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Note on the text 

 

At the time in which the play was set, it was customary to use capital letters for emphasis 

and spelling had not been standardised; place names also differed in their spelling. Where 

I have adapted dialogue from contemporary sources or found phraseology, I have 

sometimes retained these irregularities as little nods to the period.  

Modern editors of Shakespeare and his contemporaries sometimes seek to ‘tidy up’ the 

dialogue and often add more punctuation than was present originally; this can result in 

actors pausing and breaking the flow of the dialogue too frequently. In Besieged, I have 

used punctuation a little more loosely, therefore, to encourage actors to maintain fluency 

and pace. 

The script given to the cast was printed in Baskerville Old Face and formatted to resemble 

the First Folio editions the Southsea Shakespeare Actors generally use when rehearsing 

Shakespeare; the following version is in Arial and formatted to improve the experience of 

the reader. 
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PROLOGUE                                       

 Enter OGLANDER. He carries a battered notebook with many book-marks sticking 

 out.    

OGLANDER.        

 Good gentles, here’s a welcome to you all. 

 I’ve marked my notebook, studied well my speech, 

 And, though my wife would doubt my memory, 

 I mean to give you every gory truth: 

 For though this wrackful tale might seem outlandish, 

 I swear ‘tis fact on fact. So, by your leave, 

 Now you have supped some wine and found the privy, 

 And thrust your luggage fastly ‘neath the chair, 

 I’ll take the player’s part and so begin. 

         King Charles the first is now upon the throne, 

 A stubborn, pious and unyielding man 

Who, finding Parliament would not agree   

His need of taxes lest he met their terms, 

Dissolved the House and ruled the land alone. 

Eleven long years passed – a Tyranny 

 To those who wanted Parliament’s return; 
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 Then came the day the moneys were all spent 

 And Charles was forced to summon back the House 

 That had so roundly fought his every fancy 

 And now was bent on taking back its rights.  

 Charles’ every thrust is parried by the House:  

 Lord Strafford, his chief minister’s impeached, 

 And worse, his French queen is a Catholic, 

 And finds herself detested through the land. 

 Queen Henrietta Maria is her name 

 Which English tongues have whittled down to Mary. 

 ‘Tis in these sorry times our tale begins 

 And we must cram into this stony square 

 The consequence of war on our poor soil.   

But stay, before our cousins’ blood runs swift 

Across the flagstones of this place,  

I’ll say mine office and my life’s accompt,  

And how this fits me for your company:  

Bethink me now your guide who loved this town  

And served her in the office of a deputy    

Unto the Gov’nor, twenty years ago. 
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I’m Oglander, and have, for good or ill, 

Been magistrate, High Sheriff and a knight; 

My forebears with the Conqueror arrived 

And now I’m settled on the Isle of Wight.   

At home, I keep this notebook and record 

All matters from my cellarage expense, 

Then cramps and agues I have scarce withstood, 

My wife’s great virtues and my neighbours’ faults, 

To notes of King’s and Parliament’s travail. 

Enter GORING evidently pondering some scheme. 

My chronicle or diary – what you will – 

Now lights upon George Goring who one Spring 

With men more used to flagons than to flags, 

Went roistering through Newport, found the gallows, 

And climbing to the summit made a speech 

Of tipsy gravity to all who stopped. 

Would that this fated speech had been his last, 

But sad to tell this Goring is now Gov'nor  

Of Portsmouth Town. His reputation  

Upon the field of combat bows to none; 
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His limping gait a mark of musket balls 

That might have paid us all with higher aim. 

One man but many severally alive: 

To some a dexterous officer on the spur, 

To others, cruel, rapacious and a sot. 

But here he be, and you must judge him now 

According to the morals of your time, 

For I am shaped o'er-much by what has passed. 

We journey first to London, to the palace:  

Suppose George Goring now at Court, the Queen 

There gives him audience. What more, shall be seen. 

 

1.1  

The QUEEN is having her portrait painted by VAN DYCK. LUCY in attendance. 

VAN DYCK.   

Perhaps more cushions, Madam, would allow   

 A stillness in your most bestirréd frame? 

QUEEN.   

 Or this: thy brush with habit should now move  

 The palette’s colour with a hasting turn.  
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VAN DYCK.   

 My need of painting quarrels with a soul  

 That needs to dance. Could I but shape your manner 

 While in your masques you trip, you’d be content. 

QUEEN.   

 ‘Twould be a likely trial of painter’s art: 

 As soon as thou beganst to place an eye 

 I’d turn and give you nose or ear instead. 

VAN DYCK.   

 My lady…  

QUEEN.     

    Now, a statue think me made. 

 I’ll fetter up my legs to keep the peace. 

 Enter OLIVIA to LUCY. 

OLIVIA.   

 Colonel Goring waits upon my Lady. 

LUCY.   

 It shall not need the telling, Olivia.  

 Your ruddy looks convey the gallant. 
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OLIVIA.      

 I glow: his wit’s a pin that pricks my cheek.  

LUCY.   

 ‘Tis sure the miracle that blacksmiths crave: 

 In spite of frequent use his pin remains 

 As sharp as from the shop. His wife away  

 It seems he must poke others with his pin.   

OLIVIA.     

 Where is she? 

LUCY.     

    Ireland in her father’s care. 

 Too oft her husband’s absent from their house 

 With warring, gaming, wine and other sports, 

 So Lettice seeks for company elsewhere. 

OLIVIA.    

 While husband sports, poor Lettice goes to seed. 

 To the QUEEN. 

 My lady, Colonel Goring waits without. 

QUEEN.   

 So soon? Then bring him to us. 
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 Exit OLIVIA. 

    Gentle sir,  

Now must the painter rest his brush again. 

I see from thy tired looks a peaceful sleep 

May well restore thy humours. Rest thee well. 

 Enter GORING and OLIVIA. VAN DYCK bows and exits. 

GORING.   

 Your highness, how can painter now depart       

 When royal countenance demands his craft? 

 His very subject’s qualities could charm 

 The pigment from the palette as the brush 

 Caressed each cheek and stroked the satin’s folds. 

OLIVIA.   

 You mark that? 

LUCY.     

    ‘Tis no matter: our Queen keeps 

  A bath of mercury to cool his pin. 

QUEEN.   

 Poor Van Dyck needs his sleep; his breathing fades 

 As if his life passed through him to the paint 
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 Enfeebling him while canvas came to life. 

 But, sir, our matters we must softly say: 

 Our ladies may not all our secrets keep. 

GORING.   

 Your chamber’s breached? Which is the one? ‘Tis she 

 Whose face like stock-fish dries there in the breeze? 

QUEEN.   

 Hush, Sir, I know not which, but cautelous 

 Must be our way: we’ll whisper of our theme. 

 Opinion flows into a growing tide 

 That now an army with the King must ride 

 If peace were to return unto the land.  

GORING.   

 An army? ‘Tis a most perspicuous thought. 

 Perhaps a force like that at York might serve? 

QUEEN.   

 How pleasing that thy thoughts echo the words 

 Of our dear friends. With Jermyn thou should’st speak, 

 Or Suckling who, devoted to such art,  

 Would in your notions gather much delight. 
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GORING.   

 Methinks I’ll find such poets in the tavern. 

 And now I’ve plucked the flowers of your wisdom, 

 I go to scatter seeds and grow mine own. 

OLIVIA.   

 I’ll wager his seeds won’t a Lettice make. 

GORING.   

 Lady Olivia; Lady Carlisle. 

 OLIVIA blushes. 

QUEEN.   

 God keep thee. And commend me to thy wife. 

 Exit GORING. The QUEEN dismisses LUCY and OLIVIA.  

 Methinks I should commend me to the King 

 To whom, I hope, this plot will comfort bring.       

 Exit. 

 

1.2 

 Enter GORING, JERMYN and SUCKLING. 

GORING.           

 If ‘twas not the King who sent us hither  
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 I’d say our stratagem was plot enough. 

 Why need we speak with Percy and his kind? 

SUCKLING.                  

 His brother’s Lord High Admiral of the fleet. 

GORING.           

 A fleet which gives its legiance to the Commons: 

 How can we trust them, Jermyn? 

JERMYN.        

      In these times,   

 It follows not that Percy and his brother  

 Will be of like mind. 

GORING.      

     Percies on both sides? 

SUCKLING.   

 Here’s sport: suppose we wager on each Percy 

 And see where lands his loyalty in the game? 

GORING.   

 To be at game with you would see a man 

 Lose much to little joy. Look you, his cloth. 
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JERMYN.   

 What though? 

GORING.     

    It’s said when Suckling takes a loss 

 He cheers himself with costly bright apparel. 

 This dress unfolds much misery at cards 

 And desperation in his need of sport. 

 Mark me, when Suckling looks the brightest sun 

 Protect your coin and answer him with none. 

JERMYN.   

 But say, if Suckling’s coffers have but air 

 How comes it he hath costly hose to wear? 

SUCKLING.   

 ‘Tis this: to keep my body from the gaoler 

 I take the cloth then hide me from the tailor! 

 Some ritual: three versifiers have had their joke. 

GORING.   

 But cease these humours; let us grasp our theme: 

 Of Percy’s cousins I would know further. 
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JERMYN.   

 My Lady Carlisle, waits upon the Queen: 

 That’s Percy’s sister, her complexion 

 So fair you will have marked her in the court. 

SUCKLING.   

 I prithee, Jermyn, you must now forbear 

 To mark the ladies, for your marks hold fast 

 And leave behind a spot that will not wash.   

 When lady’s favours please mine eye, I grant, 

 I too make marks that stain the purest hide, 

 But the marks are ink and the hide’s a cow’s,  

 Stretched into parchment where my skittish muse  

 Makes gentle poesy of my savage mind. 

 Indeed, I penned a small tetrameter    

 As Lady Carlisle walked at Hampton Court: 

 “Alas, for I am flesh and blood…” 

JERMYN.   

 Go to, methinks this more of pose than poesy: 

 You find divers employment for your pen. 
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GORING.   

 Peace, gallants, let’s look upon our plot 

 And lay the ground to meet all question. 

 What first? 

JERMYN.      

    The army is our present cause.  

 Complain they now of months’ arrears of pay 

 Which Commons, failing still, will not provide. 

SUCKLING.   

 And more, the King’s proud councillor is held 

 Within the Tower of London, waiting trial. 

 Once mighty Strafford now must pace his cell. 

GORING.   

 We bring the army south. 

JERMYN.       

      Reclaim the Tower. 

SUCKLING.   

 And Newcastle’s made General of the troop. 

GORING.   

 Why he? 
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SUCKLING.     

    A tutor to the prince but more: 

 A steady man of courage and of action. 

JERMYN.   

 Whose loathness of a puritan stands forth. 

GORING.   

 But I will be Lieutenant General? 

JERMYN.   

 In faith. 

SUCKLING.     

   In deed. 

GORING.       

     Hush up! They do approach. 

 PERCY, WILMOT and ASHBURNHAM enter. 

PERCY.   

 ‘Tis time then. Well be with you, gentlemen.  

GORING.   

 Good-even. 

PERCY.     

    Tell me now: you were not seen? 
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SUCKLING.   

 What harm if that we had? Cannot a man 

 Consort his friends? His fellow officers? 

PERCY.   

 See you his gay apparel? 

ASHBURNHAM.       

      Who could not? 

PERCY.   

 His reputation with his fortune falls, 

 The insufficience of his purse a bait 

 To lure that cunning and deceptious kind 

 That would with gold unburden him of news. 

 The fellow must not stay. 

SUCKLING.      

      What say you, sir? 

GORING.   

 Fie on you. 

PERCY.     

    Sirrah, the plot discovered, 

 Our estimation spoiled could touch the King.  
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ASHBURNHAM.   

 We must be heedful of the danger here: 

 The less he apprehend, the less to tell. 

SUCKLING.   

 But let me speak… 

 JERMYN takes SUCKLING aside. 

JERMYN.      

    Discretion be your theme: 

 Your outwards tells too much of your excess. 

 Now wait without. We’ll soon discover you 

 The theme and mood of all the company. 

SUCKLING.   

 Then I depart. ‘Tis pity you will lose 

 The keenness of my wisdom and my wit.  

 Exits. 

GORING.   

 Proceed Percy.       

PERCY.     

    We must first take an oath. 
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GORING.   

 Be hanged, what need of oaths have officers 

 Whose cause is true and gather for the King? 

PERCY.   

 The oath perchance will save us all from hanging. 

 I pray you bear allegiance and true faith 

 Unto his Majesty and those here present. 

GORING.   

 I take this oath for aye. 

PERCY.      

     Jermyn? 

JERMYN.        

       For aye. 

PERCY.   

 To the substance then, we have severally 

 Approached the King to offer some design 

 To see his state renewed and Commons quenched. 

JERMYN.   

 We say more quelled than quenched. 
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GORING.        

       Ay that we would. 

PERCY.    

 We must dispute our means and find accord. 

 My part is, first, to achieve the King’s resolve 

 To find a revenue that would furnish  

 The army what has long since been its due. 

ASHBURNHAM.   

 Those moneys that were too soon promisèd 

 To English soldiers, but were paid to Scots 

 To stop their near invasion of the North, 

 Have scandalised our officers and men. 

PERCY.   

 We now propose the army put into 

 A present posture, there to serve the King. 

 A declaration must be sent unto 

 The Parliament, in substance setting forth 

 Our main complaints. What business have you brought? 

JERMYN.   

 ‘Tis this: we bring the army south once more, 
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 To fright the Commons’ soldiers from their post 

 And take the Tower of London for the King. 

 Lord Strafford’s liberty will be restored 

 And his wise counsel with the King’s shrewd thought 

 Will bite their thumbs at Pym and all his crew. 

PERCY.   

 This is a bloody and outrageous plot: 

 We thought to serve the King within the law. 

 And what has Strafford’s case to do with this? 

GORING.   

 The army is the heart of both designs.  

ASHBURNHAM.   

 The Tower was not our aim. 

PERCY.       

      We too would wish  

 To see the army strong. 

JERMYN.       

      Have you in mind 

 The officers to lead this new formed army? 

 We say Newcastle for the General. 
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ASHBURNHAM.   

 I favour Holland for his stratagems. 

GORING.   

 Then let me say Lieutenant General’s 

 The office I would occupy in this. 

 I trust you see no fault? 

PERCY.      

      I had not thought 

 But that we all would keep our present state. 

GORING.   

 If I have no condition worthy here 

 Perhaps I’ll serve the King in other ways. 

JERMYN.   

 We thought you would command the cavalry. 

PERCY.   

 How now? Tis not my wish nor mine intent. 

 Your method differs much in violence  

 And height when we had peaceful ends in mind. 

GORING.   

 Then come, we’ll have no dealings with shy wits; 
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 I yearn for action, not for politics. 

 Exit GORING and JERMYN. 

PERCY.   

 I said unto the King these men were not 

 The sort to change the mind of Parliament.  

 These roaring boys resemble all their fears, 

 Small wonder they now call us Cavaliers. 

 Exit. 

 

1.3 

 Portsmouth: outside the tide mill. THOMAS, holding a sack of flour, is 

 watching the building works. Enter KATE with a second sack. 

KATE.   

 What, Thomas? Stand there like an oak? If thunder comes and lighten hit thy crown, 

 brandish not thy burning twigs at me. 

THOMAS.   

 The town wall grows. 

KATE.  

      Ay, what with one brick on its fellow, ‘tis a miracle. Should a wife fetch a third sack of 

flour while her husband takes root? 
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THOMAS.   

 We should be grateful for the Governor’s industry. 

 Exits. 

KATE.  

  Then I thank Governor Goring a thousand times. It pleaseth me to think on him 

warm and safe, the mighty gates of Portsmouth locked, the heavy key dangling from 

his belt. ‘Tis our own fault and none other’s that our mill stands beyond the walls. 

  THOMAS returns with third sack. 

THOMAS.  

  No need to piss o’th’ nettle, Kate. Not just bricks but cannon has he that we might be 

protected.      

KATE.  

  O Summer’s Day! How blest are we who sleep with cannon at the window? 

THOMAS.  

  The port needs the guardage of the garrison; the garrison needs the shelter of the 

ramparts; the ramparts need protection of the cannon. 

KATE.  

  Out of doubt. But why have they to point at me in my nightgown? All of all, why must 

these cannon point inland? Fears Goring the untutored churls of Portsey above the 

seething Frenchman whose ships would blast him from the channel-side? 
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THOMAS.  

  Perchance the Governor’s heard thy sister’s caterwauling from the farm and would 

defend himself? She’s such a brawling scold she’d swallow many a cannon ball 

afore her tongue took notice. 

KATE.  

  Thou lumpish, barren-spirited ox-head!  

THOMAS.  

  Quiet, now, Kate. The storekeeper comes. 

  Enter BIGGES, garrison storekeeper, and YONG, a soldier. 

BIGGES.   

 Good dawning to thee, Master Beard, Mistress. 

THOMAS.   

 Here be thy flour, Master Bigges.  

KATE.   

 A little more than custom would demand. More mouths to feed in the garrison? 

BIGGES.   

 Who can say, Mistress? I keep account of victuals, not of men. 

KATE.   

 What’s Goring about? 
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THOMAS.   

 Kate… 

BIGGES.  

  ‘Tis no matter, Master Beard. There’s not a man or woman hereabouts who does 

not wonder at the present shape of things. 

KATE.  

  Divulge, then.  

BIGGES.  

  Would that I could. I know not what the Governor desires from this day to the next 

except that the town be forted once more. One day he comes with money from 

court, the next from Parliament. 

THOMAS.  

  Money in the town is bounty for us all. 

BIGGES.  

  When he bespeaks a treasurer with a purse, Goring’s the lover wooing a fair maid.  

KATE.  

  Is this lover constant, or does he flit from purse to purse, wooing them to unstring 

and yield up treasure? 

THOMAS.  

Good now, take thy flour afore my wife pursues her theme. 
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Exchange of sacks.  

BIGGES.  

 My thanks, Master Beard.  

 BIGGES and YONG turn to leave. 

THOMAS.  

 The money, Master Bigges? 

BIGGES.  

 Forgive me, having no coin made me forget the debt. 

THOMAS.  

 No coin? 

KATE.  

 And Goring with so much in the town coffer? 

BIGGES.  

 ‘Tis all gone into bricks. 

KATE.  

 Bricks will not buy grain. 

BIGGES.  

 Our wages too are unpaid. I will make present recompense. Could I but pay by other 

means, I would. 
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 Enter ANNA, muddy and dishevelled.  

KATE.   

 Then tarry a little. My sister comes and has, methinks, a liking for Master Yong. 

YONG.  

 We are expected. 

KATE.  

 Tush, be still. How now, Anna? Did’st thou bring the goat? 

ANNA.  

 ‘Tis tied up yonder, thank the lord. It danced a merry jig across the fields for which I 

 paid it in strong words. 

To BIGGES. 

THOMAS.  

 That’ll curdle its milk a fair few days. 

KATE.  

 Master Yong was bringing us news from London. 

YONG.  

 What’s that? 

KATE.  

 The pamphlet in your belt. Begin again, for Anna’s sake. 
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ANNA.  

 Ay, tell me what goes on. Hath Queen Mary trod the boards to entertain the 

 court? Or the King quarrelled with his members and dissolved them all again? 

BIGGES.  

 Tell us the pamphlet, Yong.  

YONG.  

 “Mr Pymmes Speech to the Lords in Parliament, on the tryall of Thomas Earl of 

 Strafford.”  

ANNA.  

 Don’t seem a pretty tale. 

KATE.  

 I warrant thee. Give us the pith of the business, Master Yong, and leave off the peel. 

ANNA.  

 Who is this Earl? 

YONG.  

 A much-valued counsellor to the King. 

THOMAS.  

 The King is disparaged in this? 

YONG.  

 Never the King but his counsel: “These counsellors of late that have served his 
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 Majesty, have rendered him contemptible to his enemies and useless to his 

 distressed friends.” 

THOMAS.  

 This Strafford is to blame, then. 

ANNA.  

 In this pamphlet.  

YONG.  

 Ay. 

ANNA.  

 But not the next. 

THOMAS.  

 How so? 

ANNA.  

 A little time will see another pamphlet with items in Strafford’s favour. 

KATE.  

 And Mr Pymme put on tryall in the hall. 

YONG.  

 But this is true vox. 

ANNA.  

 E’en so, but whose?  
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KATE.  

 What must come to question is which of these pamphlets Governor Goring 

 favours. 

THOMAS.  

 King or Parliament? 

ANNA.  

 Parliament or King? 

BIGGES.  

 Methinks he reads the twain. 

KATE.  

 Good now, if Anna did enjoy her news, then I must sit her down and gossip of ours. 

ANNA.  

 I thank thee for my story, Master Yong.  

 Exit KATE, THOMAS and ANNA.  

BIGGES.  

 These sacks won’t move themselves.  

YONG.  

 Her sister did look after me. She is fierce. 

BIGGES.  

 She has spirit. Thou art too much taken up with thy pamphlets. Young Anna has 
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 more and better words and will not be folded away.  

 Exit. 

 

1.4 

 PYM, HAMPDEN, HOLLES, STRODE and HASELRIG are deep in discussion. 

 GORING enters and watches them, unseen. 

GORING.  

 I’ve scaped the court and all its sundry plots 

 And find me now in Parliament’s dull halls, 

 Where I must change my face if I’m to keep 

 My body in its present health and trim. 

