In the most 

part of the heightening of some effects that were already there and 

the use of classical reference. The fact that epic was such a broad 

category for Dryden meant that 1 ess needed chang1ng In Pa Iamon and 

Arclte than we would think necessary If we were to try to rewrite 

the poem as an epic. For Dryden the poem was an epic because It 

dealt with a conflict between love and honor, even though In the end, 

as Anne Middleton has shown, he ceased to regard It as such under 

the pressure of the final philosophical speeches. It not being 

customary to end an epic with the kind of philosophy which Theseus 

expresses, Dryden changes the mode of his Interpretation at the end, 

rather than changing the text. 

The main changes are simply due to the difference In culture 

and temperament between the two poets. One of the most obvious 
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changes Is in the character of Emilia; whereas her chastity and pur¬ 

ity of thought are made very clear in Chaucer’s version, in Dryden’s 

she often behaves like the heroine of a Restoration comedy, railing 

at the wickedness of the men around her and at the restrictions of 

marriage: 

Like Death, thou know’st, I loathe the Nuptial State, 
And Man, the Tyrant of our Sex, I hate, 
A lowly Servant, but a lofty Mate. 
Where Love Is Duty, on the Female Side; 
On theirs meer sensual Gust, and sought with surly 
Pride. (III. 227-31) 

At the same time as holding these feminist views, she cannot be 

allowed by Dryden to hold them with any firmness; In the male- 

oriented world which Dryden Inhabits, the heroine must be shown In 

the end to have succumbed to the charms of male-dominated marriage: 

when Emilia learns that she Is likely to have after all to marry, 

she reacts with the typical response of the heroine In a Restoration 

libertine lyric to some erotic suggestion: 

Then sighing she return'd; but smil'd betwixt, 
With Hopes, and Fears, and Joys with Sorrows mlxt. 

(III. 288-89) 

More fundamentally, Anne Middleton has shown how the end of 

the poem Is entirely altered. "Dryden stands Chaucer’s moral attitude 

on Its head: the poignancy of Arclte's death lies In the tragic 

annihilation of the senses, not In Its Illustration of the Illusory 

nature of all human experience. . . . The Christian Stoicism of 

Chaucer's conclusion becomes an affirmation of the continuity of 

the physical universe" (pp. 140-41). There is Indeed a difference 

between the substance of Arclte's deathbed speech In Chaucer, where 

It Is a series of generalizations, and In Dryden, where the details 

are expanded and Individualized. Even the passage on the I on 11 ness 
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of death Is particularized, with concretionary details remembered 

from Claudio’s speech In Measure for Measure (III. I, II8ff)—a fine 

example of worldly unholiness—and there Is emphasis on the "feel” 

of death, on Its effect, so to speak, on the senses. And there 

Is Indeed a difference too between Theseus’s advice In the two ver¬ 

sions. In Chaucer, there Is spiritualized everlasting perfect Joy 

and acceptance of God’s grace: 

What may conclude of this long storle 
But after sorrow, I rede us be merle 
And thanke Jupiter of all his grace 
And er we departen from this place 
I rede we maken of sorrowes two 
One parflte Jote lasting ever mo. (fo. II; 3067-72)™ 

In Dryden, It Is modified by the earthy and sensual suggestion that 

s 
we ought to "Possess our souljt, and while we live, to live" (III. 1114) 

almost, we might say, to live It up. 

Anne Middleton also points out how the description of the 

Temple of Mars takes on a different tone as a result of the con¬ 

cretion of Chaucer's personifications. "The smller, with the knife 

under the cloke" (fol. 6; I. 1999) Is an Image of Hypocrisy, but 

Dryden’s version— 

Next stood Hypocrlsle, with holy Lear: 
Soft, smiling, and demurely looking down. 
But hid the Dagger underneath the Gown— 

(II. 564-66) 

Is a picture of an arch-hypocrite, finely conceived and almost 

40 visible for us as a portrait. "We understand less about violence 

In Dryden's temple than In Chaucer's, but feel more Immediately 

threatened by It as the moral forces assume faces like ours" (Middleton 

p. 133). This Is another aspect of the emphasis on the sensual ap¬ 

prehension of life, rather than the more Intellectual approach which 
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Chaucer cultivates. Dryden always turns to the feelings of the 

Individual, Chaucer to the generalizations which may be extrapolated 

from the Individual's experience. Even when Dryden talks of gen¬ 

eralities, he demonstrates what he means with examples rather than 

symbols. 