 At court the talkers lurk in every nook, 

 On backside stairs they murmur backside thoughts, 

 The Queen embracing each new stratagem 

 As if her breast would burst a thousand times. 

 Meanwhile, the King in brooded chamber sits, 

 Receiving only whispers lest more noise 

 Would aggravate his vacillating mind.   

 Betwixt them, every lord meets and conspires 

 And we who venture there are tangled up 

 In plots and counterchecks that weave and spin 
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 Till every man thinks he is master of 

 A yarn whose knotty twists have mastered him. 

 With all these eager thoughts and busy mouths  

 What’s hidden now must soon come tumbling out:   

 If Parliament discern my part in this 

 Then Portsmouth and my liberty are lost. 

 Above all else I must preserve myself 

 An’ if plot must out, ‘twere best I plucked it out. 

 Enter BLOUNT, unseen by others. 

 But see, here’s Blount, confederate to my cause 

 Who, having feet in court and Parliament, 

 Is sure the man to story them my tale. 

 Signals BLOUNT, who joins him.  

BLOUNT.   

 Good day, sir. 

GORING.     

    We’re well met, my dearest friend. 

 Your help in this dark hour won’t be forgotten. 

 You have rehearsed the plot? 
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BLOUNT.       

      It is down pat. 

GORING.   

 I knew you were the man. 

BLOUNT.       

      No work was done: 

 The tale in all particulars is strange. 

 You’re sure this is the time? 

GORING.       

      There is no doubt. 

 The tongues wag every hour and soon their noise 

 Will reach these sacred chambers - we must strike 

 While there is time to shape the way they read 

 These vile events. 

BLOUNT.      

     What mean you by this ‘shape’? 

 I’ll not dissemble. 

GORING.      

     Would not that you did, 

 Mine only meaning is to guide their thoughts. 
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BLOUNT.   

 Then I will speak for you, and speak the truth. 

GORING.   

 Think you my reputation will withstand 

 This tumult? 

BLOUNT.     

    That, in troth, I cannot know: 

 Your reputation grows and shrinks, the scales 

 Are so unbalanced, weight cannot be told.   

GORING.   

 Then still the scales and let them read my weight. 

 Now speak you plain with them – they care not for 

 The handsome rhetoric of talk at court. 

 GORING remains unseen as BLOUNT approaches the others and shakes hands. 

BLOUNT.   

 Good Master Pym. 

PYM.   

 ‘Tis Blount. The Earl of Strafford is our theme – it seems there’s no other for  

 the present. 
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BLOUNT.   

 Out of doubt. 

HASELRIG.   

 The fellow talks o’er much in my judgement. We should make a law: ‘thou art  

 accused of treason; thou can’st not speak’. 

HOLLES.   

 The Earl must make his defence.  

HASELRIG.   

 You are partial, sirrah – was not your poor departed sister his wife?  

PYM.   

 Holles was a worthy instrument in the impeachment.  

HOLLES.  

 ‘Tis the truth but as minutes, times and hours pass, I wonder at my reason. His 

 prisonment is long. 

STRODE.  

 Pah! Eleven years was I locked in when the tyrant ruled. Let Strafford bide in the 

 Tower. 

HASELRIG.  

 No more prison. Take his head! 
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HAMPDEN.  

 To give the sentence before the trial’s end is to put the cart before the horse.  

GORING (aside).  

 Though carts and horses are quotidian, 

 Yet there’s some colour to the dialogue. 

PYM.  

 You have some matter? 

BLOUNT.  

 I bring grave news of stratagems and spoils 

 That do presage such reckless, violent deeds 

 That had Hephaestus tempered all your swords 

 And bold Achilles with his Myrmidons 

 Stood sentinel before the Tower of London, 

 You’d shrink to see the puissant host approach. 

HASELRIG.  

 What? 

GORING (aside).   

 His ornamented figures try their wits. 

BLOUNT.  

 I mean there are conspiracies at court. 
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HASELRIG.  

 Good. Simple. Tarrying too long with poets has infected your discourse. 

STRODE.  

 Poets and conspirants! To the dungeon with them. 

HAMPDEN.  

 Let us hear the matter further so we may forge our design with good wit.  

GORING (aside).  

 Ay, let the fellow speak and stop your clamour. 

BLOUNT.  

 Gallants loyal to the King and Queen plot to bring the army down from York to 

 take the Tower and force Strafford’s release. 

HASELRIG.  

 Tush! 

STRODE.  

 Fie on them! 

PYM. 

 ‘Tis a bold plot but foolish. So large an army cannot with celerity march to London. 

HASELRIG.  

 Let them – in their tired state we’ll mince them sans remorse. 
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HOLLES.  

 Does Strafford know of this intrigue? 

STRODE.  

 More reason to see him on the scaffold before they mount. 

HAMPDEN.  

 Hasty words: the Lords and Commons must see us proceed by process. I would 

 know from what wellspring this troublous water flows? 

BLOUNT.  

 George Goring. 

PYM.  

 Goring, who takes our gold so that his town be forted? He conspires with the King? 

GORING (aside).  

 Now paint my portrait with a gentle brush. 

BLOUNT.  

 I pray you, know his haughty countenance 

 Belies the faithful nature of his heart. 

 Like Veritas, who from the holy well…  

HASELRIG.  

 Poesy! 

 



38 
 

BLOUNT.  

 He does not plot. Once he had the drift, he left.  

HASELRIG.  

 He did? ‘Tis the very reckless stuff of heroes that doth allure him. 

HOLLES.  

 He fought with honour at Breda and against the Scots. 

STRODE. 

 He’s a fool arrayed all over in vainglories. 

HAMPDEN.  

 As Governor of Portsmouth Town and harbour, he is the man for such a plot. 

PYM.  

 Ay, a ship from Portsmouth may make swift to France; or worse: the French could 

 land to help their Queen. Goring is loyal, say you? 

BLOUNT.  

 He would not draw reproach. He condemned their discourse but I was sworn to 

 keep it secret lest he was tainted by the news. For country’s sake I could not keep 

 this from you. 

HASELRIG.  

 Then Goring’s loyal but what are they that would cause such bloody business? 
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STRODE.  

 Names. 

BLOUNT.  

 My conscience makes me to pause… 

STRODE.  

 It needs but one for he will tell the rest. 

HOLLES.  

 Hold. ‘Tis but rumour yet. 

HAMPDEN.  

 But we must try the rumour to see it fact or false. 

 BLOUNT hesitates. 

GORING (aside).  

 This is no time to bite thy tongue: disclose! 

BLOUNT.  

 Henry Percy. Ashburnham… 

GORING (aside).  

 They want more baubles, yet thy lips are still: 

 The names are slender payment for my life. 

BLOUNT.   

 Suckling… 
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HASELRIG.   

 Fie on him! Suckling and his Sucklingtons! acting their parts of hotspur   

 cavaliers and disguised ding-thrifts. 

STRODE.   

 This will see his end. 

PYM.  

 But hold, gentlemen. You are besides your patience. The army cannot make haste 

 in its present state. 

STRODE.  

 We must beard them in their plot. 

HASELRIG.  

 Let us strike! 

PYM.  

 This news will not be ripe until its season. ‘Tis evidence against Strafford. 

HAMPDEN.  

 You mean to sway the House? 

PYM.  

 Such grievous thoughts will shock their Lordships; it will make them see our reason 

 when we seek to prove his impeachment. 
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HAMPDEN.  

 This is shrewd. 

HASELRIG.  

 Pah! 

PYM. 

 We thank you for your counsel, Blount. 

BLOUNT.  

 I may assure Goring of your good offices? 

PYM.  

 I think it fair. 

HAMPDEN.  

 But tell him we wrinkled our brows and will be forever watchful. 

PYM.  

 Ay. As Governor of Portsmouth, he cannot hope to live in the dark. 

HASELRIG.  

 Why this cunning when we should strike? 

PYM.  

 Come, gentlemen, let’s go in to dine and I’ll expound. 

 They exit leaving BLOUNT. GORING emerges. 
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GORING.  

 By God, you counterfeit the manner well: 

 It seems, despite your protests, you dissemble.  

BLOUNT.  

 ‘Twas not dissembling - they were unfeigned thoughts 

 That did disturb me as I spake the names. 

GORING.  

 ‘Tis true: they must make haste to keep their lives, 

 But there are ports and ships to save them yet 

 And my reprieve o’ershadows all regret. 

 Exeunt. 

 

1.5 

Portsmouth: a long line of men and women passing timber to each other including 

BIGGES, KATE, THOMAS, BAWD and WEAVER. This continues throughout the 

scene as various people join and leave the line. The only person who never helps is 

GORING. Noises of building, hammering and sawing. BIGGES is in the middle of 

the line as YONG enters. 

BIGGES.    

 Yong! Thy bones being as thy name, come hither and give me rest.  
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 YONG takes over from BIGGES who takes a rest. 

YONG.  

 Thou would’st profit from taking mine example: if Bigges were big he’d need no 

 relief. 

BIGGES.   

 Keep thy hands busy, wag, and thy tongue at rest. 

YONG.   

 Could not the waggoner bring the load close by? 

BIGGES.   

 His wheel is broken at the gate, so a score of men must sweat while horses  

 graze. The Governor will brook no delay.  

 Enter GORING and WENTWORTH from opposite directions. BIGGES quickly re-

 joins the line next to YONG. 

GORING.   

 Wentworth, what news? 

WENTWORTH.   

 The cart is pulled from the gate and the blacksmith’s there. 

 Indicating the line.  

 Men and women all are voluntaries, as you see. 
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 GORING inspects the line, some of whom are visibly tiring. 

GORING.   

 But are all voluntaries continuers? Some are out at elbow.  

WENTWORTH.   

 The chain will endure. 

 The WEAVER leaves the line, helped by the BAWD. The line stops and watches. 

 What, woman? 

BAWD:   

 The aged cramp doth afflict her. 

WEAVER:   

 ‘Tis naught.   

GORING.   

 The blacksmith busy at the gate, needs must you mend the chain yourself. 

 WENTWORTH reluctantly fills the gap in the line and the work continues. Enter 

 CAPTAIN CHUDLEIGH. 

GORING.   

 Why, ‘tis Captain Chudleigh. 

CHUDLEIGH.   

 Colonel Goring. 
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 CHUDLEIGH salutes with his hat. GORING takes him aside. 

GORING.   

 Thou call’st me Colonel? Lieutenant-General’s the rank that would please mine  

 ear. 

CHUDLEIGH.   

 The officers in York made scruple of your message but those at Boroughbridge  

 send word. 

 CHUDLEIGH passes GORING a letter. 

GORING.   

 ‘And should the King appoint you Lieutenant-General we, the undersigned,  

 swear to honour you in his name.’  

 The WEAVER’s cramp has worn off and she and the BAWD have re-joined 

 the line,  releasing WENTWORTH. 

WENTWORTH.   

 Is there news? 

GORING (aside to CHUDLEIGH).  

 Keep this close: ‘tis not yet done.  

 To WENTWORTH.   

 Captain Chudleigh. Baron Wentworth. 

CHUDLEIGH.   

 My Lord.  
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WENTWORTH.   

 We are starved for want of news, Chudleigh. I trust thou can’st supply our   

 hunger? 

CHUDLEIGH.   

 There is much to tell from court and Commons.  

WENTWORTH.   

 I pray God put a period to the difference between the King and his Parliament. 

GORING.   

 Come, Chudleigh, let us walk around the walls and thou shalt see a town   

 become a fortress. Wentworth, you remain and see the work goes on. 

 GORING and CHUDLEIGH exit. Enter ANNA. WENTWORTH notices the timber 

 has stopped coming. 

WENTWORTH.   

 How now? Why this delay? 

 He exits. 

ANNA.   

 This is a fine place to find a miller and his wife. 

KATE.   

 Dally not when there’s work to be done, sister. There’s one who could do with  

 a rest.  
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 She indicates the WEAVER and ANNA takes over from her to give her a rest, 

 ending up next to THOMAS.  

WEAVER.   

 God ‘ild you for your kindness, good-maid. 

ANNA.   

 I would not see thee heave another load, o’conscience; thy hands are made for  

 more daintier labours. Not like Thomas – his hands were made for shovels. 

THOMAS.   

 I pray thee, what injury have I done thee this fine morning to warrant   

 thy abuse? 

KATE.   

 Hold your tongues. If I’m to labour here on the Governor’s business while the  

 mill stands idle, then I would do so without your prating. 

BIGGES.   

 Why, ‘tis the woman who looked after thee, Yong. 

YONG.   

 Turn thy face away! 

BIGGES.   

 If I turn away my face I cannot look upon hers. 

YONG.   

 But she’ll see me. 
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BIGGES.   

 That she will but if the cost to me of seeing her is that she sees thee then she has 

 the better bargain and it’s a price I can bear. She looks! 

YONG.   

 Did she see me? 

BIGGES.   

 I may have nodded her to you; I can’t recall. 

YONG.   

 Bigges! 

ANNA.   

 ‘Tis Master Yong. 

THOMAS.   

 The fates are with thee; what better time to leave my side and cleave thyself to  

 his? 

ANNA.   

 Can it be thy husband speaks with possibility? 

KATE.   

 ‘Tis most rare. Perchance you mistake him? 

ANNA.   

 I’ll test his worth. 
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 She changes places to be in the line next to YONG. GORING returns with  

 CHUDLEIGH. At the same time, two hooded figures, SUCKLING and 

 JERMYN, join the line and begin to help. WENTWORTH moves towards GORING. 

GORING.   

 Thou see’st how the walls grow thick and would stand against the foe no matter  

 what trebuchet or sundry siege engines they might bring. 

CHUDLEIGH.   

 Portsmouth will be a bulwark, out of doubt. 

GORING.   

 If there should be any mutiny in London, the Queen means to come down  

 hither for her safety. 

WENTWORTH.   

 Let us hope there’s never reason for such an escape. 

GORING.   

 We will not detain thee further, Chudleigh; hie thee to horse. 

CHUDLEIGH.   

 Colonel; my Lord. 

 CHUDLEIGH exits. 

WENTWORTH.   

 And was there news?  
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GORING.   

 His substance was naught but I gave him much to take away: Portsmouth will  

 grow in his telling. 

 SUCKLING and JERMYN unmask and threaten WENTWORTH with daggers. The 

 line stops working to stare. 

SUCKLING.   

 Hold, Goring, thou calumniating rogue; 

 Thou art arch-villain to thy erstwhile friends 

 Who by thy cold, deceptious dealing,   

 Have made us take our heels to ‘scape the court. 

JERMYN.   

 As thou art author of our present state, 

 We come to beard thee in thy adder’s lair. 

 Give us safe passage on a bark to France 

 Or this proud fellow’s life will be forfeit.  

GORING.   

 What think you of this ransom, Wentworth?  

WENTWORTH.   

 We might resolve them by other means. 
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WENTWORTH draws his sword, disarms them both and holds them at sword point. 

The line spontaneously applauds. WENTWORTH accepts the compliment politely 

and gestures for them to continue working. 

GORING.   

 Wentworth was committed to the Tower for duelling and intemperate words.  

 You have witnessed the one so haply we may forgo the other? 

SUCKLING.   

 Thou viperous, hell-governed villiago. 

GORING.   

 You too may be intemperate. You will not thou’st me when once you have my  

 reason. 

JERMYN.   

 What reason can this purpose-changer mean? 

GORING.   

 Our plot was opened by discoverers 

 Who made it known to Parliament at large; 

 I had to work with all celerity  

 And tell the plot myself to keep Pym’s trust 

 Or I would lose mine office in this town 

 Which - more than shifting mine own humble state - 

 Would strike a blow to present royal wants. 
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JERMYN.   

 Who was it that first broke our solemn oath? 

SUCKLING.   

 I never trusted Percy; think me now 

 He saw my mind’s suspicion which is why 

 He did expel me from the meeting. 

GORING.      

       Ay. 

 Perchance you have the truth. But you must shift: 

 The pinnace Roebuck waits to ship to France; 

 You must aboard. 

 He beckons WENTWORTH to show them the way. 

JERMYN.     

     How fortune turns its tail. 

 Our plot is now o’ertook – the Earl of Holland 

 Whose ear turns to the Commons is now chief 

 Of all the troops. With him now in command 

 Our influence diminishes. 

SUCKLING.      

      ‘Tis true. 
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 So now we must to France and use it there. 

 God bye ye, Goring. 

JERMYN.     

     Farewell. 

GORING.        

       Ay, adieu. 

 WENTWORTH takes them off. 

 With Holland in command, my fortunes fade: 

 Unhappy army that would make of me 

 Lieutenant General by the Northern hand, 

 But with the Southward hand, then snatch it back. 

 Will King or Commons furnish me the rank? 

 Until I know, I’ll court their treasuries –  

 Fight not with swords but subtle usuries.      

 GORING exits. The line has finished and breaks up, ANNA and YONG chat as 

 they exit to the delight of BIGGES, KATE and THOMAS. 

 

1.6 

 The Queen’s chambers. LUCY is writing. Shouts of ‘Death to all Catholics’, ‘God 

 confound the Queen’, ‘Death to the Earl of Strafford’, and similar begin to irritate her. 
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 She closes a window and shuts out the noise.  She continues her message which 

 she hides as OLIVIA enters. 

LUCY.   

 The Queen’s carriage is ready to depart? 

OLIVIA.   

 Th’ impatient horses froth and stamp to leave, 

 While we with carcanets cram up the coach. 

 But what her luggage holds in precious goods 

 It lacks in moveables for her attirement. 

LUCY.   

 No matter: once in Portsmouth, Colonel Goring 

 Will doubtless give all succour to the Queen 

 Afore she boards for France.    

OLIVIA.       

      But we must shift. 

 The Queen is here? 

LUCY.      

     She’s sitting with the King. 

 The Earl of Strafford’s life is now in doubt, 

 For now the Lords have passed the fatal bill 
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 And all that stands betwixt the Earl and death 

 Is Charles’ signet and his name. 

OLIVIA.       

       Alas, 

 The King whose promise served poor Strafford’s hope 

 Must break that bond and seal the fellow’s fate. 

 I cannot think he’d sign. He must refuse. 

LUCY.   

 Alack the day, I share not your good thought. 

 The King has this last chance to yield the Earl 

 If only to avoid the blows himself, 

 Or worse, the Queen may draw their savage fire. 

OLIVIA.   

 Poor she, is not her comfort daily spoiled – 

 Kept from her children lest she stain their souls 

 With popery? 

LUCY.     

    And yet she keeps her life.  

 The QUEEN enters. 
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OLIVIA.   

 My lady, all is packed and horses wait. 

 Perchance the King will journey there with you? 

QUEEN.   

 The King will here remain. What I might give 

 To have him my companion voyager. 

 How comes it that to smite Pym and his crew, 

 Who, not content with taking off my children 

 And locking me away from husband too, 

 I must remove myself from husband’s care? 

LUCY.   

 And is the King resolved on Strafford’s life?   

QUEEN.   

 The Earl, this morning, wrote unto the King 

 Releasing him from all his offered hope; 

 Beseeching him to sign away his life 

 Lest his refusal lead to massacres 

 And further the impediment between 

 The King and his own subjects. 
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LUCY.        

      Then ‘tis done. 

 The bill is signed? 

QUEEN.      

     The King is wont to pause: 

 He sends for Bishops for his conscience reels. 

OLIVIA.   

 Forgive my haste – the carriage now awaits. 

QUEEN.   

 ‘Tis time – against the urging of my heart 

 Now must I leave my husband for the coast 

 Where I to shipboard and, with Goring’s aid, 

 Make soon to France.  

 Enter a MESSENGER. 

     I come. I’ll dally not. 

 The MESSENGER produces a note which LUCY takes. 

 The coach awaits? 

 

LUCY.      

     ‘Tis not the theme herein. 
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 My lady, this is news of treachery. 

 That villain Goring hath revealed a plot 

 To bring the army south and take the Tower, 

 Releasing Strafford. 

QUEEN.      

     Goring hath done this?   

LUCY.   

 He hath made known the names of all conspirants 

 So Jermyn, Suckling, are condemnèd men, 

 While he goes home to Portsmouth in good cheer, 

 With money from the Commons for the town. 

OLIVIA.   

 And you for Portsmouth – this comes I’ th’ nick. 

QUEEN.   

 What say you? Goring hath betrayed us all? 

How can this be? He is the very man 

Whose potent words embolden all who hear.   

But stay: this is some trick, some new device. 

Dissembling is with him a second skin    

And with the slough cast off he will discover 
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The substance of a true and loyal friend.      

I see from thy dark, disliking eye 

It is not so. Then on a trice we are 

Disfurnished of all our cavalleria. 

He keeps his liberty while threat’ning theirs, 

So Suckling, Jermyn die by Commons’ rule  

With Goring sole survivor of the plot.     

We lose his loyalty and Portsmouth too: 

Where was our sanctuary is now a snare, 

A gin-trap slamming shut on all our hopes. 

Alack the day.          

   And so we start anew. 

With jewels that should adorn the throats of queens 

And plate befitting the King’s table 

I will find passages to France and there    

Purchase such an army that this Parliament 

Will, all pale-visaged, cower and shrink away, 

Till he who is my husband gains his throne 

And greets the sunrise with his majesty. 
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OLIVIA.   

 The coach, my lady? 

QUEEN.      