Anne Middleton also points out how Dryden replaces description 

by short narratives which exemplify the qualities described. Her 

example is perhaps the best In the poem. Chaucer describes Emily 

on her first appearance clearly and concisely. The only piece of 

narrative movement is her gathering the flowers, but this is dealt 

with as shortly as possible. Dryden's version adopts an entirely 

different approach. We have "a self-sufficient dramatic scene" 

(Middleton, p. 128); even the fact that her hair is braided is ex¬ 

pressed with an active verb—"A Ribband did the braided Tresses bind" 

(I. 184) rather than "The braided Tresses, by a Ribband bound," for 

example. While Chaucer has her In the garden, Dryden shows her 

going to it; and then he follows her arrival with the little set 

piece of her picking the flowers, fully detailed and characterized. 

Chaucer just states the fact that she Is singing; while Dryden 

places it as an event in a chronological sequence: "This done, she 

sung and carolled . . ."(I. 197). Itis perhaps another aspect 

of Dryden's sensual apprehension that he dramatizes description for 

us, so that we may appreciate it as If it were happening, rather 

than through the intellectual apprehension necessary if one Is to 

read the significance of a unified portrait into the randomly placed 

but symbolically chosen elements of Chaucer's description. 

The less intellectual quality of Dryden's poem can also be 
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seen in the need to emphasize emotion. While, on Arcite’s death, 

Chaucer has his characters give vent to their emotions very exuber¬ 

antly, Dryden’s version copies the typical melodramatic mannerisms 

of his theatre: 

Shright Emelie, and houlen Palamon 
And Theseus his suster up toko anon 
Swouning, and bare hir fro his corse awale. 

(fol. 10; 2817-19) 

In Pa Iamon a manly Grief appears; 
Si lent he wept, asham’d to shew his Tears: 
Emilia shriek’d but once, and then oppress’d 
Wl'fh Sorrov/, sunk upon her Lovers Breast: 
Till Theseus In his Arms convey’d with Care, 
Far from so sad a Sight, the swoon Inq Fair. 

(Ilk 854-59) 

Chaucer’s version, although to our taste overemotional, deals with 

the matter In a factual and straightforward manner; Dryden amplifies 

the passage, and by adding details makes the overemotional effect 

the more self-conscious. 'When Palamon and Arclte have their quarrel 

early on in the poem, Chaucer’s description is brief and dismissive: 

Great was the strife betwix hem twey 
If that I had leyser for to sey; (fol. 2b; 1187-88) 

Dryden amplifies and dramattzes the scene: 

Great was their Strife, which hourly was renew’d, 
Till each with mortal Hate his Rival view’d: 
Now Friends no more, nor walking Hand In Hand; 
But when they met, they made a surly Stand; 
And glar’d like angry Lions as they pass’d, 
And wish’d that ev’ry Look might be their last. 

(I. 342-47) 

A similar example follows a few lines later—it Is more typical be¬ 

cause it involves only the slightest of substantive changes: 

There was none other remedy ne reed 
But taketh his I eve, and homward him sped 
Let him beware, his necke Ileth to wedd. 

(fol. 2b; 1216-18) 
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Unpleas'd and pensive hence he takes his way, 
At his own Peril; for his Life must pay. 

(I. 379-80) 

By the addition of two particularizing adjectives, Dryden has 

visualized the scene In a dramatic v/ay, and made us aware of the 

emotions Involved, making us rather see an action than apprehend It 

more Intellectually through the more general, less Individually 

applicable language of Chaucer. 