     We will leave it packed: 

 I mean to journey forth without delay.    

 Exit the QUEEN, OLIVIA following. 

LUCY.   

 There’s more herein which touches on my state. 

 John Pym has been most cunning with this news 

 And kept it close until its time was ripe.  

 While Commons seized the bill to kill the Earl 

 The Lords would need persuasion, further proof 

 To send their fellow to his final rest. 

 And as their quiet debate began to hum, 

 Pym chose his moment to divulge the plot 

 And fright them all with visions and alarms 

 Of roaring boys and soldiers at the Tower 

 In league with Strafford, helping him escape, 

 With pistols, flashing steel and dying guards, 

 And such uproar that Lords could not choose but 
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 To settle on the fate of that good man, 

 The Earl of Strafford.  

     Thomas is his name, 

 Which oft hath passed my lips for, though ‘twas hid, 

 We two have been as one these five years past. 

 So in such haste to save his villain’s hide, 

 The upstart Goring’s sealed my sweetheart’s fate, 

 And Thomas, like himself, hath bade the King 

 To sacrifice him and preserve the crown. 

 Since for his life they cannot intervene 

 What use is loyalty to King and Queen? 

 Exit. 

2 Chorus  

 Enter OGLANDER. 

OGLANDER.   

 If you should hear a roguish villain could, 

 In time, become the Pope, or that your servant 

 Would rise to be the King, then doubt it not: 

 ‘Tis not more strange than brother killing brother, 

 Or esteeming it a piece of piety  
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 To rail against the sovereign, our King.  

 He sneezes. 

 I think my head will ne’er be free of stuffing. 

 I took a cold when riding in the hills 

 And now each day I foul two handkerchiefs;   

 I’m off tobacco, cannot relish beer, 

 And could not smell a nose-herb for my life. 

 If you would ride to Newport through the wood 

 Then take my warning: wear a heavy hood. 

 Putting away his handkerchief, he finds a letter. 

 As Deputy Governor of the Isle of Wight 

 I’m importuned for help – ‘tis Goring's hand; 

 I hear his flattering tones and practised charm. 

 GORING appears and speaks his letter. 

GORING.   

 We have present want of a dozen tumbrels for the speedier finishing of the   

 works here. If you shall please to assist the bearer hereof in the procuring of  

 them you will put a particular obligation upon your most affectionate servant,  

 George Goring. 

OGLANDER.   

 ‘Particular obligation’ – mark you, that. 
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 ‘Tis not me he needs flatter but the Queen. 

 In pleasing Parliament he’s lost the Court 

 And half his money; can his charm repair 

 His tainted character? To London, then: 

 His halting gait may gain her sympathy. 

 With both sides he must overmask his sins 

 For, in the end, he’ll back the side that wins. 

Exit. 

2.1 

 The Queen’s apartments. LUCY is with her as OLIVIA ushers in VAN DYCK. 

VAN DYCK.   

 Your Highness. 

QUEEN.      

    Dear Van Dyck, thou art for France? 

VAN DYCK.   

 I’m beckoned there by Mazarin with hints 

 Of portraits.  

  

QUEEN.     

    Of my brother? 
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VAN DYCK        

       Never that. 

QUEEN.   

 Think thou that if that ‘never’ comes to pass, 

 In peeping at King Louis thou wilt look 

 More closer on the man than I, his sister, 

 Was ever let to see.  

VAN DYCK.      

     To paint, merely. 

QUEEN.   

 What joy ‘twould bring to clamourers at the gate 

 Who call for my confinement or my death 

 To hear my brother prisoned me in France 

 When, reaching his majority at last, 

 He took our mother’s regent power away  

 And banished us to Blois. What strange fortune: 

 As wife and sister of two divine Kings 

 To be a prisoner in both their realms. 

 Wilt thou return? 

 



65 
 

VAN DYCK.      

     So please you. 

QUEEN.         

       That is well. 

 Thy health is poor. 

VAN DYCK.      

      ‘Tis naught. 

QUEEN.        

        How says thy wife? 

VAN DYCK.   

 I have made vow to be at her childbed. 

QUEEN.   

 Why yes, the child will bring thee back to us. 

 Commend me to thy lady. 

VAN DYCK.      

      Ay, farewell.  

 Bows and exits. 

QUEEN.   

 He sees the crown is more secure in France 

 Than on my husband’s head. 
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OLIVIA.        

      He’s not gone long. 

 My Lady van Dyck hath made tame the man 

 And she will draw him near. 

LUCY.       

      That near is far 

 If, with the child, he bid her go to him. 

QUEEN.   

 No more: thought of his loss much saddens me. 

 OLIVIA indicates the door. 

OLIVIA.   

 My Lady, Colonel Goring… 

QUEEN.       

      He would dare? 

 Then bring him; I would see him play the scene.  

 OLIVIA exits. 

LUCY (aside).  

 This overweening cur surprises all: 

 Betrayal of the Queen’s companions 

 Cannot then be forgiven on a trice. 
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 To move the Queen his way he must be sure 

 Of tongue, of visage and of solemn gait. 

 I’ll study close the master at his work. 

 Enter GORING, visibly distraught and limping badly; OLIVIA follows. He bows low. 

QUEEN.   

 Ay, Goring, thou should’st well crouch like a toad.  

 Toad-spotted thou hast been the slaughter-man 

 Of all thy loyal friends who, friending thee,  

 Have shipped with Charon cross the river Styx. 

 Rise not but kneel – a cousin with the dirt. 

 I see their images before me now: 

 Kind Jermyn who would speak me in my tongue 

 And holp me find my path in this cold land; 

 John Suckling too, most glorious in apparel, 

 So ready at repartying and such wit. 

 These were thy brothers, matching on the field 

 Thy valiant battles, giving blow for blow, 

 Or in the brawling tavern, jest for jest. 

 How comes it then, thou should’st abandon those 

 That were thy bosom friends? How com’st thou here, 
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 To plead with her who once was credulous 

 But now takes dreadful warning from thy act? 

 If thou can’st answer, abjure all flattery 

 And fashion simple words with honest tongue. 

GORING.   

 Your highness, if the glass of man’s estate 

 Gives but the image of his dearest friends 

 You see a man whose substance stands at naught, 

 And less, for losing them has cracked the glass 

 And left a shattered soul; all this I did 

 Full knowing that pursuance of my course, 

 Necessitied as ‘twas, would bring me ignomy. 

 The babbling gossips in the court did threat 

 Our safety: when their tattlings reached Pym 

 My life would be forfeit; and so I knew 

 I must appear the Commons’ man at once 

 Or Portsmouth would be lost to King and crown. 

 To think the promised succour for yourself 

 Could be cut off was more than could be borne: 

 This sacrifice I made to serve my Queen. 
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QUEEN.   

 But the lives of friends? 

GORING.       

      I made provision 

 And those who reached the coast are gone to France. 

QUEEN.   

 The mists begin to clear. Did I not say 

 Some trick was at the heart? 

OLIVIA.       

      You did, Madam. 

 She stares at GORING. 

QUEEN.   

 Now matters of import draw me away.  

 GORING stands, emphasising the pain in his ankle, and bows to the QUEEN; she 

 exits with OLIVIA. 

LUCY.  

 ‘Twas well done, Colonel Goring. Worth the floor. 

 I near forgot that fragment in your ankle; 

 Pray that its use won’t make the wound to rankle. 

 She leads him off. 
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2.2 

 BIGGES and YONG are setting up a desk on which they place piles of letters, 

 writing equipment, wine and cups. GORING enters and starts to sort through the 

 papers. BIGGES and YONG exit as WENTWORTH enters.     

GORING.   

 Methought the Solent sirens dragged you down. 

WENTWORTH.   

 Too many ships sail that strait for their silvery tails.  

GORING.   

 They slyly lurk in the Morass? 

WENTWORTH.   

 All manner of sea-beasts lurk there: as Vortigern’s tower was built on warring  

 dragons, so Portsey Ilande balances on ill-humoured leviathans who would   

 make of it a new Atlantis. 

GORING.   

 Muddy boots have left you out of humour. A stoup of wine will bring cheer.  

 Hands him some wine. This latest request to Sir John Oglander must be a spur  

 to quicken his response. 

WENTWORTH.   

 Propose we pay a visitation to the island. When last we went thither with my  

 Lord of Portland, we drank and shot till we were scarce compos mentis.   

 Oglander would not wish us there a second time. 
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GORING.   

 You have the trick of it!  

 He writes. 

 ‘Perchance you hesitate to send our inventory for want of my perusal of each item? 

 Give the word and I will be with you suddenly. Baron Wentworth would travel 

 with me, such fond memory has he of your pleasant isle. Your most affectionate etc.’ 

 Dispatch! 

 Exit WENTWORTH with the letter as BIGGES arrives with another from the opposite 

 side. 

BIGGES.   

 A letter, Colonel. 

GORING.  

 No more, Bigges. I’ve writ so many a new goose could be fashioned from the quills. 

BIGGES.   

 The poulter’s very jealous of his geese, sir. I’m using ducks. 

GORING.   

 I thought they did not last. The letter. 

 BIGGES hands it to him. 

BIGGES.   

 From the Isle of White. 
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GORING.   

 Oglander?  

 OGLANDER appears to speak his letter. 

OGLANDER.   

 You will be waiting on the timber requested some months past. Illness hath   

 delayed me… 

GORING.   

 Yet more illness. What else… ‘physic’ … ‘recover’ … ‘timber’! 

OGLANDER.   

 Let no ivy grow on your timber trees. 

GORING.   

 What care have I for ivy? Where’s the substance? 

OGLANDER.   

 Verily, I believe it will be the dearest commodity that we have in our Island. 

GORING.   

 A pox on the island; I must have timber. 

 Enter WENTWORTH and YONG, each with a letter. 

WENTWORTH.   

 From the palace. 
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YONG.   

 From Parliament. 

 GORING glances at the OGLANDER letter. 

OGLANDER.   

 Cut bush-faggots for the brewing and baking… 

GORING.   

 Oglander must wait. 

 He throws down the letter. 

WENTWORTH.   

 Which first? 

GORING.   

 Which sends money? 

WENTWORTH.   

 Perchance the Queen still questions your loyalty? 

 GORING takes the letter. The QUEEN appears. 

QUEEN.   

 I mean to convince Parliament of my frailty. If they consent, I may journey to  

 Holland and, while they suppose me taking Spa water for my cure, I will   

 solicit the Prince of Orange for help. 
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GORING.   

 All’s well. She is busy with a plot. And Parliament? 

 Takes the letter from YONG. PYM appears. 

PYM.   

 We intend to petition the King with a remonstrance for we are very    

 apprehensive that the Sharpness, and Malignity of those Evils under which we  

 have now many Years suffered, are fomented and cherished by corrupt and  

 ill-affected Parties who influence the King. 

GORING.  

 Pym is venting his complainings in a remonstrance ‘gainst the King, but his 

 purpose… 

PYM.   

 We trust we may be sure of your vote? 

GORING.   

 He needs my vote. Three letters requiring answers and my quill hand   

 plagued by the cramp. Wentworth, take a pen and make reply to the Queen.  

 Dost thou write, lad? 

YONG.   

 Ay, sir. 

GORING.   

 Then thou wilt fashion Pym’s answer. I will sort the rest. More quills, Bigges. 
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BIGGES.   

 I’ll go petition the ducks.  

 BIGGES exits and the other three write or sort. 

WENTWORTH.   

 You wish to encourage the Queen in her plot? 

GORING.   

 Ay, but begin with tattling: she likes characters in her letters. 

WENTWORTH.   

 I know nothing of such things. 

GORING.  

 If your muse wants subject, invent! You could turn her frock to the finest lace if you 

 flourished your pen as you flourish your sword. 

 BIGGES returns with two more letters. 

BIGGES.   

 These have arrived, sir. 

GORING.   

 Not more!  

 He takes them.  

 Quills? 
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BIGGES.   

 O, ay. Exits. 

YONG.   

 How can I convince Mr. Pym you are sincere? 

GORING.   

 Mr. Pym, in despite of his blunt and drooping gravity, is swayed by fine words.   

 ‘Tis from Chudleigh. 

 CHUDLEIGH appears. 

CHUDLEIGH.   

 Some officers would still have you Lieutenant-General if chance beckons. 

GORING.   

 God willing, I shall lead the army for His Majesty! 

YONG.   

 Sir? 

GORING.   

 Ah. Pym. Try this:  

 “Once King has seen the wisdom of your thoughts 

 I cannot doubt but he’ll capitulate; 

 Dismissing those whose evil did entrance, 

 He’ll entertain your worthy remonstrance.” 
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WENTWORTH.   

 He’ll sicken at the syrup of your rhyme. 

GORING.   

 You serve the Queen. Mr Yong is serving Mr Pym’s syrup.  

WENTWORTH.   

 The Queen would rather he took hemlock. 

GORING.   

 Then furnish her the weed in words: 

 “To think that Parliament can stay your hand, 

 That you must seek Pym’s seldom giv’n accord 

 To leave this land, puts patience on the rack. 

 I’d fain add poison to his sugared sack.” 

WENTWORTH.   

 That rhyme again. 

GORING.   

 There is no help for it, it is ingraft: 

 My rhythm is a bow with rhyme the shaft.  

 He glances at the second letter as LETTICE appears. 

LETTICE.   

 My dear heart. 
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GORING.   

 Lettice!  

YONG.   

 You’re wanting victuals, sir? 

WENTWORTH.   

 His wife in Ireland. 

LETTICE.   

 I am in extreme anxiety, hearing no tidings from you and with the increasing  

 unrest in Ireland. We have been brought relation of what passes at Portsmouth  

 and I thought to join you there.  

GORING.   

 Join me? 

WENTWORTH.   

 You are ‘joined’. And the Catholic rebels there threaten intestine war. 

GORING.   

 ‘Tis a present threat here: Ireland’s intestines being smaller than England’s, for  

 safety’s sake, she stays. Besides, she hath never forgiven me for spending her  

 dowry and her father’s loans. ‘Tis easier to be unforgiven by a wife in Ireland. 

 Enter BIGGES with quills and a last letter. 
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BIGGES.   

 The ducks should fly lighter for the fewness of feathers. To YONG. They say  

 good Queen Bess favoured swan quills. She shewed away the cob and kept the  

 pen!  

 No response.  

 Another letter. 

 GORING snatches it. ANNA appears. 

GORING.   

 What, more? 

ANNA.   

 If thou com’st to the farm, thou can’st gloze my father with honeyed words till  

 he sees thou art my sweeting. There’s apples for thee. 

GORING.   

 Am I to go to a farm for apples? 

BIGGES.   

 No, sir. ‘Twas meant for Master Yong. 

WENTWORTH.   

 Forbear to take apples from maids, lad. 

GORING.   

 Apples are best fermented. And should’st thou marry, make the Irish sea a   

 wedding band between you. Wilt thou answer her? 
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YONG.   

 Ay, sir.  

GORING.   

 Then do so once the letter to Pym is dispatched; letters are easily mistook and  

 he would make thee an irksome and brawling wife. 

WENTWORTH.   

 The Queen’s letter is done. 

YONG.   

 And Pym’s. 

 GORING takes them and gives them to BIGGES. 

GORING.   

 Post-haste, Bigges. 

BIGGES.   

 I fly straight, like the ducks. Exit. 

GORING.   

 A drink to the groom. 

 GORING pours YONG some wine. 

WENTWORTH.   

 What shall we make it? The King? The two Houses? 
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GORING.   

 To the brave Portsmouth garrison. 

OMNES.  

 The brave Portsmouth garrison. 

2.4 (2.3 was cut and the following transition written. See Appendix O for 2.3.) 

 The House of Commons. The MPs gather. 

OGLANDER.   

 But other letters too had reached the Commons 

 Complaining of affairs in Portsmouth Town: 

 Misdoubting neighbours told of Catholic priests  

 A-tripping in the streets; of puritans, 

 Molested in their homes; and, much the worse, 

 Of Goring’s rumoured dealings with the French.  

 John Pym, who felt his trust in Goring wane, 

 Now summoned him to vouch his honesty, 

 And on this nineteenth day of cold November, 

 George Goring came to London to the House. 

 GORING appears and speaks with part of the crowd. 

 ‘Word-sower’, so the ancients called his like:  

 A slippery and agile rhetorician, 
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 A liar, yes, but natural politician. 

 LUCY appears and PYM takes her discreetly to one side. 

PYM.   

 Contrary to the doctor’s letter, you say, the Queen is healthful? 

LUCY.  

 She is no nearer her death-bed than I. Remember her delight at playing in the court 

 masques: as recent censure demands a queen be mute upon the stage, she 

 must act her parts elsewhere. 

PYM.   

 Then she means to take more than spa waters in Holland.  

LUCY.   

 The match between her daughter and Prince William of Orange has sealed an  

 alliance.   

PYM. 

 I thank you; but you must depart. 

LUCY.   

 Meantime, make bootful use of this intelligence.  

 LUCY Exits. GORING takes the stand.   

GORING.   

 My honourable friends, I’m summoned here 
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 To answer sundry charges ‘gainst my name. 

 I’ll answer to each small particular 

 Until your dog-like baying turns to cheers. 

 ‘Tis true, I’ve given hire to one French man, 

 A Roman Catholic surgeon, who did heal 

 The Earl of Holland when we fought the Scots; 

 Moreover, in respect of mine own lameness, 

 He gave me physic and his wise advice. 

 Should this new-born Hippocrates be scorned 

 When he does nothing but in care of men? 

 ‘Tis true, from the Low Countries I’ve received 

 The arms for twenty horsemen – is it strange? 

 My heroical deeds made me true friends 

 In Breda where I took the Spanish shot, 

 So should they not reward an Englishman 

 With what is but provision for few men? 

 ‘Tis true, I mean to fortify the town 

 And have built walls, claimed guns and grown the troop, 

 And did it for the glory of this House 

 To guard that port that keeps us safe from France. 
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 The King and Queen seek nothing but my ruin, 

 And while I write to plead my cause, the Queen 

 has her designments to corrupt the town 

 By making it a door-sill for the French. 

 If this House would protect its southern shore 

 And reclaim Portsmouth for the Commonwealth 

 Then with the smallest sum I can rebuild  

 A mighty port to be at your behest. 

 Cheers. 

 Four thousand pounds is all that I request. 

 PYM takes the stand. 

PYM.   

 I move that we declare, and approve of Colonel Goring, his faithful service in  

 his place of Governor of the Town of Portsmouth.  

 STRODE and HASELRIG storm out.  

 Repair to your government and finish those works which are necessary for the  

 safety of the place; we will see to the money. And when our new army is   

 formed, you may wish to be Lieutenant-General of the horse? 

 GORING beams. Handshakes all round. 

GORING (aside).  

 My multiloquious tongue this House disarms; 
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 With me, each syllable’s a shilling’s worth: 

 I’ll to the Court while in a mood to win 

 And shake more shillings from the Sovereign.   

3 Chorus 

 The QUEEN, LUCY and OLIVIA are present. 

OGLANDER.   

 Van Dyck returned to England in December 

 But with an ague haunting him, he died, 

 And with him all the colour of the Court. 

 The old year passed and sixteen-forty-two  

 From its nativity saw both sides 

 Prize ope a tiny crack and broaden it 

 Into a mighty fissure cross the land. 

 On January the fourth, the King took arms 

 And, on the hest of his courageous Queen, 

 Marched on the Commons, ordering the arrest 

 Of Pym and his lieutenants in the House. 

QUEEN.   

 What news?  
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LUCY.     

    Alas, my lady, all was lost. 

 The Speaker, in defiance of the King, 

 Refused to show him where his prey was hid 

 And, spying they had ‘scaped along the Thames, 

 The King cried: ‘I see all my birds have flown’. 

QUEEN.   

 How were they fled? What mischief can this be? 

 Some villain hath discovered them the plot. 

 She turns to OLIVIA for comfort. 

LUCY (aside). 

 This villain was heroical to those 

 She saved from ghastly prisonment, or worse.  

 The loss of Strafford, that heart-piercing blow, 

 Hath stirred in me a hatred of weak minds: 

 If fortitude and stoutness now reside 

 In Parliament, ‘tis there I’ll mend my heart. 

 LUCY exits. 

OGLANDER.   

 This fail turned people more against the King: 
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 ‘Twas now the time for royalty to flee, 

 The King to find those loyal in the North, 

 The Queen to Holland, there to buy support. 

 At Dover, she set sail upon the Lion. 

 QUEEN and OLIVIA waving from the ship. 

OLIVIA.   

 I’ve lost him now. 

QUEEN.      

     Not I, I see his shape: 

 He’s there a-waving on his palfrey’s back, 

 Tracing our farewell along the shore 

 As long as coast will last. Though now his face 

 Is far beyond mine eye, I have it safe. 

 A storm is brewing and the waves heave. 

 The swell hath ta’en me from him; he is gone. 

OLIVIA.   

 My lady, below decks we shall find warmth. 

QUEEN.   

 When van Van Dyck died they found his easel, 

 A portrait of the King was mounted there: 
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 On horseback in his armour, he looked out 

 But with no eyes to see, the face not finished.  

OLIVIA.   

 No semblance there? 

QUEEN. 

     A pale orb, that was all.     

OLIVIA.   

 Let’s go below, my lady. 

OGLANDER.       