William Frost discusses Dryden's changes In characterization 

In his book, Dryden and the Art of Translation (pp. 72-81), dealtng 

excellently with the difference between the two poems In the character¬ 

ization of Palamon and Arclte, pointing out that the continual de¬ 

basing of Arclte's character Is partly due to the political sym¬ 

bolism which Dryden was using, with Arclte representing the supporters 

of William III, and Palamon those of James II. Earl Miner’s con¬ 

tention that Theseus represents William III himself^* seems far¬ 

fetched, since Theseus's reason for battle Is far more justified than 

Dryden would have admitted William's right of conquest to be. 

Dryden's disgust at war (I. I35ff and II. 617) Is probably more a 

generalized disillusion of old age, than a specific objection to 

Theseus the warrior. In Frost's plan, the Ormond epistle Is a help¬ 

fully provided key to the Identifications: 

Had You liv'd, to judge the doubtful Right, 
Your Noble Pa Iamon had been the Knight: 
And Conqu'rlng Theseus from his Side had sent 
Your Gen'rous Lord, to guide the Theban Government.^ 

Anne Middleton takes the argument further, and points out that the royal¬ 

ist cause Is linked to that of "the 'rightful Titan' Saturn, whose 

eventual victory heralds (In Palamon-Aeneas-Ormond) the return of 
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a Golden Age” (p. 136). The prize thus becomes civilized life it¬ 

self, giving an increasing significance to the quarrel as we move 

on through the story, in a similar way, though for different reasons, 

as was done In The Two Nob Ie Kinsmen. 

This topicalization of the Tale changes its emphasis. Although 

Frost excuses the alteration on the grounds that the main objective 

of the Tale is not to present characters in conflict, rather to 

view destiny in its human environment, the fact that the characters 

have topical references must have made that aspect far more Important 

to the reader of the time to whom these matters had current interest. 

As a Restoration epic, the main interest in the story would have to 

be the conflicts between characters and within characters, involving 

such ideals as love and honor, military comradeship and courtly vir¬ 

tue. If to this is added a topical Interest in the conflict, then 

it must have been this which held first Importance tn Dryden’s mind 

and in those of his readers. Dryden compounds this change of em¬ 

phasis when he removes so much of the generalized wisdom of the 

speeches on Fortune and Destiny, and replaces it with more personal¬ 

ized matter, making a speech an illustration of the character 

speaking, with little wider application. Dryden does not abandon 

questions of the positions of the gods in earthly affairs, and of 

course does not remove the serious problems that are raised by 

Palamon and Arcite about the relative places of gods and man In 

the universe, but their Importance is somewhat diminished by the new 

emphasis. Theseus’s final speech has Its ratiocinatlve quality en¬ 

hanced by Dryden’s skill with argumentative verse; but the emphasis 

on Emilia’s reaction to Theseus’s suggestion, and on her marriage 

to Palamon afterwards, with even the Introduction of a kind of 
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Hymeneal masque, changes the perspective yet again: 

He said; she blush’d; and as o'eraw'd by Might, 
Seem'd to give Theseus, what she gave the Knight. 

Smil'd Venus, to behold her own true Knight 
Obtain the Conquest, though he lost the Fight, 
And bless’d with Nuptial Bliss the sweet laborious 

Night. 
Eros and Anteros, on either Side, 
One fir'd the Bridegroom, and one warm'd the Bride; 
And long-attending Hymen from above 
Shov/r'd on the Bed the" who I e I da I i an Grove. 

TiTl. 1135-36; 1141-47) 

While in Chaucer's version, the marriage is the fulfilment of Theseus's 

view of the world, in Dryden's version, Theseus's speech only serves 

to provide the motivation and rationale behind the marriage. 

The difference, of course, which most Impresses itself on a 

new reader is the difference in verse style. Both poems are written 

in decasyllabic iambic couplets; but while Chaucer's organization 

of these couplets is free and uncontrolled by any other rules than 

the essentials, Dryden's couplets display a far higher grade of 

organization. The general characteristics of Dryden's couplet 

verse do not need to be dealt with here, as they are excellently 

described in W. B. Piper's book on The Heroic Couplet (chaps. I and 

VII), but one might also draw attention to Percy G. Adams’ rather 

44 
overstated case (but partially valid for all that) made out for 

a very considerable use of sound-patterns in the structure of 

Dryden's couplets. 