      So it was: 

 The King and Parliament now at most odds, 

 The country drew a breath, more so at Portsmouth, 

 Where calls came from both sides for Goring’s pledge. 

 The people of the town, in trepidation, 

 Awaited Goring’s final declaration. 

3.1 

 A Portsmouth street. GORING and WENTWORTH sneak in adjusting their shirts 

 and carrying outer clothing. They are followed by POLL and MARIA. The BAWD 

 enters and watches at a distance. 
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POLL.  

 Fare thee well, Georgie; wilt thou furnish me again ere long? 

GORING.   

 Ay, sweet Poll. Cerberus could not keep me from thy sweet bed of flowers. 

WENTWORTH.   

 Adieu, Maria. 

MARIA.  

 Go thy ways, Tom. Thou hast put me in a drowsy humour.  

WENTWORTH.   

 She’s a friggat well rigg’d. 

GORING.   

 Then you must board again. 

BAWD.   

 As long as you pay the passage. You don’t want to be hauled under the keel. 

 She holds out her hand. GORING has no money, so WENTWORTH has to pay. The 

 BAWD exits. 

GORING.   

 What other business must we groan and sweat under this day? 

 Enter BIGGES and YONG. 
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BIGGES.   

 There he be. Letters, Colonel. One from the King. 

GORING.   

 Read it to us.  

 GORING and WENTWORTH continue dressing.  

 BIGGES hands the letter to YONG. 

YONG.   

 Colonel Goring, Portsmouth is of very great consideration to the peace and   

 quiet of this our kingdom. 

GORING.   

 Yes, yes – the particulars? 

YONG.   

 Gunpowder must be used only in defence of the town… command Henrietta  

 Maria… 

BIGGES.   

 Command the Queen? 

WENTWORTH.   

 ‘Tis a pinnace. 

GORING.   

 A ship! Ordnance?  



91 
 

YONG.   

 With further authority to land the guns thereof and employ them for any land  

 service… 

GORING.   

 More cannon! 

YONG.   

 Appoint the several officers to the companies of foot and horse soldiers   

 you shall need… 

GORING.   

 Most excellent King, you have given us leave to appoint, to build, to arm!  

BIGGES.   

 So we are for the King, sir? 

GORING.   

 Let us not be hasty, there may be letters from Parliament. Any more? 

YONG.   

 Be most careful for preventing of mutiny within the said town. 

 GORING has finished dressing and looks steadily at them. 

GORING.   

 Art thou like to go out and cry mutiny? 
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BIGGES.   

 There’s little chance: a fellow must know which side he’s on before he can   

 mutiny. 

GORING.   

 A fair answer.  

 Enter CHALLONER. WENTWORTH takes YONG aside to look at the other letters. 

CHALLONER.   

 Colonel Goring, you were not at our place of meeting. 

GORING.   

 Good morrow, Captain Challoner. 

CHALLONER.   

 You are here. 

GORING.   

 I shall not deny it. 

CHALLONER.   

 I am told you did not sleep at home. 

GORING.   

 We have just returned having ridden through the night. The works continue at  

 Southsea Castle? 
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CHALLONER.   

 The store is sound and shall be if no fool drunkard drops his taper. My men would 

 know your mind. They fear war. The Navy is with Parliament.  

GORING.  

 I will soon reassure them. Bigges, see the Captain is kitchened well – though he has 

 broke his fast, yet he will find room for a few morsels, I’ll wager. I’ll come presently.  

 BIGGES leads him off. 

WENTWORTH.   

 Lord Mandevill hath writ plainly that you can no longer excuse your absence  

 from Parliament’s army. If you do not come to London many things will be laid  

 to your charge.  

GORING.  

 They hound me so but, like to a fox, I had rather stay in my hole as the dogs run by. 

WENTWORTH.   

 And from Pym. Hands letter to GORING as PYM appears. 

PYM.   

 Yet more news from Portsmouth says you are notorious to your neighbours  

 who report you not at all reserved in your mirth and public discourse ‘gainst the  

 Commons. I conjure you immediately to be at Westminster to satisfy me this  

 House is right to have a clear opinion of you. 
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GORING.   

 I have played the weathercock too long, turning from the ruffian Boreas to the  

 gentle zephyrs and back again. Come, Wentworth, let us now resolve our   

 course and see what tempests shall result. 

 GORING and WENTWORTH exit. The BAWD enters.  

BAWD.  

 Here’s a pair of duncified strumpets. You’ll never earn a living standing up. 

 She chases POLL and MARIA off. ANNA enters and sees YONG. 

ANNA.   

 Thou did'st receive my letter? 

YONG.    

 Ay, and would have sent answer... 

ANNA.    

 But? 

YONG.   

 I... 

ANNA.   

 If thy pen is as slow as thy tongue, no more reason is needed. Thou would'st  

 write me a letter? 

YONG.    

 Ay.  
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ANNA.   

 Then write it now. 

YONG.    

 I have no pen. 

ANNA.     

 No matter: thou shalt pronounce thy words to me. Go on. 

YONG.    

 My dear Anna... 

ANNA.   

 A good beginning. 

YONG.    

 I thank thee for thy letter and would make reply... 

ANNA.    

 A waste of good ink. Hie thee to the substance. 

YONG.    

 I will come meet thee at thy farm... 

ANNA.   

 'Tis my father's farm which thou would'st do well to remember if thou art   

 desirous of his good will. 
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YONG.    

 Thy father's farm. Thy servant... 

ANNA.   

 So soon? A maid would have some compliment afore ‘tis signed; some talk  

 of flowers or sweet perfume. 

YONG.    

 Thou art like a perfumed flower... 

ANNA.    

 Come, come, I gave those; I would have thy coinage. 

YONG.    

 Thou art like... 

ANNA.    

 Well? What dost thou like best? 

YONG.    

 A hot bag pudding with fruit. 

ANNA.    

 A young maid is not like to a bag pudding. Again. 

YONG.    

 Thou art like...the sea? 
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ANNA.    

 What follows? 

YONG.    

 Thou art like a fresh sea breeze! 

ANNA.   

 ‘Twill do well enough. Now shift to the end for fear of more puddings. 

YONG.    

 Your servant, Henry Yong. 

ANNA.    

 ‘Tis a goodly letter. Come to us with the dusk. 

 Exits. 

YONG.    

 Reading is easy; writing can put a man at much peril. 

 Exits. 

 

3.2 

 Portsmouth marketplace. SOLDIERS and TOWNSFOLK await GORING’S 

 announcement. 

OGLANDER.   

 All changed upon the second day of August  
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 When Goring summoned all the garrison  

 To hear the colour of his bold intent. 

 The King was raising armies in the North, 

 The Queen, in Holland, bartered for support, 

 And news of all reached Westminster where Lords 

 And Commons made a declaration 

 Of reasons for the taking up of arms. 

 England, thus strewn with tinder and dry lint 

 Awaited one poor fool to strike a flint. 

 OGLANDER becomes part of the mob. GORING and WENTWORTH appear and 

 make their way through the crowd. WENTWORTH puts down a crate for 

 GORING to stand on for his address to the people. 

GORING.   

 Good gentlemen and fellow soldiers, 

 His Majesty hath commanded me 

 To put you into such a posture 

 That we be ready to maintain his right 

 In Portsmouth ‘gainst those who, contrariously, 

 Would dare attempt to deny him: Portsmouth will 

 Provide the guard and safety of the King. 
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 I shall not need to urge you or to win 

 A cheerful willingness in this if you 

 But call to mind his goodness and his bounty, 

 And the many obligations which bind us 

 Unto his Highness; we’re not only tied 

 To obedience to His Majesty’s commands 

 As we are subjects, but we too are servants 

 And do receive much recompense for this: 

 Our bread and drink and all that we do have 

 Derives and commeth from him; in his joy 

 Our liberties and fortunes do consist. 

 The crowd aren’t so sure. 

SOLDIER 1.  

 Shall we be paid? 

WEAVER.  

 Aye, we cannot sell to bankrouts. 

BAWD.   

 Pay ‘em: they’ve no money for aught. 

WOMAN. 

 And what dost thou sell? 
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BAWD.   

 Have at me, wilt thou? Ask the Governor!  

GORING.   

 For you that are behind of pay, the King 

 Hath put into my custody a sum 

 To distribute amongst you; some few words 

 And some conditions put in writing will 

 Be all you must subscribe to; testify 

 To your intention, faithfully, to serve 

 His Majesty in all things and receive 

 Arrearages of pay with all his thanks. 

WOMAN. 

 Mean you to shut the gates?  

 Crowd very unhappy. Enter SOLDIER 2. 

SOLDIER 2.  

 A ship has anchored, Colonel. 

WENTWORTH.   

 The Henrietta Maria! 

GORING.   

 This blest remembrance of the Queen foretells 
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 Good fortune for our town and for you all. 

 GORING and WENTWORTH leave. The crowd ruminates. 

THOMAS.   

 So the wind blows toward the King? Glad am I that our mill works by the tide –  

 if ‘twere a windmill the changing winds should have toppled it by now. 

KATE.   

 But the Navy is with Parliament. One vessel, though it has the Queen’s name,  

 can be no defence. 

 ANNA runs in. 

ANNA.   

 They go to shut the gates! 

 Some of the crowd rush out. 

KATE.   

 So soon? We must run. 

 ANNA and YONG see each other. 

KATE.   

 Come, Anna, shift away. 

 Reluctantly, ANNA exits with KATE and THOMAS. BIGGES goes to YONG.  

YONG.   

 What will happen? 
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BIGGES.   

 Ifaith, I do not know. We must pray the men and arms that arrived of late  

 are sufficient. The King will send more, perchance. 

 Large gates slam shut. All stop to take it in. Silence. 

OGLANDER.   

 To save your strength, go rest you, I implore, 

 For Portsmouth Town must now prepare for war. 

INTERVAL. 

 

3.3    

 

 The Diggle family farmstead. People are bringing things in from the day as MARY, 

 ANNA and ISAAK prepare an evening meal, although ISAAK seems more 

 interested in playing with his knife than using it. 

MARY.   

 A fine month, August, for a thick pottage. ‘Tis a bountiful season for vegetives. 

ANNA.   

 Ay, but some of them aren’t much help. 

 She throws a radish at ISAAK. 

ISAAK.   

 By Gis! 
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 He goes to throw it back as WALTER enters. 

WALTER.   

 Isaak! Take a care with the Lord’s name and more care with thy radish. One  

 feeds the soul, the other the stomach; thou wilt need both to prosper. 

ISAAK.   

 ‘Twas Anna who did… 

WALTER.   

 Peace, lad. Will I speak thee again? From sun to sun ‘twas never a cloud in the  

 welkin nor wind to help the heat. Use a large pot, Mary, and we’ll feed   

 hungerly. 

MARY.   

 The victuals are plentiful. Had I used magic for a pot without a bottom thou  

 woulds’t not be better fed. 

ISAAK.   

 Dally not with magic, mother. They say Elspeth Gillflurt, the wise woman, is thy  

 twin: if thou can’st be taken for her, thou can’st be taken for a witch. 

 MARY clips him round the ear. 

MARY.   

 Insolent boy. To speak thus to thy mother! I’ll put thy head in the pot. 
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WALTER.   

 ‘Twould be a dainty dish. They say the old King liked a sheep’s head well boiled,  

 then the flesh taken off and broiled, with butter for sauce. ‘Twas good meat,  

 though he had the head stewed in the wool. 

ANNA.   

 His son, King Charles, must have eaten well of it, for his head’s full of wool. 

 Enter KATE and THOMAS. 

MARY.   

 God bless us, ‘tis Kate! 

 MARY hugs KATE. 

KATE.   

 Good even and twenty; what joy to see us all together. 

WALTER.   

 Thomas. 

THOMAS.   

 Walter. 

WALTER.   

 ‘Tis not a common thing to see a miller and his wife make a visitation on such  

 humble folks. 

KATE.   

 Come now, father: thou art not so humble when thou hast drained a flagon. 
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 They hug and WALTER pinches the paper she’s carrying. 

WALTER.   

 What news? 

 He peers at it. 

ISAAK.   

 As if he could read. 

 Gets another cuff from his mother. 

KATE.   

 Not news but a broadsheet ballad. ‘Twas pinned up near the mill. 

ANNA.   

 What is the tale? 

KATE.   

 ‘Tis the King and his travail, sung to an old tune. 

ANNA.   

 Tell me. 

 ANNA and some others gather round to read the words while the others keep time 

 and join in with the chorus. 

Let rogues and cheats prognosticate 

Concerning king's or kingdom's fate. 

I think myself to be as wise 
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As he that gazeth on the skies. 

My sight goes beyond 

The depth of a pond 

Or rivers in the greatest rain, 

Whereby I can tell 

That all will be well 

When the King enjoys his own again. 

Whereby I can tell 

That all will be well 

When the King enjoys his own again 

ISAAK has an idea and he and ANNA improvise a puppet GORING, a cabbage for the 

head. ISAAK improvises the following as he and his sisters manipulate the puppet.   

I’m Goring and I’ve shut the gate 

And the people I will agitate. 

Though I am for the King’s intent 

The Navy’s under Parliament. 

You all do abhor 

The thought of a war 

But I care not for your fear or pain. 

I will save King Charles’s life, 
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And then dally with his wife 

And I will enjoy myself again.   

I will save King Charles’s life, 

And then dally with his wife 

And I will enjoy myself again. 

 The company enjoys the joke except MARY who cuffs her son again for being rude. 

WALTER.   

 It is an honour to entertain you, Colonel, but since you do grace yourself on us,  

 I would trouble you with a question. 

PUPPET GORING.  

 Have at me; I am in a questionable shape. 

WALTER.   

 You are for the King, yet the Navy are sided with Parliament. How will you protect 

 the town from the thump of their cannon? 

PUPPET GORING.  

 I’ll trifle this matter: the wall shall extend into the Solent, encompass ships and  

 all and back again. Once curtained within, the Navy must be for the King! 

MARY.   

 Walls on the sea? You’ll tell us next of castles in the Solent. 

PUPPET GORING.  

 Hast thou more questions, Old Mother Diggle? 
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MARY.   

 Old Mother? 

WALTER.   

 Have a care, Mary, ‘tis the Governor. 

MARY.   

 Governor or not, I’ll smite his noddle with a rolling pin. 

PUPPET GORING.  

 Then thou shouldst make of it a broth, for my noddle is a cabbage. 

WALTER.   

 He speaks the truth.  

MARY.   

 I have a question: you have shut the gate before the walls are complete. ‘Twas  

 not hasty? 

PUPPET GORING.  

 As I did promise yesterday and the yesternight to that, the works will be complete 

 tomorrow.   

MARY.   

 You say as much today? 

PUPPET GORING.  

 And will tomorrow. 



109 
 

THOMAS.   

 The mill and farms stand beyond the town’s girdle: have you victuals to   

 withstand assault?  

PUPPET GORING.  

 If there be one thing more plenteous than saylers in the town, ‘tis whores; if there  

 be one more plentiful than whores, ‘tis rats: when victuals are none, we’ll beg the  

 whores to roast the rats for the saylers. 

 MARY tries to cuff the puppet, but ISAAK avoids her and starts up the last verse of 

 the song again. Everyone joins in. YONG enters and grabs ANNA to talk to her, the 

 song petering out as the others notice him. 

ANNA.   

 Henry? 

YONG.   

 They come to take your cattle and your victuals. 

WALTER.  

 Who comes, lad? 

YONG.   

 The soldiers from the garrison. Goring orders all farms to give up their food for  

 the town.  

MARY.  

 Never. 
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YONG.   

 They are at heels with me. 

ANNA.   

 Then for your warning, you are at peril. 

 SOLDIERS 1 and 2 appear and ANNA helps YONG to hide. The crowd goes 

 quiet as the soldiers take in their surroundings. 

SOLDIER 1.  

 You women here, gather up the food. Tumbrels wait without. 

WALTER.   

 This is unworthy dealing of the Governor. 

 SOLDIER 2 grabs WALTER. 

SOLDIER 2.  

 Hold thy peace, old man.  

SOLDIER 1.  

 You men are the drovers: take your cattle to the town. 

 The men resist but SOLDIER 2 indicates he might harm WALTER and they 

 acquiesce. The men exit as the women gather up all other food and exit too. ANNA 

 and YONG emerge. 

ANNA.   

 Are we to starve? 
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YONG.   

 Every farm, every home. Goring sees such swarms amassing on the hill and settles 

 in for a siege. 

ANNA.  

 Parliament is on the hill? 

YONG.   

 Ay. 

ANNA.    

 The King’s flag over the town, Parliament on Ports Downe Hill and we wait   

 betwixt. The soldiers: make haste!  

YONG.   

 This was not the meeting I intended. 

ANNA.   

 Go. Go!  

 YONG exits. 

 

4 Chorus 

OGLANDER.   

 And so it was that Goring’s cavaliers  

 Pillaged from th’inhabitants of Portsey 

 More than a thousand sheep, and other cattle, 

 Their corn, their meal, their butter and their cheese, 



112 
 

 And left them not a single piece of bread. 

 As well as food, the Colonel wanted men: 

 Three hundred had he to defend the town 

 And some of those by force were made to serve.  

 I blush to say, some soldiers fed their lusts, 

 Making vantage of such troublous times 

 To take their pleasures anywhere they pleased. 

 The King, who would have wept had he but known, 

 Meantime delighted in the declaration: 

 To have the fort at Portsmouth held for him 

 Gave no small reputation to his cause. 

 With promised men and horses, Goring paused 

 Awaiting help from Hampshire and Southampton, 

 From Somerset and Sussex. Parliament, 

 Astonished by the guileful Goring’s ruse, 

 Sent Sir William Waller with an army 

 To block all passages onto the isle 

 And cut off Goring from the promised succour. 

 Which side would win the day and which would yield? 

 From Ports Downe Hill we can survey the field. 

 

4.1 

 Ports Downe Hill. WALLER is looking down on Portsey Ilande and checking 

 landmarks against a map. Enter HURRY. 

HURRY.   

 Good morrow, to you, Colonel Waller. 
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WALLER.   

 Colonel Hurry. You have parlied with your fellow Scots? 

HURRY.  

 Ay, and for vigour and brawn there’s no better crew: they’re lusty enough for this 

 sobby and waterish islande. 

WALLER.   

 Out of doubt, but where can be their billet? What house will hold these irregulous 

 devils? 

HURRY.   

 They ride out soon to find such a one. 

WALLER.   

 Not towards Southwick? 

HURRY.  

 No, your head-quarters is safe. Draytonfarme and Farlington are not.  

 Follows WALLER’S gaze.  

 What of the island of Portsey? ‘Tis hard to believe the cornfields harbour a snake. 

WALLER.  

 Forsooth, ‘tis more farm than fortress; some small strength lies within the castle and 

 the garrison town but a longinquity of distance, marked by farm and marsh, 

 stretches betwixt the two.  
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HURRY.   

 No greater distance than their cannon’s reach. 

WALLER.  

 True, and we must fright the beastly Goring from his den with small losses to 

 ourselves. 

HURRY.   

 We have the men. 

WALLER.   

 But they are not an army. If this is but the start of further wars, an army   

 compounded of these men will never go through with the service, and till we  

 have an army merely our own that we may command, it is in a manner   

 impossible to do anything of importance.  

HURRY.  

 An army like your regiment of horse, perchance? 

WALLER.  

 They are instructed of every truth I owe and made a model regiment, contrary to the 

 King’s commanders so debased by drinking, whoring and swearing that no man 

 could expect God’s blessing on their actions. Our men must keep decorum when 

 we take Portsey; we need the people’s help and they ours if reports are true.  

HURRY.  

 Our men could be persuaded of decorum by sudden supply of pay and equipage; if 
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 Parliament will not empty its store of muskets and its treasury of pay, Ports Downe 

 will be as rough and dangerful as Portsey. 

WALLER.  

 The sands are running low if we’re to keep advantage: Goring too waits on support 

 and his number may overmatch us yet.  

HURRY.  

 And the Isle of Wight?  

WALLER.  

 Goring will have no more succour from across the Solent: our ships arrive soon to 

 bring onslaught from the sea-side. We must cross Ports Bridge: ‘tis small but I would 

 not guess the men nor ordnance waiting there; give us the arms and munition and 

 we can hazard the attempt. 

HURRY.  

 And so six hundred men must wait and watch. 

WALLER.  

 And watch they must: Goring’s lackeys seek to enter the town with confederate 

 messages. 

HURRY.  

 There’s many a-place to conceal a letter.  
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WALLER.  

 Then all must be searched. 

 They survey the field. 

 I have a billet for your Scotsmen. 

HURRY.  

 Ay? 

WALLER.  

 There’s a Rector in Havant – a pestilent Royalist who sent a horse to fight for the 

 King; what more worthy penance can he make but to serve our skittish Scotsmen 

 with food and lodgings? The Rector’s conscience might be cleared. 

HURRY.  

 And so might his Rectory. I’ll tell the lads. 

 Exit. 

 

4.2 

 Portsbridge Fort. Two ROYALIST SOLDIERS are huddled either side of a window 

 looking north. Every now and then, one snatches a look and then ducks back. Noise 

 of axes against wood and occasional shot. A small cannon lies abandoned nearby. 

OGLANDER.   

 Upon the tyding waters of the creek 
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 Flowing ‘twixt the mainland and Portsey, 

 Ports Bridge was guarded with a barricade 

 And fort far from the succour of the town:   

 A lonely bulwark ‘gainst the Parliament.  

 Four guns were mounted, then some twenty men 

 But, seeing that the hill swelled up with troops 

 And chary of the loss of ordnance,  

 Goring emptied Ports Bridge of all things 

 And left a band of men who were but few, 

 Commanding them to play the part of many. 

 When, lastly, Waller’s men had their munition 

 They set abroad to settle their commission.  

 He turns and becomes ROYALIST 3. 

ROYALIST 1.  

 Thou did’st find them? 

ROYALIST 3.   

 They’ve taken their heels. 

ROYALIST 2.   

 Those lily-livered dunghills. 
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ROYALIST 1.   

 Then we are three. 

ROYALIST 2.   

 Three against how many? 

 ROYALIST 1 peeks out and immediately ducks as a bullet comes his way. 

ROYALIST 3.   

 Let us return fire – use all windows, they might think us fifteen men. 

ROYALIST 2.   

 If one is shot? 

ROYALIST 3.   

 Ten men. 

 Further axe-blows and gunfire. 

ROYALIST 1.   

 The last gun is mended?  

ROYALIST 2.   

 Ay, but all ordnance and munition went to the town. 

 Crashing and cracking – the barricade is down. ROYALIST 1 looks out. 

ROYALIST 1.   

 The barricade is breached.  
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ROYALIST 2.  

 We must shift.   

 They move to leave. 

ROYALIST 1.   

 We cannot leave the gun. 

ROYALIST 2.   

 ‘Twill slow us down. Once caught, we are dead. 

ROYALIST 1.   

 If we leave the gun, Goring will kill us. 

 Reluctantly, they lift the gun between them and stumble out. PARLIAMENTARIAN 1, 

 2 and 3 arrive and check the coast is clear. WALLER and HURRY arrive. 

PARLIAMENTARIAN 2.   

 They are gone, Colonel. 

WALLER.   

 ‘Tis meet, we want no bloodshed.  

HURRY.   

 That hope is dashed unless Goring surrenders the town. 

WALLER.   

 We may win his surrender by show of force if, in that show, he spies his  

 decease. 
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HURRY.   

 I hold that an uncertainty: the braveness of his exploits in the Low Countries 

 disclose a man who would be a monument, his martyred legend cut into the  

 stone for the multitude to do their obsequies. 

WALLER.   

 Since that, a wound hath left him lame, his halting gait remembrancing 

 mortality: that wound may give him pause for peace. Let’s to the roof and view the 

 island: from this proximity we may descry the traps concealed in the golden corn. 

 WALLER exits. 

HURRY.    

 Sentinel the bridge and dispute with all who would cross into Portsey. 

 HURRY exits. The SOLDIERS relax. 

PARLIAMENTARIAN 1.   

 Well, sit we down a while. As they are on the roof, we may take the floor. 

PARLIAMENTARIAN 2.   

 That was some labour.  

PARLIAMENTARIAN 3.  

 ‘Tis of great moment, taking the bridge. We’ll have the garrison town environed in a 

 few turns of the glass. 
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 Enter ELSPETH, LIZZIE and MARTHA from the bridge, chased by 

 PARLIAMENTARIAN 4. ELSPETH carries a baby. The other SOLDIERS stand and 

 block their way. 

PARLIAMENTARIAN 4.  

 Stay, will you?  

ELSPETH.  

 God rest us, there’s more.  

PARLIAMENTARIAN 1.  

 Stand. Unfold yourselves. 

 He looks suspiciously at the baby. 

ELSPETH.  

 Unfold? Unfold? Are we nought but a pile of rags to thee that we should unfold 

 ourselves? 

PARLIAMENTARIAN 1.  

 Thou hast a pile of clouts in thy arms. 

LIZZIE.  

 You are not garrison men. 

PARLIAMENTARIAN 2.  

 We are for the Parliament. 
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MARTHA.  

 We take our leave from cavaliers and come home to roundheads: sure, the world is 

 upside down. 

ELSPETH.  

 Whatsoever you are, let us trudge. This sickly babe needs its dam. 

PARLIAMENTARIAN 3.  

 Sickly? Why take it from her who bore it? 

LIZZIE.  

 To find a remedy. 

MARTHA.  

 ‘Tis the gift of a wise woman. 

PARLIAMENTARIAN 4.  

 You are wise women? 

 The soldiers become wary. 

MARTHA.  

 Ay, dost thou ail? 

LIZZIE.  

 A fever? 

ELSPETH.  

 Past cure, by his colour. 
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PARLIAMENTARIAN 1.  

 Divulge your names. 

ELSPETH.  

 Elspeth Gillflurt. 

LIZZIE.  

 Lizzie Dab. 

MARTHA.  

 Martha Fox. 

ELSPETH.  

 Now we must be gone. 

PARLIAMENTARIAN 1.  

 Prithee, let me see thy baby.  

LIZZIE.  

 Take care, ‘tis a foul infection. 

PARLIAMENTARIAN 1.  

 Go to: you are cogging women who do cozen us. 

ELSPETH.  

 May that very thought wither out thy vitals. 

PARLIAMENTARIAN 4.  

 Thou art witched! 
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LIZZIE.  

 Slanderous rogue. 

MARTHA.  

 Wise women are not witches. 

PARLIAMENTARIAN 2.  

 Nay, they are mountebanks, robbing poor people of their wit and their money.  

PARLIAMENTARIAN 1.  

 The baby. 

ELSPETH.  

 Herbs and flowers be our enchantments. Bishopwort and cropleek. 

 The women begin to move in a routine designed to help them escape. 

LIZZIE.  

 Feverwort. 

MARTHA.  

 Picked at sunrise, facing to the south for potency. 

ELSPETH.  

 A bag of buttercups round thy neck would cure thy infirmity. 

LIZZIE.  

 Why, that’s for a madcap! 
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MARTHA.  

 Or shall I rub goose droppings in thy pate? 

ELSPETH.  

 Bladderwort, lungwort. 

LIZZIE.  

 Mushrumps for your ears. 

MARTHA.  

 Eyebright for your eyn. 

ELSPETH.  

 Pilewort, its roots the perfect image of the malady. 

LIZZIE.  

 Ballokwort. 

MARTHA.  

 You can give guess to that one. 

PARLIAMENTARIAN 1.  

 Hold them! 

 The other three hold one woman each. PARLIAMENTARIAN 1 takes the baby from 

 ELSPETH. It is just rags and, in the head, he finds two letters. 
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PARLIAMENTARIAN 1.  

 Letters. 

 Enter WALLER and HURRY. 

WALLER.  

 What’s this? 

PARLIAMENTARIAN 1.  

 Letters, Colonel. Conveyed in a manikin.   

 WALLER takes them and reads.  

WALLER.  

 Loose them.  

PARLIAMENTARIAN 1.  

 Colonel? 

WALLER.  

 Three men fly south with a small cannon. Bring it from them.  

 The four soldiers exit. HURRY blocks the women’s retreat.  

 This from Chichester: did you read it? 

ELSPETH.  

 Can’t read, your worship. ‘Tis why they send us. 

WALLER.  

 Your reward for bringing them? 
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ELSPETH.  

 Victuals if we reached the town. 

 WALLER keeps the Chichester letter and gives her back the other. 

WALLER.  

 The substance of this one is naught. Get your victuals. 

ELSPETH.  

 You men kill while we heal: if war lays waste to the land, there will be no herbs. 

 The wise women exit. 

WALLER.  

 Come, let’s ope the bridge: Portsey is invaded. 

 Exit. 

 

4.3 

 Inside the Town. Gunshot and cries of ‘Quickly’, ‘Shift yourselves’ and the like. The 

 three ROYALISTS carrying the cannon arrive exhausted and place it down as 

 GORING appears. 

GORING.   

 Not there: to the battlements and have it readied.  

 They exit with the cannon. More alarms and shouts of ‘Shut the gates’ as the 

 SCOTTISH SOLDIER runs in, sword in hand, to face GORING. BIGGES and YONG 
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 arrive from the gate and WENTWORTH from within, but GORING raises a pistol and 

 gestures he will take care of this himself.  

WENTWORTH.   

 He comes alone? 

BIGGES.   

 Ay, sir. He ran like Mars’ minion but chased himself into a trap. 

SCOTTISH SOLDIER. 

 Who art thou? 

GORING.   

 Colonel Goring, Governor of the King’s Town of Portsmouth. 

SCOTTISH SOLDIER.   

 I have no pistol, Governor. 

GORING.   

 Thou wilt not relent? 

SCOTTISH SOLDIER.   

 I will not. 

 GORING hands his pistol to WENTWORTH and draws his sword.  

 When thou art dead, I’ll have free passage with the cannon? 

WENTWORTH.   

 Be hanged, villain. Thou can’st not bargain. 
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GORING.   

 Peace, Wentworth. Ay, my friend: thou wilt be well-deserving if thou dost   

 murder me. 

 The SCOTTISH SOLDIER fights bravely but GORING wounds him and wins. 

 BIGGES and YONG hold the SCOTTISH SOLDIER. 

SCOTTISH SOLDIER. 

 I would pray before the fatal blow. 

GORING.   

 Thou need’st not chase the cannon to hell. I would speak with thee and stay thy  

 execution. What says Parliament of me in the camp upon the hill?  

SCOTTISH SOLDIER.    

 Truly, sir, they speak very well of you, assuring themselves that you will prove  

 one of the best friends they have.  

GORING.   

 How I? The Devil will sooner be their friend. But pray tell me what is their   

 meaning by it?  

SCOTTISH SOLDIER.   

 Truly, sir, the Parliament is confident that, through your looseness and   

 debasement, which your army will imitate, you will make our enemies   

 become our friends.  

 GORING stares for a few moments then breaks into a laugh.  
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GORING.   

 A brave defiance to be at blows with me and, in defeat, so malapert. Bring him  

 to the chirurgeon and have the knave’s wounds attended. We may hostage him. 

 YONG exits with the SCOTTISH SOLDIER. BIGGES exits to the gate. 

WENTWORTH.   

 It is well to recruit our enemies: our own men slip away by night. 

GORING.   

 What, more? 

WENTWORTH.   

 Three yesternight. 

GORING.   

 They are but coward spirits; by their parture, 

 We flourish like the rose, its old twigs pruned 

 To bring new life and colour to the flower. 

WENTWORTH.   

 But prudent gardeners must we be in pruning, 

 Lest flowers too are lost: a single rose 

 May sometimes win a heart but not a war. 

GORING.   

 A war of roses: the theme is punctual. 
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 BIGGES returns with the FARMER and YONG from the opposite direction. 

 More Scotsmen, Bigges? 

BIGGES.  

 Nay, Colonel, but a farmer. 

GORING.   

 Thou hast brought victuals? 

FARMER.   

 Ay, sir: butter. 

GORING.   

 Then we are rich twice over. 

FARMER. 

 Twice, sir? 

GORING.   

 We have thy butter for sauces and thy strength for our garrison. 

FARMER. 

 How now? 

GORING.   

 Take the novice and give him a musket for his shovel. 

 BIGGES and YONG march him off.  
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FARMER. 

 But I haven’t brought my shovel… 

 THOMAS, KATE and ANNA enter with flour. 

WENTWORTH.   

 Rubbing against the butter comes the flour: we shall have pastry. 

THOMAS.   

 Sir, the storekeeper is here? 

WENTWORTH (calls). 

 Bigges! 

GORING.   

 More soldiery. 

THOMAS.   

 How say you, Colonel? 

GORING.   

 A reward for thy good offices: the honour to fight for the King. 

KATE.   

 How now? 

THOMAS.   

 Peace, Kate. 
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WENTWORTH.   

 Less hasty, George: there are many goats tethered ‘neath the walls for butter, but 

 only one mill for flour. 

GORING.   

 ‘Tis true; he shall have no musket but keep the mill: “it were better for him that  

 a milstone were hanged about his necke, and that hee were drowned in the  

 depth of the Sea”. 

THOMAS.   

 Better I be drowned? 

 GORING sweeps out followed by WENTWORTH. 

KATE.   

 The Colonel dallies with words while war approaches. 

 Enter BIGGES and YONG. 

BIGGES.   

 Why, ‘tis the Beards and young Anna. 

THOMAS.   

 We bring the flour. 

BIGGES.   

 Help me to the store. 
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 He takes ANNA’S sack and he, KATE and THOMAS exit with the flour, leaving 

 YONG and ANNA alone. 

YONG.   

 Hast thou food enough, Anna? For all at the farm? 

ANNA.   

 The little that is left keeps us and Thomas gives us flour from the mill. How  

 long this siege will last answers how long a fast we must make.  

YONG.   

 With stealth, I could bring thee victuals from the store; Bigges would help. 

ANNA.   

 No, that may danger thee.  

YONG.   

 I have this. 

 He gives her a small band of woven thread. 

ANNA.   

 An inkle? I have many such. 

YONG.   

 I wove it for thee. 

ANNA.   

 Thou hast made this? 
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YONG.   

 Ay.  

ANNA.   

 Am I to wear it? 

YONG.   

 No, it is for letters. 

ANNA.   

 What letters? 

YONG.   

 The letters I shall write thee: fasten them and keep them safe. 

 She hugs him and exits. ELSPETH enters and gives her letter to YONG who exits 

 with it. GORING appears on the battlements with a joint of meat and a glass of wine 

 which he continues to consume during the discussion. 

ELSPETH.   

 Colonel Goring? I would speak with you, Colonel. 

GORING.   

 You have more letters, woman? 

ELSPETH.  

 But one. Your man brings it. You must see our posture is hopeless. The barricade at 

 Ports Bridge is breached.  



136 
 

GORING.   

 No matter: we have the town and Southsea Castle, and the Henrietta Maria  

 guards the coast. 

ELSPETH.   

 The odds of multitude are too great. Each day more soldiers make their scapes, 

 utterly disliking your cause and usage of the inhabitants of Portsey Islande.  

 Enter WENTWORTH. 

WENTWORTH.   

 Grave news: the quarters of wheat from Fareham are taken by the Gosport   

 watch. 

GORING.  

 Gosport? By cock and Pie: those lumbering lobcocks? Those bastard bumpkins. To 

 the guns. I’ll bombard that desolate shade of country till they give up our wheat. 

 He exits. 

ELSPETH.   

 But the women and children. 

 WENTWORTH looks at her and runs off after GORING. 

 

4.4 

 Outside the gates of the town. ROYALIST 1 stands sentry on the battlements. 
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OGLANDER.   

 Much pleading for the lives of Gosport folk 

 Assuaged the Colonel, yet he’d come to rue 

 This magnanimity, for direful thunder  

 Soon would rage from thence - but that’s to come. 

 First, hoping to avoid a bloody war, 

 The Hill would crave a parley with the Town,  

 And Waller’s trumpeter arrived to sound 

 The melody of truce… 

 The TRUMPETER appears and sounds his parley. ROYALIST 1 shoots at him and 

 he hits the ground. 

     Then took the ground. 

 OGLANDER exits. 

TRUMPETER.  

 Oi. That was parley. 

ROYALIST 1.   

 What say you? 

TRUMPETER.  

 Parley. My Colonel would speak with the Governor. Art thou so ignorant?  
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ROYALIST 1.   

 I was the rat-catcher four days ago.  

TRUMPETER.  

 How could my trumpet do thee harm?  

ROYALIST 1.  

 If thou would’st hear it, thou would’st know. I’ll take thy message. 

 Exits. PARLIAMENTARIAN 1 puts his head round the corner and the TRUMPETER 

 signals to him to get WALLER and HURRY. They appear with PARLIAMENTARIAN 

 1 and 2 just as GORING and WENTWORTH appear on the battlements with 

 ROYALIST 1. 

GORING.   

 God save you, Colonel Waller. How is it 

 That Andover can spare its fine M.P.? 

 I’m not deserving of your worthy presence. 

WALLER.   

 Cast off this ill-beseeming modesty and we may know the reason: your   

 declaration for the King. Wentworth. 

WENTWORTH.   

 Waller. 

WALLER.   

 You know John Hurry? 
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GORING.   

 I know the man but cannot veil surprise: 

 A Scottish Covenanter takes your side 

 When in the Scottish wars he, as our foe, 

 Did seem most lawless and a resolute? 

HURRY.  

 Your King sought to impose his bishops on our Kirk – defeat in two wars made him 

 relent. Now he taunts his own Parliament it is meet I fight him again. 

GORING.   

 A braw speech. I hear myself in it. You come to parley? Say you, on what terms? 

WALLER.   

 Being in presence here is the testimony of an army which cannot be withstood.  

 Ports Bridge and the island are ours, our Navy cuts you off by sea, and our   

 troops land in the east. Our terms are those of your surrender which we would  

 resolve without bloodshed. 

 GORING nods to ROYALIST 1 who throws down a sword and hat at WALLER’S 

 feet. 

GORING.   

 These trinkets took we from your poor, green boys, 

 Whose fail in your request to take our cattle 

 From grazing gently ‘neath the bastion, 
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 Is present instance that you overmeasure 

 The zeal and expedition of your men. 

 I have this town with guns and with munition; 

 I have the Castle with its thickened walls; 

 A ship named for the Queen is in the port 

 And soon King Charles will, with a mighty force –   

 He waves a letter. 

 Twelve thousand foot, three thousand dragoneers - 

 Descend the island, put your troops to flight, 

 And take the Town of Portsmouth for his own. 

WALLER.   

 The nearness of the King’s army is not rumoured, Colonel, yet each day our  

 force grows. Your soldiers make away each night and we have holp men and  

 women – nay cattle, too – retreat to Halinge Islande where viands and safety  

 are their comfort. Your intent to draw us off with allies from Chichester came to  

 naught, for we intercepted a letter. A few turns of the glass and you will yield.  

 But know that if you try our patience, we will hasten the end. 

GORING.   

 This overweening talk I meet with naught, 

 And make an end of this wretched parley. 

 WALLER and his men exit. WENTWORTH looks across the water. 
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WENTWORTH.   

 There is much digging with pick-axes and driving of carts on the Gosport side:  

 perchance they frame some works to make a fort? 

GORING.   

 Perchance they build stocks – they want for them with the surfeit of fools there.  

 Let fly our ordnance this night: whatsoever they build shall be sticks by the   

 morrow. 

 Exit. 

 

4.5 

 The gates of the town. ROYALIST 1 stands sentry on the battlements. The 

 PARLIAMENTARIAN TRUMPETER appears below and shows his trumpet to 

 ROYALIST 1. All seems well, so he sounds his parley. Halfway through, the 

 SCOTTISH SOLDIER runs in, takes ROYALIST 1’s pistol and fires – the 

 TRUMPETER falls.  

ROYALIST 1.   

 Thou hast shot him.  

 He takes his pistol back. 

SCOTTISH SOLDIER.   

 He is not shotten. The aim was high. 

ROYALIST 1.   

 He sounded a parley. 



142 
 

SCOTTISH SOLDIER.   

 If that was a parley, ‘twas in parlous health.  

 The TRUMPETER gets slowly to his feet.  

 See: he lives. 

TRUMPETER.   

 Wilt thou cease from shooting? 

SCOTTISH SOLDIER.   

 Wilt thou cease from caterwauling? 

TRUMPETER.   

 Did’st thou not fight with us on the side of Parliament? 

SCOTTISH SOLDIER.  

 Ay, and would do so still were it not for present capture. But if a man goes a 

 caterwauling as thou dost, I am no longer partial. Thou didst most cruelly interrupt 

 my breakfast. 

TRUMPETER.  

 I bring a brace of bucks that Colonel Waller sends in anticipation of further parley. 

 They lie yonder. Now I take my trumpet and my heels. 

 He exits. 

SCOTTISH SOLDIER. 

 Venison is good meat. 
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ROYALIST 1. 

 ‘Tis for Goring’s table, not thine. 

SCOTTISH SOLDIER.  

 He’ll need help in the eating: I’ve seen as many gentlemen go over the walls as 

 common soldiers. I’ll bring the bucks within. 

 He exits, appearing below and exiting in the direction of the bucks. GORING 

 appears on the battlements, stretching and yawning, and watches him. 

GORING.   

 Hast thou rid the town of the Scotsman? 

ROYALIST 1. 

 Waller sends a brace of bucks, sir: the Scotsman goes to fetch them. You think  

 he scapes? 

GORING.   

 Nay, methinks we feed him too well; indeed, we are more diminished by his  

 eating with us than shooting at us. Thou say’st Waller sends bucks? It signs  

 excellent well, does it not? He means to curry with us, to flatter where once he  

 rebuked. Peradventure he hath heard some report of the King’s progress south  

 and feels his presupposed victory slip from him. 

 WENTWORTH enters.   

 Good news, Wentworth: Waller sees at last the advantage of our state. In   

 our unassailable fortress we shall feast on venison and make merry. 
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 Distant thunder of cannon, the close destruction of masonry and cries which 

 continue sporadically throughout the scene. All look about. 

 I’th’name of God. Cannon. From whence? 

 The SCOTTISH SOLDIER reappears and runs back inside. 

WENTWORTH.   

 Not from Portsey. The Gosport platform! Despite of our ordnance night and  

 day, they must have finished the work.  

GORING.    

 Those niddicocks? And you had me spare them. Return fire! Return fire! 

 GORING, WENTWORTH and ROYALIST 1 exit. KATE comes running in, frightened 

 and dishevelled, closely followed by THOMAS who catches and holds her.  