In looking through the first few hundred lines of the poem, one 

can notice many examples of alliteration enforcing a link between 

the two halves of a line: 

He brought in Triumph back the beauteous Dame, 
(1.9) 
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or enforcing the division between them: 

Their Shouts, their Songs, their Welcome on the Way, 
(I. 15) 

or linking the two halves of an antithesis: 

Betwixt the hardy Queen, and Heroe Knight. 
(I. 18) 

In the first and second examples, the device Is used to emphasize 

the metrical basis of the line; In the third, It Is used to empha¬ 

size an argumentative logic which Is also underlined by metre. 

Assonance and alliteration are used to point the metrical break 

into halves In the following line: 

What Tilts and Tourneys at the Feast were seen, 
(I. 22) 

while assonance alone Is used to point this antithesis: 

The Female Army, and th' Athenian Host. 
(I. 20) 

Frequently, assonance Is used to link couplets, when the rhyming 

vowel Is featured In the penultimate stressed syllable of the second 

line, as If to prepare us for the rhyme when It comes: 

Or are you Injur’d, and demand Relief? 
Name your Request, and I will ease your Grief. 
The most In Years of all the Mourning Train 
Began; (but sounded first away for Pain). 

(I. 53-56) 

Sometimes the penultimate stressed syllables of both lines In a 

couplet share the same vowel: 

Creeping and crying, till they seiz’d at last 
His Coursers Bridle, and his Feet embrac’d. 

(I. 45-46) 

This couplet also shows alliteration In accented syllables on cr and 

c_ (creeping, crying and coursers), on (bridle and embrac'd), 

and assonance on long y/\~ (crying and bridle), as well as the fact 
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that the penultimate stress, with Its assonance, Is Itself an echo 

of the first vowel. The links are not random, since all the linked 

syllables show some metrical relationship to each other—for example, 

"crying" and "bridle" come In equivalent positions In each line. 

This kind of closely organized patterning of sound Is, of course, 

nowhere exhibited In Chaucer, and gives the poem a kind of control 

and order on the local plane, to echo the order which Is held up as 

a virtue at the end: the political aspect of the poem means that the 

good order of society Is one of the achievements of the conclusion. 

The organization emphasizes the Integrity and balance of each couplet, 

and allows Dryden to make his variations of tone In each one the 

more telling. These variations are often accomplished by metrical 

means: 

The most In Years of a 11 the Mourning Train 
Began; (but sounded first away for Pain) 
Then scarce recover'd, spoke: Nor envy we 
Thy great Renown, nor grudge thy Victory. 

(I. 55-58) 

On the basis of sound-patterning, these four lines exhibit several 

unifying factors. The first line has alliteration on m_, and the 

fourth on cjr, to link their halves; while the penultimate stressed 

syllable of the second line is assonant with the couplet's rhyme- 

words. This unifying effect Is contradicted by rhythmical varia¬ 

tions which cut across the regular heroic couplet structure, and 

which underline the syntax. The first clause makes a perfect 

alexandrine, and, after the pentameters, the extra foot gives an 

added grandeur and perhaps a slightly Miltonic flavor. The rest of 

line 56, being of only four feet, Is an effective anticlimax, sig¬ 

nalled by Its punctuation; the strong pause after the first foot 
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of the lino hurries us on with the rest of it. Line 57 resumes the 

grandeur of tone, and the strong pause at the colon creates a moment 

of suspense; when the speech arrives, the parallelism of its first 

two clauses is emphasized by the syntax, with its repetition of 

"nor", and by the rhythm and caesura I pattern of the fourteener, into 

which the line and a half naturally fall. In the following couplet, 

the fact that a rhetorical emphasis falls on "thine" suggests to 

the reader a sirni lar emphasis on "Fame" in the next line, thereby 

slightly adjusting its tone, and, because of the alliteration, 

carrying an emphasis on to "fill'd" allowing that word to have the 

full expression of its expansiveness; 

'TIs thine, 0 king, th' Afflicted to redress. 
And Fame has fill'd the World with thy Success. 