THOMAS.   

 Quiet now, Kate. Quiet. We live. We live. 

KATE.   

 But the mill. All is lost. Goring hath done this to us. 

THOMAS.   

 Peace, Kate. ‘Tis not as bad as that. 

 BIGGES and YONG enter from opposite directions and see each other. 

BIGGES.   

 Yong! They need help at the Town Mount. Shift, lad. 

 



145 
 

 YONG exits. BIGGES goes to follow then sees KATE and THOMAS. 

 Thomas?  

KATE.   

 The mill is hit. 

THOMAS.   

 If we had not risen early, we had been killed, for a cannon bullet took away one  

 part of the bed. 

 Noise of Portsmouth cannon adds to the soundscape. A big explosion. GORING 

 runs in below. 

GORING.   

 The cattle must be kept to the east bastion. 

 BIGGES exits to see to it. WENTWORTH appears above. 

WENTWORTH.   

 They have shot through the tower of St Thomas’s and brake one of the bells.  

GORING.   

 They aim too well. What more? 

WENTWORTH.   

 They’ve made some holes into the tops of houses but killed not any body. 

 Another hit.  
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GORING.   

 Where that? 

WENTWORTH.   

 Near the Town Mount. 

 WENTWORTH exits. 

GORING.   

 Why the church? 

 GORING exits. 

KATE.   

 He notes that feelingly: can it be this man is pious? 

THOMAS.   

 He notes the church for the top thereof is the watch-tower, whereby they do  

 espy all that comes by Sea and by Land; and the bell was our alarum. 

KATE.   

 Then why did it not sound? 

 ROYALIST SOLDIERS rush by on their way into the town. BIGGES enters. 

BIGGES.   

 The cattle are safe; if we live, we shall eat. 

KATE.   

 The garrison may: the farmers starve. 
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 Cannon fire. CHALLONER arrives with some men as GORING enters above. 

CHALLONER.   

 Whence comes this cannonade? 

GORING.   

 Gosport. You should have kept to the castle. 

CHALLONER.   

 We come for provisions. 

 Cannon.      

GORING.   

 The biscuits may be broken. Come - we need all hands. 

 CHALLONER and his men enter as WENTWORTH appears above. 

WENTWORTH.   

 We have wounded men: the Frenchman’s lost his leg above the knee. 

GORING.   

 It will improve his dancing. 

WENTWORTH.   

 A soldier is hit and may not live. They bring him out for safety. 

 A SOLDIER enters carrying YONG over his shoulder. BIGGES beckons to him and 

 the SOLDIER lays YONG down. BIGGES goes to him and THOMAS and KATE 

 stand near. 



148 
 

BIGGES.   

 Yong? Henry, lad? His breath is but a whisper. Henry? What befell thee,   

 lad? Hear thy friend’s warm words and fill thy lungs with breath to answer him.  

 Come now, awake. There’s work to be done.  

 Pulls a pamphlet from YONG’s belt.  

 Thou hast not read this yet. Shall I read? I cannot read.  

 KATE takes the pamphlet and begins to read. GORING and WENTWORTH exit. 

KATE.   

 The cause of our Massacring one the other is not well understood; Reason in  

 all men is not alike; shall we butcher each other because each have not like  

 understanding? O God forbid. Misdoings, not misunderstandings, are just   

 causes of punishment, and then surely not of War… 

BIGGES.   

 Thou can’st cease reading. 

 He stands and the three look down at the corpse. 

KATE.   

 Poor Henry.  

THOMAS.   

 Poor Anna. 

KATE.   

 Ay me, this sorrow must I live again when to my sister I relate her tale of loss. 
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BIGGES.   

 I cannot read, yet words are gameful things 

 And, when he read, I made a jest of all; 

 But this last sentence robs me of my mirth. 

 ‘His bones were young, just as his name,’ quoth I, 

 Not knowing when I jested with that name 

 That soon its truth would be a truth for aye. 

 ‘Twas me that sent him through the gate to help, 

 And now he’s passed a gate that opes but once. 

 A moment. Between them, they lift YONG and exit. 

 

4.6 

Southsea Castle: the battlements and below. 

OGLANDER.   

 At August’s bloody end, the Parliament 

 Laid battery to Goring who, in truth, 

 Gave answer with as many cannon bullets, 

 And so the Town and Castle held their state; 

 But as the Royalist forces daily dwindled, 

 The roundhead army grew apace until 
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 Their weight of numbers made the argument. 

 One night, as Southsea Castle took its rest, 

 Some men arrived at Parliament’s behest. 

 He becomes PARLIAMENTARIAN 3. PARLIAMENTARIAN 1 and 2 creep on to join 

 him.   

PARLIAMENTARIAN 1.   

 The scaling ladders are in place? 

PARLIAMENTARIAN 2.   

 Ay, sir. You’ve but to give the word. 

PARLIAMENTARIAN 1.   

 Wait my signal. 

 PARLIAMENTARIAN 2 and 3 retreat to opposite sides of the stage to await 

 PARLIAMENTARIAN 1’s signal. He is about to give it when singing is heard. 

 PARLIAMENTARIAN 1 signals to wait. 

CHALLONER (singing off). 

 Though Strafford’s beheaded, 

 Should any Repyne, 

 Thers others may come 

 To the blocke besides he! 

 Keepe thy head on thy Shoulders 

 I will keepe mine; 
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 For what is all this to thee or to mee? 

 Then merrily and cherrily 

 Lets drink off our Beere, 

 Let who as will run for it 

 Wee will stay heere. 

 CHALLONER, drunk, appears on the battlements and continues with his song. He 

 looks down and sees PARLIAMENTARIAN 1. 

 Who’s there? 

PARLIAMENTARIAN 1.   

 Captain Bushell, sir. 

CHALLONER.  

 Good-e’en, good fellow. I am Captain Challoner. Two captains: one looks down from 

 his castle, the other looks up from the salt-marsh. Do ye sing, Captain? 

PARLIAMENTARIAN 1.   

 Yea, Captain, but that is not to my purpose. 

CHALLONER.  

 Then perponder upon your purpose, Captain: a purpose without song is a dull 

 companion. 

PARLIAMENTARIAN 2 and 3 step out of the shadows. 
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 You have other companions, I perceive. Have they a thirst? I have this day took 

 horse loads of provisions: bisket, meale, beer, wine.  

 Distant cannon fire followed by near impact. This continues sporadically. 

 How now? The villainous roundhead sets his cannon against us. 

PARLIAMENTARIAN 1.  

 Not roundhead, Captain: these are the King’s bullets, I’ll wager. 

 PARLIAMENTARIAN 4 runs in. 

PARLIAMENTARIAN 4.  

 We are discovered! The town fires on the bridge across the moat. 

CHALLONER. 

 The bridge?  

PARLIAMENTARIAN 1.  

 We surround the castle, Captain. Colonel Waller sends us to take it for the  

 Parliament.  

CHALLONER.  

 By the honour of my blood, that will never be, thou muddy knave. Thou villainous 

 rampallian! 

PARLIAMENTARIAN 1.  

 We are fourscore musketeers with five and thirty scaling ladders; by estimation you 

 are but twelve men. You cannot deal with us upon such advantage.  
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CHALLONER.  

 I will revolve this matter in my mind. Stay till the morrow and I will consider it. 

 He starts to exit. 

PARLIAMENTARIAN 1.  

 Yield, Captain, and save your men. 

 Another cannonball lands. 

CHALLONER.  

 Thou wilt flee from Goring’s cannon. 

PARLIAMENTARIAN 1. 

 We are sheltered on the sea-side of the castle. 

 CHALLONER stares down at him. 

 The ladders. 

 PARLIAMENTARIAN 2 and 3 exit. 

CHALLONER.   

 I demand fair quarter for my men. 

PARLIAMENTARIAN 1.   

 You shall have it.  

CHALLONER.   

 What is all this to thee or to me… 
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 PARLIAMENTARIAN 2 and 3 reappear on the battlements either side of 

 CHALLONER. 

 Bring me to my men. To PARLIAMENTARIAN 1. Climb the ladder, Captain, and we 

 shall drink of the King and Parliament’s health in sack. 

PARLIAMENTARIAN 1.   

 A most salutiferous invitation, Captain. I come at once. 

 Exit. 

 

5 Chorus 

OGLANDER.   

 Once Parliament had taken Southsea Castle, 

 They aimed the cannon squarely at the town 

 And Goring felt the blow of this new loss. 

 In Nottingham, The King, his Standard Royal 

 So keenly hoist, had kept it folded still, 

 If he had known that Goring’s surances 

 Of holding Portsmouth as a jewel of ports 

 Were weakening each day.  

 He sees ANNA enter and KATE and THOMAS from the other direction.  
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      In truth, few deaths 

 Ensued in spite of many bullets flying, 

 But that can’t consolate or solace bring 

 To those who loved the souls that now were gone. 

 KATE approaches ANNA and tells her of YONG’s death. ANNA brings out the inkle 

 YONG gave her and weeps. 

 I have, within my notebook, felt such grief: 

 With tears and not with ink I wrote those lines 

 Of my belovèd son who died so young 

 And, with him, most of my terrestrial comforts. 

 When Frances, my poor wife, of smallpox died, 

 I used my blood for ink and while it fades 

 The misery I feel is no less keen.  

 THOMAS joins KATE in consoling ANNA. They exit. 

 To Goring men were ordinance, like to 

 A sword or carbine, used to fight his cause, 

 And bring him, what? Renownedness or fame?  

 What was his goal in this we ne’er shall know 

 But with it he drew many in his course, 

 As whirlpools drag down all within their reach 
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 To languish in the mud at ocean’s deep. 

 And while he toiled to grow his reputation, 

 The town prepared for onslaught and damnation. 

 

5.1 

 Inside the town. Soldiers and townspeople sit about exhausted; some are wounded. 

 Occasional cannon fire.  

BIGGES.   

 From the castle, we may be seen perfectly; if we but stir they will know it. 

ROYALIST 1.  

 Two more left yesternight and submitted to Parliament. 

BIGGES.   

 We are so few that remain we could scarce defend a vagabond’s shoe. 

BAWD.   

 So many have scaped, my strumpets want for fleshmongers. 

WOMAN.  

 Thou should’st take them to the soldiers on the hill. 

WEAVER.  

 But they are Puritans.  
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BAWD.   

 ‘Tis good business: they pay more for discretion. 

SCOTTISH SOLDIER.   

 The siege cannot hold; your Governor must surrender. 

ROYALIST 1.  

 Stop in thy wind: thou art hostaged here. 

SCOTTISH SOLDIER.   

 We are all hostaged here, but I don’t have to fight.  

 Enter WENTWORTH. The soldiers make the effort to stand. 

WENTWORTH.   

 How now? Get to your labours.  

BIGGES.   

 We know not where to begin, sir: no one part of the town is so furnished that it  

 is possible with our small number to hold it out against assault. 

WENTWORTH.   

 Return to your guards. I will assemble parties for the works. 

BIGGES.   

 Guard or work, sir, but not both. 

WENTWORTH.   

 There are men yet. 
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ROYALIST 1.   

 All the men we could draw to fight are not above the number of threescore at  

 most, and those, gentlemen and their servants which are not used either to   

 traversing of great guns or use of muskets. 

BIGGES.   

 Three weeks have we endured the bombardment; with the castle taken, we  

 can be battered down on all sides. Bespeak the Governor, sir: what does he  

 purpose?  

 GORING enters. The townspeople stand. 

GORING.   

 I see by your sour cheeks your discontent, 

 And there in every eye the mark of sorrow 

 Tells its tale of these accursèd times: 

 The walls are almost breached, the very rooves 

 That once protected families destroyed, 

 Some few have perished, others have been lamed, 

 And those who ran away and shall be shent, 

 Defamed when these betidings are pronounced, 

 Have taken with them not just their disgrace 

 But something of your courage, and your humours, 

 Transforming warlike blood to melancholy. 
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 But you who do remain, bethink you now, 

 What particle of fire, what blazing atom 

 Begins to burn within you that you stay? 

 For stay you have and Portsmouth’s liverance 

 Shall be a tale that only we can tell 

 When Charles sits sure upon his sacred throne, 

 And honours those that holp him keep the port 

 ‘Pon which his fortunes and his hopes depend. 

 When history is written, ‘neath my name, 

 You will in leaf-gold live within the legend   

 So all may know the future of the crown 

 Began when we held Portsmouth for the King. 

 Give me your strength and valour some days more 

 Until much needed succour brings relief. 

 After a moment, BIGGES steps forward and lays his musket on the ground; slowly, 

 the others do the same. 

BIGGES.   

 If there should come assault, we will not fight a stroke. 

GORING.   

 Not fight? What’s this? Your weapons on the ground? 
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 Are you now cowarded by cannon-bullets? 

 Affrighted by some few week’s battering 

 That your strong mettle melts in shallow pools? 

 What craven hearts surround me in this town? 

 A fico for you faintlings and quake-breeches. 

 GORING takes WENTWORTH aside and pulls out a letter. 

 I felt this humour might lead to revoltment: take this letter to Southwick. Ask parley 

 there and see what terms we may broke with them if we resign the town.  

 GORING and WENTWORTH exit. 

WOMAN.  

 Fair befall you, Master Bigges, you bespoke the Governor as good as the best. 

BIGGES.   

 Forsooth, my legs did shake, but Henry’s shade was by me and we were agreed  

 this must cease. Now take we these to the store – we shall have no further need  

 of them. 

 They gather up the guns and all exit. 

 

5.2 

 Outside the town gate. A DRUMMER. TOWNSFOLK look on. OGLANDER enters. 

OGLANDER.   

 If we could ope George Goring and look in, 
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 What reason there, what matter would we find? 

 We know his actions well enough but oft 

 They seem as contradictions or as fancies 

 That take him suddenly and all men with him. 

 And now old Portsmouth’s fracted, broken walls 

 Afford no umbrage from the foe’s onslaught, 

 His spirit scapes, out-seeking other sports, 

 The town and island but a memory. 

 All that remains is plotting how his flesh 

 May follow where his spirit ventured first. 

 He calls a parley, summons Parliament, 

 Concealing one last trick ‘neath his intent. 

 The DRUMMER sounds the parley. WALLER, HURRY and PARLIAMENTARIAN 

 SOLDIERS enter on one side and GORING, WENTWORTH and ROYALIST 

 SOLDIERS on the other. 

GORING.   

 When first I shut the gates, I had good hope 

 Of men and ordnance from the King, and more, 

 But time unfolds no succour from without, 

 And this small refuge of our Royalist faith  
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 Is but a mote in Parliament’s sore eye. 

 I have made answer to your battery, 

 Out-slinging David for our meagre force 

 Has fought off ten Goliaths from your army; 

 But for the lives of my brave men I pause, 

 And would avoid more bloodshed. You’ll agree 

 The circumstance of this most noble siege 

 Demands much clement magnanimity 

 As we of terms and limits now discourse. 

 First, if you would be pleased to grant to me  

 Free pardon for the crime I have committed - 

 Betraying trusts confided in me by  

 The House of Lords and House of Commons, both –  

 I will deliver up the town. Second, 

 I would with certain expedition  

 Come to his Majesty, there to discover… 

WALLER.   

 Colonel Goring, since news of your weak posture and desire to yield up the  

 town has reached the Cavaliers, we have rumour that the great spleen and   

 malice they have took against you can by no ways be appeased, they having  

 generally resolved to be your executioner, and to cut you in pieces, and to   
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 punish you with such torments, that never any Christian as yet endured, because  

 you proved false and treacherous on both sides. 

WENTWORTH (aside to GORING).  

 ‘Tis true – I heard as much when at Southwick. 

GORING.   

 Then in good faith I change the present term: 

 If you will give me leave to go beyond 

 The seas with safety I will yield up guns 

 And powder – all the ammunition 

 Now housed within the Portsmouth magazines. 

WALLER.   

 We hear from those who have scaled the walls and ‘scaped the town that the  

 soldiers within are in a great perplexity: you have not their support. Therefore, I  

 ask you why we would make terms? Deliver up the town. 

GORING.   

 You must agree unto articles… 

WALLER.   

 I must, say you? Take back this must and give the town. 

 GORING looks at WENTWORTH. 
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GORING.   

 Let me plainly say the reason. The magazine of the town lieth in two   

 places: at the Square Tower upon the sea side are at least twelve hundred   

 barrels of gunpowder, and at the other end of the town, at this gate here, are two 

 hundred. If I set them on fire, the whole town will be utterly spoiled, and not one 

 person will be secure from destruction. 

 The TOWNSFOLK react. 

WALLER.   

 You would not do this to your garrison. 

GORING.   

 The town resigned, it is not my garrison. 

 They stare at each other. 

 Guard!  

 A GUARD appears above the gate with a lit candle. 

 Another at the Square Tower waits my signal. 

WALLER.   

 They would themselves be killed. 

GORING.   

 The trains of small powder are long enough to escape. Without my key to the  

 gate, you can do nothing. 

 WALLER draws HURRY aside. 
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WALLER.   

 What think you? Can there be so many barrels? 

HURRY.   

 His eyne do burn like coals and he plays the Mercurist and Martialist by turns; I  

 cannot fathom him.  

 WALLER turns back. 

 WALLER.   

 We will agree articles.  

 GORING signals the Guard who blows out the candle. 

 Let us exchange hostages and settle our discourse. 

 GORING gestures to WENTWORTH and another SOLDIER to go to the 

 Parliamentarians as he takes WALLER and HURRY into the town. 

 

Epilogue 

Enter OGLANDER. The TOWNSFOLK and SOLDIERS remain.  

OGLANDER.   

 Two days of discourse followed and, at last, 

 The siege of Portsmouth ended. Articles 

 For rendering up the town were all agreed. 

 For Parliament, two companies of foot  
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 And troop of horse came in to take possession. 

 The terms agreed were kind to Goring’s men 

 But when his officers rode out, they jeered 

 That they would be returned before year’s end, 

 A prophecy which never came to pass. 

 The Isle of Wight and Portsmouth through the war 

 Remained for Parliament and even I  

 Was prisoned for my Royalist allegiance. 

 ‘Twas while I was in gaol that Frances died, 

 But let me not arrest the chronicle. 

 GORING enters: dumb show of his journey. 

 George Goring won his liberty by threat 

 And left for Holland, there to serve the Queen. 

 ‘Tis said that as he sailed away from Portsmouth, 

 He held aloft his key to the Square Tower, 

 A symbol of defeat, thus vanity… 

 GORING throws the key overboard. 

 Made him to stoop and drop it in the sea. 

 The Queen, in Holland, proved untirable, 

 And did not stint in raising help for Charles. 
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 The QUEEN and OLIVIA enter. 

OLIVIA  

 My lady, I have pen and ink withal. 

QUEEN.  

 We must complete my letter to the King. 

 I have the words: “Poor Justice suffers with us. 

 We must take care to have her on our side. 

 She is a goodly army, has no fear 

 And will, with prudence, conquer all the world. 

 Though for a time she hides herself, she will  

 Emerge with greater force; she is with you, 

 And soon, with Justice striding at your side,  

 You will appear more glorious than ever.”  

OGLANDER.   

 The Queen returned to England for a time, 

 But with much hatred growing, in two years 

 She left for France. She never looked again 

 Upon her husband’s face, and tasked her mind 

 To keep his visage clear in warmth and feature 

 Lest, like the painting Van Dyck left behind,  
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 It should fade from her and be incomplete.  

 PYM enters. 

 John Pym on Justice also did expound. 

PYM.  

 The next great liberty is justice, whereby we are preserved from injuries in our 

 persons and estates; from this is derived into the commonwealth peace, and order, 

 and safety; and when this is interrupted, confusion and danger are ready to 

 overwhelm all.  

OGLANDER. 

 But danger and confusion were at hand: 

 Despite Pym’s peaceful wish the world upturned; 

 Good folk were not preserved from injury 

 For that, like Goring, many did embrace 

 Onsettings, provocations and the sword 

 When trust was lost in words or argument.   

 And what of Goring? He, with zeal, returned, 

 And fought for Charles until some malady 

 Took him abroad for climate’s healing warmth. 

 He fought in Flanders, travelled to Madrid, 

 And there, in dearth and poverty, remained, 
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 Some say decked in the habit of a friar. 

 OGLANDER turns, and we see a figure, dressed as a Dominican friar, seated and 

 dozing. 

 Good morrow, brother: some money for thy bread. 

 He holds out some coins as GORING wakes and pulls his hood down. He goes to 

 speak but coughs, eventually finding the breath to speak. 

GORING.  

 “And he that was dead sat up, and began  

 To speak”. My good friend, thanks. Some sustenance 

 Will break a fast of several days. Mine ankle… 

 He is in pain. 

OGLANDER.  

 The old wound, brother? 

GORING.      

     Dint of musket ball. 

 Once marked me as the hero; paid my way; 

 An amulet ‘gainst all who might attack. 

 But now it racks me with an ache.  

 He leans back to rest, closing his eyes. 

      No matter. 
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 Its dolorous pulsing keeps me to my prayers. 

 The strength leaves his body. OGLANDER sees GORING has died.  

OGLANDER.  

 A simple passing in a far-off land. 

 But did he seek salvation with the brothers, 

 Or simply, like himself, put on the clothes 

 That brought him food and comfort at the end? 

 As OGLANDER continues, the people of Portsey emerge and look out over the 

 landscape, tradespeople and others moving forward as they are named. 

 But that was later. Meantime, on the island, 

 The consequence of his disastrous siege 

 Was seen, inscribed on every farm and track, 

 Across the broken walls and damaged rooves, 

 And on the faces of all those who paused 

 And then, with naught but hope, began again.   

 For when the battles of great men are done, 

 Needs must we have our flour, our cloth, our tools. 

 We need the weaver with a working loom; 

 The store-keeper to mind his store with care; 

 The farmers must plough-up and sow the fields; 
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 The millers, with their heavy millstones grinding 

 Must keep us all in flour to make our bread. 

 The WEAVER, the BAWD, the DIGGLES, the BEARDS and BIGGES stare out, the 

 SOLDIERS behind them. ANNA moves through them with some meadow flowers. 

 She kneels and lays them on the ground. 

 ‘Tis not the stuff of dreams but stuff of life: 

 The stuff with which I once began my notebook 

 And never thought my household husbandry 

 Would be o’ertook on every page by war. 

 ANNA stands, still looking down. OGLANDER looks over at her. 

 So think you on fine words and heroes’ deeds - 

 How Goring led us on then fled away – 

 And how one man, in seeking high renown, 

 So nearly saw the end of Portsmouth Town. 

 End. 

 Curtain Ballad – reprise ‘When the King Enjoys his Own Again’. 
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Abstract  

In recycling the obsolete term Pastorical, this practice research submission comprises an 

original five-act play, Besieged, and an exegesis exploring the impact of pastiche historical 

dialogue on an audience. Besieged is a play about events in Portsmouth in 1642 at the 

beginning of the English Civil War. Responding to the provocation from some authors and 

critics that pastiche is a pejorative term to describe an empty and inert practice, the 

production of the play explores whether pastiche historical dialogue can elicit politically 

reflective and affective responses. The process of drafting, workshopping and rehearsing 

the play was designed to generate feedback to enable redrafting in consideration of the 

impact of the pastiche.  

 Chapter One begins by using Robin Nelson’s theories of practice research to 

develop a model for the project. The status of pastiche is then explored, including Richard 

Dyer’s assertions that it is compatible with affect, and a development of Brecht’s 

Verfremdungseffekt is posited. Reception theory is also considered in relation to cognitive 

studies and playwrights’ assumptions. Chapter Two eavesdrops on the language of 16th 

and 17th century drama and the development of genre in relation to the use of pastiche. 

Chapter Three chronicles the method used to create Besieged, involving research of the 

blank verse and prose of English drama in that period, the historical research of the play, 

and the resources available to enable the pasticheur to assimilate the style. Chapter Four 

analyses the feedback cycle with examples of the development of the dialogue, and Chapter 

Five analyses the full range of audience feedback. Chapter Six explores the rhythm and 

metre of English Renaissance Drama to establish further techniques to improve the writing. 

The Conclusion makes the case that pastiche historical dialogue can simultaneously 

engage empathy and create a critical distance and provides a taxonomy for Pastorical 

Drama.  
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Introduction:  

 

This strange eventful history: background and the contribution to knowledge 

 

In making the case for pastiche as a creative agent, I am responding to a provocation from 

the author, Hilary Mantel, who asserted that pastiche historical dialogue is unnecessary 

when evoking a particular period (2017), a view echoed by other novelists, reviewers, 

academics and practitioners. Conversely, scholars, such as Richard Dyer, see pastiche as 

undeserving of its pejorative reputation, and suggest it is not ‘incompatible with affect’ 

(2007, p. 4). Through the writing and production of Besieged, a new five-act play written as 

a pastiche of 17th century drama, and an analysis of audience response, I will seek to 

demonstrate Dyer’s position and, moreover, that affect is not incompatible with reflection.  

 I will begin with an explanation of my recycling of the term ‘pastorical’, and why I feel 

this obsolete word synthesises concepts that are central to this research. In the First Folio 

edition of Hamlet, Polonius uses ‘pastoricall’ in his list of dramatic genres: ‘The best Actors 

in the world, either for Trage-die, Comedie, Historie, Pastorall: Pastoricall-Comicall-

Historicall-Pastorall: Tragicall-Historicall: Tragicall-Comicall-Historicall Pastorall’ 

(Shakespeare, 2019b, 2.2.1444-1448). The extra syllable could be a slip of the tongue or a 

printing error, but it seems a deliberate choice of this alternative adjectival form in keeping 

with ‘comical’ and ‘historical’, particularly as ‘pastoral’ remains at the end of the hyphenated 

chain. Of course, if the use of ‘pastorical’ was deliberate, it is not clear whether the decision 

was made by Shakespeare or the editors of the First Folio, perhaps recalling a favourite 

version or improvisation by an actor. Whatever the case, Polonius’ pedantry suggests he 

might well enjoy the use of subtly different synonyms.  

 Neither form is used elsewhere in Hamlet, and only ‘pastoral’ is used in the First 

Quarto (1603) and Second Quarto (1604), seemingly as a noun in the former and adjective 

and noun in the latter; some ambiguity is created by the punctuation in each. A concordance 
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reveals the plural ‘pastorals’ in The Winter’s Tale, but neither word appears elsewhere in 

Shakespeare (OpenSourceShakespeare, 2021). Surprisingly, a survey of six modern 

editions of the play demonstrates that ‘pastorical’ has been replaced by ‘pastoral’ in every 

case, indicating that editors took it to be a misprint in the First Folio. Given the rigour 

necessary to prepare a modern edition of a historical text, and the retention of so many 

archaisms and obsolete words, the decision to eliminate ‘ic’ is almost curious in its 

uniformity. 

 ‘Pastorical’, therefore, has become obsolete, a fact which the Oxford English 

Dictionary marks in suitably dramatic fashion with a red dagger symbol at the head of the 

entry (2020). But its salient meaning lingers on, and its position in Polonius’ speech enriches 

it further. As G. R. Hibbard notes (Shakespeare, 1987, p. 223), the dialogue not only makes 

fun of the nonsensical verbiage into which Polonius’ exactitude leads him, but also satirises 

the attempts by contemporary critics to describe experiments in genre which are explored 

in Chapter Two; experiments which included pastorical/pastoral drama which developed in 

England through a process of pastiching form and substance. The discussion later makes 

clear the political purpose lurking beneath the bucolic trappings of a pastoral play, a further 

theme which I take up in exploring the extent to which pastiche dialogue can have a 

distancing effect.     

 Pastorical is political then, and, in Polonius’ formulation, stands for the mixing of 

genres. In its combination of tragic and comic elements it is emblematic of the pastiching 

and mixing of historical styles involved in this creative writing project. Happenstance 

provides a further reason for my adoption of the word in that it conjoins ‘pastiche’ and 

‘historical’ in a portmanteau. I have ‘re-coined’ pastorical therefore to describe the kind of 

activity I am attempting in this project: the use of pastiche historical dialogue and dramatic 

form to simultaneously evoke a historical period and distance it to allow for political 

reflection. The re-coinage may in fact be a revival, as I explore in Chapter Two, and its 
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intimations of borrowing, imitating, combining and distancing, added to its linguistic 

playfulness, make it a suitable label for the present research.     

 As an actor, director and teacher of Shakespeare, and as a writer who tends towards 

historical subjects, I find the vocabulary of the past interesting to translate, challenging to 

interpret, pleasurable to speak and engaging to teach or direct. The vocabulary, syntax and 

phraseology of the past have a richness and potency arising from their semi-familiarity. 

Costumiers can clothe actors in the garments of a bygone century and designers can give 

them historical settings to inhabit, so why can they not have historical language to speak? 

Every year, over a million people go to see Shakespeare’s plays in Stratford-upon-Avon 

(RSC, 2020), demonstrating that, even if they have a range of reasons for attending, the 

language does not put them off, so why should it be assumed new writing in this mode 

would be a barrier?  

 English Renaissance drama generally employed verse, predominantly iambic 

pentameter, and an example of the approach of a modern poetry publisher gives an 

immediate taste of the suspicion with which the use of traditional form is held: 

Most literary journals do not embrace traditional rhyme and form poetry, 

preferring the more commonly used free verse. Unless you’re the Earl of 

Rochester or Alexander Pope, it would be best to stick with free verse if 

you’re trying to get your poetry published in literary magazines and journals. 

(Free vs Formal, 2008) 

The very idea is dismissed with a joke; as something obviously without merit. To extrapolate 

for the playwright: unless you are Shakespeare, Marlowe or Jonson, it would be best to 

stick with modern dialogue if you are trying to get your play into a theatre. I would conjecture 

that three fears are behind this attitude: first, language is the main way in which we express 

ideas and, while audiences desire the visual stimulation of a ‘costume drama’, ideas must 

be easy to comprehend; second, if the pastiche is poorly written, it might be unintentionally 

comic, and is therefore vulnerable to criticism in a way modern dialogue is not; third, and 
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most important, if the dialogue is challenging, audiences may be put off, leading to a loss 

of income. Of course, tastes vary, but my contention is that there is potential for pastiche 

dialogue to have a positive impact for those willing to engage with it.    

 Surveys of theatre audiences have rarely focused in any detail on the dialogue in a 

play, which is the main contribution of the playwright, so an opportunity exists to explore a 

major element of the relationship between play and audience that could inform practice; this 

thought brings me to the formulation of my research objectives. Taking my cue from Robin 

Nelson’s widely influential Practice as Research in the Arts: Principles, Protocols, 

Pedagogies, Resistances (2013), which I discuss in the methodology section of Chapter 

One, my lines of research inquiry are designed to yield insights rather than pose positivist 

questions that anticipate answers (p. 30).  These lines of inquiry are threefold: first, to reflect 

on the possible ways in which collaborators can help the playwright develop pastorical 

dialogue; second, to explore if and how audience members engage with pastorical dialogue 

emotionally and critically; third, to examine the evidence for pastiche as a creative agent. 

 The play that underpins this exegesis represents the creative writing praxis through 

which I hope to gather insights that will consolidate the notion of pastorical theatre.  The 

protagonist in Besieged is Colonel George Goring, Governor of Portsmouth from 1639-42. 

He is one of those historical figures who makes a writer’s antennae twitch. Besieged is the 

second time I have dramatised his role in the early stages of the English Civil War, and it is 

a very different treatment from the earlier version. The Siege of Portsmouth took place 

between August 2 and September 4, 1642 (Memegalos, 2007, p. 130) and began when 

Goring shut the town gates and declared for the King. Soon after, Parliamentary troops 

arrived on Portsdown Hill to rout him. Charles I did not raise the royal standard until August 

22, so Goring was audacious in declaring before the date that is generally held to be the 

beginning of hostilities.  
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 Portsmouth’s siege is not considered the first major action of the English Civil War: 

the Siege of Hull happened four months earlier in April, and was the other way round in that 

the royalists were on the outside while Sir John Hotham, by order of Parliament, defended 

it from within. Hull’s siege has also been the subject of a play which I will return to in Chapter 

One, but Portsmouth’s was significantly different, not least because of the long game Goring 

played and the gamble he took in staking the town’s fortunes on the King. Goring’s intrigues 

with royalty and Parliament in the long build-up to the war, the refortification and subsequent 

destruction of the town, and the devastation wrought on Portsea Island, made this an 

engaging story. While I thought of it initially as a history play, it would emerge as mixed 

genre: the historical record details many farcical episodes, but I also wanted the heavy toll 

of Goring’s machinations on our ancestors in Portsmouth to leave a lasting impression. My 

previous version of the play had been entirely comic, and a brief review will serve to raise 

some questions about performance.  

 In 1997, I belonged to a theatre company who occasionally provided interactive 

drama and one-act plays on historical themes for Portsmouth Museum Service. We were 

commissioned to create and produce a family-friendly drama to be performed in the Square 

Tower, and our source for this was to be John Webb’s local history booklet The Siege of 

Portsmouth (1977). Webb’s narrative contains many elements of a good drama: a 

Machiavellian and narcissistic lead character in Goring, whose double-dealing wins him the 

support of the King and Parliament; the lives of the ordinary people of Portsea Island turned 

upside down; Portsdown Hill overrun with Parliamentary soldiers; well-known landmarks 

such as St Thomas’s Church, now The Cathedral Church of St Thomas of Canterbury, fired 

on by cannon; and an explosive finale that involved the same Square Tower in which we 

were to perform. Webb’s booklet provided all the facts we needed for family-friendly drama 

and we duly produced a comedy entitled Roundheads and Square Towers. 

 The phrase family-friendly encompasses what was expected of us on such 

occasions by the Museum and invites some examination of the way in which local history 
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is often consumed. The entertainments we provided for summer fairs and holidays were 

light-hearted treatments of the historical facts which generally involved wordplay, rhymes, 

songs, slapstick, puppets and audience participation. The aim was to provide visual 

stimulation and a simple story for younger children, with jokes and some historical content 

to entertain the older children and adults. Generally lasting around twenty minutes, these 

plays would be performed in the museum grounds or in a tent with a board outside 

advertising the time of the hourly performance. Some families would stay throughout but 

others would come and go, and younger children would often provide spontaneous 

contributions which delighted the crowds and allowed us to improvise in response. Breaking 

the fourth wall is necessary if you are to build a swift rapport with an audience who could 

wander off at any time and so, in addition to the occasional ad lib, we would always have 

narration and audience participation to encourage eye contact, a sense of dialogue and a 

community feeling about the drama. In this way, our entertainments were not unlike the pre-

proscenium theatrical style of the 16th and 17th centuries.  

 Unusually, for one of these commissions, Roundheads and Square Towers was a 

two-act play with an interval and we performed it twice in one day, each time to an audience 

of about 50. I wrote the first half to set up the scenarios and relationships, and the five of us 

devised the second half to increase the pace by placing the emphasis more on the action 

than the words. The Parliamentarians Sir William Waller and John Hurry became a deadpan 

double-act, outdoing each other in pessimism. By contrast, Goring and Mountjoy Blount 

became fops, indulging in their fancy-dress shop finery and long Stuart wigs. Parents and 

children were very happy to join in with call and response, the odd bit of physical 

participation and the groans and laughter that are typically elicited by wordplay; and a group 

from the English Civil War Society added to the atmosphere by attending in their costumes 

and joining in with period heckles. Roundheads and Square Towers was light-hearted fun, 

but it left me with a sense that there were some local stories that could bear the weight of a 
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longer piece, a piece which revelled in the humour and absurdity of the events but did not 

shy away from the tragedy. But what sort of drama should it be? 

  Our re-enactments of local history occurred in the context of local fairs, or as living 

history when actors populate historical buildings and museums to meet a desire to bring 

them to life. These settings, away from formal theatres and audiences sitting quietly in the 

dark, have an impact on the treatment of the material. The experience recalls the medieval 

sots, clowns and fools, satirising solemn rituals and figures of authority, that Mikhail Bakhtin 

(1984, p. 7) evokes as he contrasts medieval carnival with modern theatre in the 1940s. He 

sees the footlights in the latter as a mark of separation between actors and audience which 

is necessary for theatre but which must be absent for carnival; audiences at a carnival are 

not there to see others perform a spectacle but to become part of this holiday from real life 

laws, rituals and hierarchies.  

 Bakhtin talks about the carnival as a marketplace in which the audience intermingle 

and interact with performers, and our work in this form exemplified this as families would 

move around the attractions from food stalls, to games, to play areas, to knick-knack stalls, 

to picnic areas, to musicians and to us. They would converse with us all as stall-holders, 

and in this way we were not so much actors as other people in the market whose wares 

came in the form of performance. The dialogue began before the show with the kind of ‘roll-

up, roll-up’ patter that simultaneously performs its function and sends itself up. We were the 

fools with a licence to demand groans from the corniest of gags, to make fun of the grown-

ups for the amusement of the children, to deal with history lightly and to portray historical 

figures as nothing more than repositories of facts and humour. Footlights would have 

diminished our rapport, but is Bakhtin right that footlights are vital to a theatrical 

performance; that people ‘live in’ carnival but watch theatre as a spectacle? Cannot the 

benefits of both experiences coexist?  
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 My intention to write the new version of this play in the style of the 17th century 

benefitted here from the period: at this time, the outdoor theatres like the Globe and indoor 

playhouses such as Blackfriars, were constructed to maintain proximity with the audience; 

sunlight or candlelight were not closed down by a barn-door to keep the audience in 

darkness; groundlings might lean and ‘gallants’ might sit on the platform. Indeed, the spaces 

create a ring of people, recalling a group around a campfire, in which some tell stories to 

others, but all are joined together. In Bakhtinian terms, the set-up allowed for dialogue rather 

than the monologic form of the later proscenium arch theatres. Of course, actors can 

attempt dialogue from behind the proscenium, as many do in pantomime each year, but 

there is a greater divide to cross. The theatres that existed in the 1640s preserved elements 

of the carnival, and even the marketplace, with regard to the business that might go on 

during the play. So, is a play written in the style of the 1640s carnival or theatre; experience 

or spectacle? 

 Bakhtin’s binary made me reflect on my instinct that the story of Goring and the 

siege could become something other than the knockabout piece from 1997. I was aware 

that for the audience to engage with the serious notes in the drama as well as the humour, 

the form would need to be of a different kind. Entwining the human story with the epic and 

farcical episodes became my ambition for the new play, but I did not wish to reject the 

elements of carnival which would be vital in building rapport and helping the humorous 

episodes work.  

 There is a further connection between the era of the play and what Bakhtin finds 

inside the carnival: ‘We find here a characteristic logic, the peculiar logic of the ‘inside 

out’…of the ‘turnabout’, of a continual shifting from top to bottom’ (1984, p. 11). There is an 

illustration on the front cover of a pamphlet entitled The World Turn’d Upside Down (1647) 

in which a horse pushes a cart, a fish flies, a rat chases a cat and a man wears his boots 

on his hands. Inside, the anonymous author has composed a long verse of rhyming couplets 

in iambic pentameter: 
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 When Ignoramus will his Teacher teach, 

 And Sow-gelders and Coblers dare to preach, 

 This shewes, mens wits are monstrously disguis'd, 

 Or that our Countrey is Antipodis'd. (1647, p. 5) 

 
The verse itemises a long list of antipodised things which T.J. considers symptomatic of the 

desperate state of the country. The use of ‘upside down’ to mean a state of disorder was 

not new but it was a major theme in the English Civil War, and the motifs used in this 

pamphlet emphasise the absurdist lens through which popular culture viewed the conflict 

between the King and Parliament. If the ‘upside down’ of the civil war is Bakhtin’s ‘inside 

out’, then the English Civil War is presented as carnival here. However, for Bakhtin, the 

people entered a carnival expecting the inside out nature of it to offer them, briefly, a ‘utopian 

realm of community, freedom, equality and abundance’ (1984, p. 9). For the people 

experiencing the Civil War, that which should be outside the carnival, such as the hierarchy 

of royalty and Parliament, had inadvertently slipped into carnival; the boundaries were 

blurred and, vitally, while the people laughed at the seemingly absurd actions that resulted, 

they were not protected from them. The mask of comedy had to acknowledge its tragic 

counterpart. 

 Here is a parallel for the two versions of my play: Roundheads and Square Towers 

is carnival in that it is a comic dialogue with an audience offering a break from the real world, 

which reaches a closed climax. The rapport is there to establish the fool’s licence. Besieged 

exists in that inadvertent slippage: there is humour, satire and farce, much of it simply 

adapted from the historical record, but these are counterpoised by the real impact on the 

people of Portsmouth then, and the impact of analogous situations on people in any era. I 

wanted a dramatic form which uses the dynamics of carnival, such as proximity, eye-

contact, direct address, rapport and humour, to create a reflective dialogue with an audience 

intended to provoke thought, and reach an open climax which leaves the spectator reflecting 

on the implications both past and present.  
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 This is pre-proscenium drama, the drama of the period of the story, pastorical 

drama. In the chapters that follow, I will discuss my attempt to write, rehearse and produce 

pastorical drama and synthesise the findings in a new taxonomy.   
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To be i'th' field, and ask 'what news?': a practical literature review 

 

In writing a pastiche 17th century play, I am trying to make the dialogue work as hard as it 

can to create the feel of the period. This might sound a retrograde step at a time when 

postdramatic approaches destabilise theatrical conventions and the playwright, like the 

author, has been decentred. Moreover, I am attempting to pastiche a style which has a 

forbidding countenance to some, such as Peter Szondi, who labelled Elizabethan plays 

‘absolute drama’ (1987, cited in Lehmann, 2006, p. 3): self-contained, Aristotelian 

monoliths, which may have allowed for the emergence of individualised characters and 

interpersonal relationships on stage but could not accommodate the wider political 

ambitions of plays from the 19th century onwards. To borrow Peter Brook’s terminology from 

The Empty Space (1968), absolute drama begins to sound at best holy and at worst deadly, 

but Brook is one among many theatre-makers who have demonstrated that productions of 

plays from this period need be neither.  

 Far from arguing for the primacy of the playwright, I am exploring the way dialogue 

plays its part in the theatrical whole. In Besieged, this means pastiching 17th century drama 

to complement the period of the story and the frame of reference of the characters. In 

addition, many 16th and 17th century plays do not conform to the Aristotelian unities, are 

highly stylised in language and performance, and were performed in spaces that embraced, 

rather than excluded, the audience. It is true that they are wordy by comparison with most 

modern drama, but they are nevertheless agile, open and playful.  