(I. 59-60) 

Dryden also tightens up the organization of larger units. His 

use of narrative technique and causal and temporal connectives in 

the introduction of Emilia, which has already been noticed, has the 

further effect of unifying and controlling the passage. Another 

example is at the introduction of the two heroes (I. 141-62). In 

spite of the muddled thinking of lines 142-44— 

Two youthful Knights they found beneath a Load oppress'd 
Of slaughter'd Foes, whom first to Death they sent, 
The Trophies of their Strength, a bloody Monument— 

where one is not certain whose foes are referred to, and who sent 

whom to death, especially since the heroes are under the foes, the 

passage as a whole exhibits a firm sense of organization. There 

is an introduction of eight lines, giving the background to ant! 

circumstances of their discovery, a central section of six lines 

describing their present appearance, and a closing section of again 
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eight lines, giving their names and what happened to them. Dryden's 

greater sense of form can be seen In the fact that he leaves mention 

of the knights' names until the beginning of the last section, 

v/hlle Chaucer has them at the end of the first. Dryden waits until 

he has described their condition, and created our Interest In them 

(Will they live or die? Why this special mention?) before he re- 

45 
veals their names. 

This kind of organization Is what Dryden excels In, and It Is 

for this reason that one of the accepted high points of Dryden's 

version Is the final speech of Theseus, which Is controlled and 

ordered In a highly lucid fashion; It Is for the same reason, how¬ 

ever, that one of the worst points In Dryden's version Is Arclte's 

deathbed speech, since what Is called for there Is not organization 

but deeply felt and simple pathos, and this was not one of Dryden's 

specialities. Nevertheless, the value of Dryden's adaptation Is 

considerable, as It provides an Important Insight Into Dryden's view 

of Chaucer, of epic and of his times, and It Is an Interesting and 

partially successful attempt to adapt Chaucer to an alien set of 

assumptions. It Is certainly possible to take great aesthetic 

pleasure In Dryden's excellent control of his medium. 
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Conclusion 

The foregoing study has attempted to show how the story of 

Palamon and Arclte, first told to English readers by Chaucer, under¬ 

went various changes In the hands of different writers at various 

times In the seventeenth century. The writers we have concerned 

ourselves with were all of them of the first note in their age; and 

all would still be regarded as skillful in their chosen fields. 

Furthermore, they were all very much concerned with writing to 

please the tastes of their ages, and their popularity is a measure 

of their success. All these factors make their treatments of the 

same story of value in any study of the changing literary concerns 

of the seventeenth century. 
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Motes 

See the summary of evidence in Bertram, App, A, pp. 283-296. 

2 
It was published in G. L. Kittredge's edition of The Complete 

Works of Shakespeare (Boston; Ginn, 1936), appears In the Signet 
Classic Shakespeare edited by Clifford Leech, and is reportedly due 
to be edited by Peter Ure for the New Cambridge Edition. Otherv/lse 
it only appears in editions of Shakespeare, if at all, as a doubt¬ 
ful play. Hermann Ulrici Is wrong when he states In Shakespeare’s 
Dramatic Art (London: Bell, 1914), II. 403, that the play is found 
In the txTTos of 1664 and 1685. 

^ The Shakespeare Apocrypha (London: Oxford U. P., 1908), 
p. xliii. 

4 "The Two Noble Kinsmen,” Anglia, 38 (1914), 213-26. 
5 

This is the breakdown of responsibility given in Leech's 
edition, p. xxiv. 

^ See Leuschner, pp. 7-3. 

1 See Walter Clyde Curry, Chaucer and the Mediaeval Sciences, 
rev. and enl. ed., (London: AI len an'd" Unwin, 1960), pp. 119-63. 

g 
They are not in that order in Boccaccio's II Teseide, which 

was Chaucer's source. 

^ Muir, pp. 128-29, 

Cp. KT, II. 2463-64, and see the note on this passage In 
Littledale's edition. 

Edwards, "On the Design," p. 259. 

12 Muir, pp. 128-29. 

>3 
Baliman, p. 37. 

14 See William van Lennep, The London Stage, 1660-1700, part i 
of Avery et al., under the relevant dates, whence are taken also the 
quotations in this paragraph other than that of Downes. 

15 
From the Epistle Dedicatory to The HI: J\'"*y of Kinc Lear . . . 

Reviv'd with Alterations By N. Tate (London, 1681). 

16 Preface to Troilus and Cressida in Dryden, Of Dramatic Poesy 
etc., I. 241. 
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Krusenbaum’s study is the only thorough treatment of The 
Rivals, and I have felt at liberty, since It Is very difficult to 
obtain, to use its comments freely in the remainder of this chapter. 
Since the study proceeds scene by scene, 1 have not thought It 
necessary to give page references to it. 

| g 
What, for example, in High Society, is the motive for 

Tracy’s willingness to marry Dexter at the end? The decision of 
Mike Ccnnor and Liz Imbrie to marry is made in a very similar spirit 
to that of Leucippe and Cunopes—right at the end of the play In 
a few mock-reluctant words, in action that goes on, as it were, to 
one side of the main action. 

19 
In the same way as "Now You Has Jazz" Is a set piece in 

the middle of High Society, in which some characters "perform" for 
others’ entertainment. 

20 

joi i 

21 

See Spurgeon, I. xxviIi-xxxvii for fuller details of the 
foregoing sketch. 

22 

and 1602. 

23 

Line numbers are provided from Robinson’s edition. 

The lino appears on p. 21 in 1687, and on fol. 8 In 1598 

fol. 4. 

pp, 
^ See Preface to Fables in Kinsley’s edition, II. 331-49, 

1452-53. 

25 

26 

Ibid, II. 637ff, p. 1460. 

R. D. Spector, "Dryden’s Translation of Chaucer," points 
out how Dryden’s choice of Tales for translation Is of those which 
will recommend Chaucer most to Dryden's contemporaries; he chooses 
the pieces with high seriousness which could be matched by his own 
talents, rather than the lower fabliaux, with which he would have 
dealt less easily and successfully. 

27 Cp. Preface to Fables, 

28 
Ibid., 1 . 353, p. 1453 

29 
Ibid., 1 . 33, p. 1445. 

30 Ibid., 1 . 526, p. 1457 

31 Ibid., 1 . 174, 1. 173, 

32 
Ibid., 1 1. 517-19, p. 

33 See Preface to Ovid’s 
76, p. 182. 
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34 Ibid., II. 289-90, II. 287-88, II. 319-20, pp. 185-86. 

33 Preface to Trollus and Cresslda In Dryden, Of Dramatic 
Poesy etc., I. 248. 

3^ n0f Heroic Plays" In Dryden, Of Dramatic Poesy etc., I. 162. 

3? Preface to Fables, II. 638-39, p. 1460. 

38 Note, for example, II. 554-56, where Mars becomes more active, 
less symbolic than in jCT. 

3^ AlI the quotations from Chaucer in the rest of this chapter 
are taken from Speght’s 1598 edition, with reference to Its folio 
numbers and to Robinson’s line numbers, and with normalization of 
l/j and u/v and expansion of scribal abbreviations. 

4<^ See Frost, pp. 45-46, who shows how the balance of imagery 
in the triplet is skillfully held together by the middle line. 

Miner, Dryden*s Poetry, p. 292. 

4? "To Her Grace The Dutchess of Orrnond" in Kinsley*s edition, 
II. 38-39, p. 1464; see Frost, pp. 75-76. 

43 Frost, pp. 77-78. 

44 "’Harmony of Numbers’: Dryden’s Alliteration, Consonance, 
Assonance," Texas Studies in Literature and Language, 9(1967), 
333-343. 

43 See Junemann, p. 14. 
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