 In preparation for writing the play as research, it is necessary to situate it in a line of 

theory and current practice to establish the ‘know-that’ as defined by Robin Nelson below. 

Following a discussion of my methodology, this chapter will explore existing debates around 

the cultural legitimacy of pastiche, its use in historical fiction and whether it is compatible 

with audience affect. 
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 My submission comprises an artefact and an exegesis, thereby avoiding contentious 

debates around artefacts standing as both practice and theory, but some of these 

discussions are nonetheless instructive. In Blood, Sweat and Theory (2010), John Freeman 

attempts to reconcile his belief in a multivalent, postmodern, relativist world with a desire 

for ‘systematic, informed and verifiable’ research (p. 79). He makes the case that practice 

should embody the ineffable aspects of practice research although, presumably, the 

ineffable must be susceptible to language in the final reflections. He feels practice should 

not be seen as a mere illustration of the written thesis in a way ‘that locates one emphatically 

before the other’ (p. 263), and provides a series of 25 questions as a useful framework for 

reflecting on purpose and methodology. Freeman notes that ‘every performative decision is 

in some ways always already an act of reflection’ (p. xiii) which is sound but does not 

necessarily obviate the need to make those reflections explicit in the exegesis. From his 

argument, it seems clear that the artefact/exegesis relationship should be symbiotic rather 

than hierarchic, but the exegesis remains the site of final reflections and possible 

conclusions.  

 In Practice as Research in the Arts (2013), Robin Nelson asserts that much practice 

research literature fails to suggest a methodology. Eschewing a model of written submission 

as an explicator of the artefact, Nelson adumbrates a methodology that involves an 

‘iterative, dialogic engagement of doing-thinking’ (p. 19). He suggests that the submission 

for a practice research PhD should involve a product, documentation of process and 

complementary writing (p. 26), which in my case will be the performance, the written play 

and the exegesis. Nelson does not see the complementary writing as necessary to explain 

the product but as having ‘resonance’ with it (p. 11), although he also recognises that since 

the research may not be self-evident in the product, the exegesis may be needed to make 

it explicit.  

 Nelson recommends that ‘a programme of reading of all relevant kinds should be 

undertaken simultaneously with the commencement of the practical inquiry to mobilise an 

interplay between practical doing-thinking…and more abstract conceptual thinking’ (p. 29). 
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The present chapter attempts this in navigating a way through the wide range of ideas 

involved in both activities, related very much to Nelson’s thought that the interdisciplinary 

nature of practice research such as this means resonating with a range of fields rather than 

mastering one: ‘syncretism, not in depth-mining’ (p. 34). 

 Nelson defines praxis as ‘theory imbricated within practice’ (p. 5), which is 

manifested in the overlapping of the three branches of knowledge at the heart of his 

epistemological model: know-how, know-what and know-that (pp. 37-47). For Nelson, 

know-how is procedural knowledge, including of an experiential, performative and 

embodied kind, some of which may be tacit and resist explanation. My know-how as an 

actor, director and writer informs the way I write a script, and may do so in ways I am not 

fully conscious of. My collaborators also have know-how which informs their responses as 

they help refine and finally realise the work.  

 Know-what is established through ‘rigorous and iterative’ critical reflection which 

requires stepping outside the praxis to ‘monitor and engage with the research inquiry’ and 

help make the tacit explicit (p. 44). In Chapters Four and Five, the discussion of what was 

or was not working at various stages of the process and performance leads to a new body 

of knowledge about creating pastorical drama and its impact; this was recorded through the 

many questionnaires, focus groups and notes maintained throughout. Know-what also 

implies self-awareness of one’s own position, how this may change, and how it may differ 

from that of others.  

 Nelson calls know-that ‘distant knowledge’ (p. 37) which is informed by previous 

research and practice, and includes the academic activities of designing research models 

to create new knowledge. This is contained in Chapters One, Two and Three as I explore 

previous practice and thought in preparation for the writing; in Chapter Six, as I research 

further into developing the work for the future; and in the Conclusion.  

 In describing the necessary shift from practitioner to practitioner-researcher, Nelson 

recommends a six-step process (p. 29). Step one involves specifying a research inquiry 

which I have done in the Introduction. Step two recommends a timeline which was vital to 
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my research as producing a play requires a strict timetable, and this had to fit within the 

overall research schedule. Step three involves monitoring the inquiry and the collection of 

evidence: adherence to the schedule ensured progress and feedback was collected at each 

stage. Step four recommends that moments of insight are captured which I was able to do 

throughout the process using a variety of documentation which is available in the 

appendices. Step five suggests locating the praxis in a lineage of similar work which, for 

me, involves the analysis of historical pastiche in practice. Step six requires linking the 

inquiry to wider debates in the field which I explore through research into the practice of 

historical fiction, pastiche, play writing and audience response.  

 Freeman and Nelson are chiefly concerned that practice research should not create 

a hierarchy between theory and practice but be expressed in a more cohesive submission 

that enables both to develop through resonances with the other. My intention is that this 

exegesis should embody this relationship.  

 Resisting hierarchies will be a common theme in this research in terms of class and 

genre, but there is also something in the nature of pastiche that has led to current negative 

attitudes towards it in the writing of plays and novels. Pastiche, in the sense of something 

comprising elements from other sources, seems to enjoy a better reputation in music, film 

and the visual arts when manifested as ‘quotes’, homage, collage or bricolage, but pastiche 

prose and dialogue is viewed pejoratively, evidenced by Hilary Mantel’s claim that it is ‘not 

creative’ (2017). The following explores the nature of and attitudes towards pastiche as the 

background to an argument for its creative agency in enabling historical affect and distanced 

reflection, concepts which might at first seem antithetical. Much recent scholarship 

introduces the discussion of pastiche with summaries of seminal works by Fredric Jameson, 

Linda Hutcheon, Ingeborg Hoesterey and Richard Dyer; these will now be explored in 

relation to Besieged.   

 In Pastiche (2007), Richard Dyer argues ‘against the notion that pastiche is 

incompatible with affect; indeed … it demonstrates that self-consciousness and emotional 

expression can co-exist’ (Dyer, 2007, p. 4). The self-consciousness is central to the 
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technique: an artefact can only operate as pastiche if the receiver is conscious of that which 

is mimicked; the artefact can exist outside of its relationship with the referent, but the 

pastiche cannot. Moreover, pastiche is located in the writer’s and audience’s shared 

consciousness of the pastiched form, a perception which will not necessarily correspond 

with its precise characteristics. The pasticheur has therefore to work with what is likely to 

be memorable about the style of the referent, not imitating every detail, but selecting certain 

traits that will forge the connection (Dyer, 2007, p. 56). 

 Much art, particularly drama, imitates life, but pastiche is an imitation of the style of 

a previous art form, and is ‘an imitation of an imitation’ (Dyer, 2007, p. 2). The noise of the 

photocopier can be heard in this phrase with associations of inauthenticity, reduced quality 

and diluted meaning, leading to the thought that pastiche cannot be a primary source. From 

this perspective, the imitation becomes a stronger signifier than the novel aspects of the 

piece, so the audience read the artifice before the art, and are less likely to become 

immersed, empathetic or emotionally responsive. Pastiche becomes empty.  Aurora Piñeiro 

notes in some critics a ‘reductive notion of pastiche as flat imitation and a belated Romantic 

attachment to canonical works or authors’ (2020, p. 123). This is borne out by Hana Saliba-

Salman’s comment that Mark Haddon’s use of an element of a Sherlock Holmes story in 

The Curious Incident of the Dog in the Night-Time ‘transcends a mere example of pastiche’; 

rather it is parody (2018, p. 90). Conversely, however, Stehn Mortensen says of Bulgakov’s 

treatments of Meyerhold’s biomechanics that they ‘transcend mere parody, and veer closer 

to pastiche’ (2020, p. 269). Pastiche, it seems, shares a very flexible boundary with parody. 

 The etymologies of the terms are enlightening when considering their relative 

reputations. Pastiche comes from the Italian pasticcio, the original meaning being of a 

mixture of ingredients cooked in pastry. While a pie might provide a substantial meal, Dyer 

notes ‘you can never be quite sure what ingredients you are getting’ (p. 9), so a hint of 

concealment and subterfuge is present. More positively, by the 18th century, pasticcio was 

being used to describe music ‘consisting of a medley of pieces from different compositions 

or by different composers’ (Pasticcio, 2020). Medley very well describes the mixed genre 
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tragicomic and pastoral plays that emerged in English Renaissance Drama as playwrights 

pastiched earlier plays, novels and chronicles. As I discuss in Chapter Two, particularly with 

reference to the theories of Lee Bliss and Verna A. Foster, this mixing, far from betokening 

a dilution, opened up multivalent possibilities for the exploration of topical subjects.     

 The word parody comes from the ancient Greek and connects the prefix para with 

ode, the idea being of something beside, or counter to the original song, which it satirises: 

so satire is enshrined in the word. Here, perhaps, is the root of pastiche’s rather bloodless 

reputation: pastiche describes what it is whereas parody describes what it does; pastiche 

is passive whereas parody is active; pastiche is a form whereas parody is a substance. 

However, ‘all imitation must imply an evaluative attitude’ (Dyer, 2007, p. 35) and, while 

parody foregrounds that evaluation, pastiche evaluates that which is imitated as likely to be 

semantically fertile either when combined with other elements or in its complementary 

relationship with its subject matter. In conceiving this project, my first instinct was to 

transport the audience to a historical period in a way that assumed the pastiche would 

become invisible; through research, workshopping and rehearsing, its visibility has emerged 

as vital to its creative agency in creating a historical allegory that consistently brings the 

audience back to the present. 

 Fredric Jameson hypothesises that postmodernism made parody impossible 

because that which is parodied must be compared with a ‘linguistic norm’ that cannot exist 

(Brooker, 1992, p. 167). He uses a deficit model to define the relationship between parody 

and pastiche: ‘pastiche is blank parody, parody that has lost its sense of humour’ (Brooker, 

1992, p. 167). Pastiche has other attributes, however, which Jameson works through in 

relation to film as he analyses the difference between those that recreate the past, such as 

American Graffiti, and those that reinvent ‘the feel and shape of characteristic art objects of 

an older period’ (Brooker, 1992, p. 170), such as Star Wars recalling the black and white 

science fiction serials of the 1930s and 1940s. Besieged conforms to the latter in taking the 

feel and shape of a period play, and to the former to a lesser degree in using the language 
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of the period, but neither appears to offer anything more than nostalgia to Jameson which, 

he feels, precludes critical distance: this is a tenet which Besieged is designed to test.  

 Jameson perceives a temporal collapse in postmodern culture and historicity in 

which the individual is a trapped, ‘monadic subject’ (Brooker, 1992, p. 171), whose only 

understanding of past and present is negotiated in relation to stereotypical evocations of 

the past. If he is right, then pastiche becomes the frosted glass through which only 

fragmentary impressions of past and present reality can be perceived. Jameson’s analysis 

of film is confined to visual elements and the characteristics of actors, and does not address 

narrative or dialogue which are major signifiers. Pastiche creates form by assimilating 

previous artistic styles, and this form must have its own semantic significance, separate 

from narrative and dialogue, if it is to be pastiche at all; however, that significance will be 

received in synthesis with narrative and dialogue where they exist: pastiche does not work 

in isolation from its content. What emerges from the use of Jameson’s argument as a 

whetstone is that the elements of pastiche in an artefact are not the whole artefact. The 

pejorative attitude towards pastiche seeks to reduce the artefact to nothing more than the 

imitation of the referent, but its content and its context mean that it must always be more. 

 Film can imitate reality with far greater accuracy than theatre, but that ability renders 

it more likely than theatre to operate according to Jameson’s model. In a film about the 

English Civil War, it could be argued that the visual recreation of the period, the prevalent 

naturalistic acting style of film and the cinema setting, in which only the screen is visible, 

would render pastiche invisible and present the action as fact. In theatre, where much more 

is visible around the action, the mechanics of the performance are apparent and different 

locations must be suggested symbolically, pastiche is rendered visible and the action is 

presented, or at least is more interpretable, as allegory. Besieged pastiches the 17th century 

form of drama and I may be guilty of animating stereotypes of, say, a cavalier, but the events 

of the play are largely unknown, the characters I have chosen to represent a Civil War story 

are lesser known historical figures or fictional, and the style of the piece self-consciously 
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requires the audience to remain alert to its signifiers; in other words, it is possible that the 

play can step outside of Jameson’s postmodern bubble and speak to the present. Quite 

what it says, of course, is down to the audience, and will be explored in Chapter Five.    

 While Jameson draws the difference between parody and pastiche, Linda Hutcheon 

at times blends the two and offers a definition of parody that includes a ‘seriously respectful’ 

intent (2002, p. 90) more usually associated with pastiche or homage. Elsewhere, however, 

she creates a binary in which ‘postmodern parody is both deconstructively critical and 

constructively creative, paradoxically making us aware of both the limits and the power of 

representation’, while pastiche is associated with the ‘nostalgic, neoconservative recovery 

of past meaning’ (p. 94). Hutcheon takes Jameson’s posited death of parody at face value 

and seeks to exhume it, elevating it above pastiche, which she consigns to a backwards 

looking, living death. Besieged was not conceived to be deconstructively critical of 17th 

century dramatic form and language but, in the way blank verse is mostly confined to 

monarchy and the royalists, drawing attention to its use as a badge of class, the motivations 

behind the use of different registers are exposed. Verse and prose are not exclusively used 

to mark class in the plays of the period, but the technique is common. Certainly, the play is 

intended to be self-conscious and constructively creative in the relationship between past 

and present.  

 Ingeborg Hoesterey observed a change in the cultural status of pastiche ‘from that 

of a rather lowly commodity to one of humanistic relevance’ (1995, p. 493). Hoesterey 

provides a summary of pasticcio in the fine arts, connecting its troubled reputation in the 

Italian tradition with the ‘bastardisation’ of classical art. In 18th century France, pastiche art 

was viewed more as ‘an ingenious copy of a masterwork’ (p. 495). In literature, however, it 

was seen as taking only the superficial or weak elements of the referent, this estimation 

changing, Hoesterey observes, in 1919, when Proust published his collection entitled 

Pastiches et mélanges. This included ‘L’Affaire Lemoine’, a story inspired by a case of fraud, 
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in which Proust pastiched authors such as Balzac and Flaubert, demonstrating a critical 

dialogue with their style and an ‘intertextual play that is literature’ (p. 496).  

 The boundary between parody and pastiche also remains blurred: ‘The promiscuity 

of pastiche’s interrelations with other contiguous terms has to do not only with its own 

looseness of definition but that of so many of the others’ offers Dyer (2007, p. 25), as a 

preface to his attempt to categorise uses of the term. Elsewhere, parody and pastiche 

continue to be associated with attributes more traditionally assigned to the other, with Leo 

Tak-hung Chan discussing a seemingly paradoxical ‘respectful parody’ (2017, para. 5) and 

Sanna Nyqvist identifying ‘the traces of radical subversion...typical to pastiche as a double-

edged literary form’ (2017, para. 5). Beyond these ever-shifting sands, Dyer returns to the 

value of pastiche ‘without the problematic of postmodernism and without assuming that 

pastiche is by definition either profound or trivial, progressive or reactionary, a good or a 

bad thing’ (2007, p. 137). He also returns to the supposed incompatibility of pastiche with 

affect and points to ‘its ability to move us even while allowing us to be conscious of where 

the means of our being moved come from, its historicity’ (2007, p. 138).  

 An instance from the writing of the play serves to demonstrate these twin attributes: 

after I delivered the Epilogue of Besieged, the director felt there was something missing. In 

my haste to complete the play in time to start rehearsals, I finished with Goring’s death and 

a brief final statement from Oglander, the Chorus. The director reminded me that I had 

always intended to finish with the townsfolk picking up the pieces after the destruction of 

the town. I wrote a new ending to the Epilogue to be spoken by Oglander as the townsfolk 

appear and stare out at the rubble: 

      For when the battles of great men are done, 

 Needs must we have our flour, our cloth, our tools. 

 We need the weaver with a working loom; 

 The store-keeper to mind his store with care; 

 The farmers must plough-up and sow the fields; 

 The millers, with their heavy millstones grinding, 
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 Must keep us all in flour to make our bread. 

I became aware that it sounded familiar, and realised I was unconsciously pastiching the 

Singer at the end of Bertolt Brecht’s The Caucasian Chalk Circle: 

That what there is shall belong to those who are good for it, thus 

The children to the maternal, that they thrive; 

The carriages to good drivers, that they are driven well; 

And the valley to the waterers, that it shall bear fruit. (Brecht, 1963,  

p. 96) 

In arguing for the compatibility of self-conscious forms with affect, Dyer points to Brecht’s 

Verfremdungseffekt as emblematic of a political hardening that eschewed emotion in the 

twentieth century (2007, p. 167). Yet Brecht’s intended distancing, while it sought to bypass 

the empathic illusion he saw as the common reaction to conventional western acting, did 

not seek to ‘renounce the means of empathy entirely’ (Brecht and Willett, 1964, p. 136); the 

actors could show the emotions of the character but were ‘bound not to bring about the 

empathy operation’ (p. 36) that might occlude a spectator’s criticality. Brecht’s project is, in 

fact, an example of the compatibility of affect and self-conscious form that Dyer is looking 

for, and so this accidental nod to Brecht at the end of the play seemed fitting.  

 Bruce Gaston observes that Brecht felt English Renaissance drama was ‘full of V-

effects’ (2003, p. 361), although it was before he had fully formed his theories that he wrote, 

with Lion Feuchtwanger, The Life of Edward II of England (1924). This was based on 

Christopher Marlowe’s play but, as Gaston explains, also borrowed from Shakespeare, with 

whose work the German audience of the period would have been much more familiar (p. 

358). Referencing the etymological ‘mixture’, Gaston asserts Brecht’s play is a pastiche of 

Marlowe, Shakespeare, Schlegel-Tieck (the predominant German translator of 

Shakespeare whose romantic decorum he was subverting), and the ‘Moritat’ or medieval 

murder ballad (p. 359). In his wish to write a drama that would be taken as a translation of 

an Elizabethan history play, Brecht needed to work with what his audience would recognise 
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as the hallmarks: the shared idea of the referent rather than the actual characteristics of the 

referent.  

 In a reading of the way in which Peter Greenaway’s film The Cook, the Thief, his 

Wife, and her Lover (1990) pastiches a combination of Mannerist and Baroque art with 

surrealism, Hoesteray also refers to the Verfremdungseffekt; she suggests the moments of 

grand guignol in Greenaway’s imagery are a distancing technique which releases the 

allegory of the ‘inhuman aspects of capitalism’ (p. 506). This suggests moments that ‘jolt’ 

the viewer into critical awareness by reminding them that the pastiche has a purpose 

beyond its narrative. Similarly, moments in Besieged – those moments when the challenge 

of interpretation announces itself – may jolt audience members out of empathic engagement 

and remind them of the dialogue the pastiche is inviting between the past and the present. 

Unlike Dyer, Hoesterey does not address affect, but they share, in Mary Harrod’s words, ‘a 

focus on the potential for vitality and artistic progressiveness afforded by pastiche’, which 

liberates the term from Jameson and Hutcheon’s analysis (2010, p. 22).    

 Dyer suggests it is possible to ‘enter into the feelings of our forebears through 

immersion in their art’ (2007, p. 178) which resonates with my hope that the Besieged 

audience would somehow be drawn closer to their Portsmouth forebears by the period 

language and form. My instinct is a variation of Dyer’s thoughts: the audience immersion in 

the experience of 17th century form and language (pastiched and found), is intended to 

create affect and this embodiment of the action enables an empathic connection with their 

forebears. From cognitive studies, which I discuss at the end of this chapter, we know that 

audiences can experience mirrored feeling in a live performance so empathy, which once 

would have seemed too great a claim, is credible and evident in some responses to 

Besieged discussed in Chapter Five. However, the stimulus for the empathic response is 

the action performed, since the historical action is not available, so this is a distanced, para-

empathic response.  
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 A post-Brechtian rebalancing of distancing and emotion, a Verfremdungs+affect 

perhaps, comes into play and, recognising Dyer’s contention that the two are not mutually 

exclusive, pastiche can be posited as an active agent in this process for two reasons: first, 

it provides unfamiliar and more provocative stimuli than modern dialogue for embodiment; 

second, the distance it creates between the historical style and the present produces 

allegory and invites a critical response. In Ingeborg Hoesterey’s words, pastiches are 

‘allegories of culture as a process of meaning constitution, as system, as ideology’ (1995, 

p. 502), inviting the audience to reflect on the way the meaning is constituted. Thomas 

Grochowski develops the audience role: ‘the dialogical approach to its making suggests 

that pastiche privileges the reader/viewer more than the author/creator’ (2017, para. 10).  

Inevitably, therefore, there is creative agency in the act of pastiche in the dialogue that 

results from the work it requires the audience to do. This is explored through the audience 

questionnaire. 

 Theory concerning the use of pastiche dialogue in historical fiction often revolves 

around the problematic notion of authenticity, and the preoccupation of these theories with 

the novel invites a comparison of the nature of authenticity in prose and plays. In a novel, it 

could be argued that since the words are the only means of signification for the reader 

offered by the artefact, perceived authenticity might indeed be crucial to the reader’s ability 

to sustain an imaginative recreation of the text – an anachronism in subject or style could 

interrupt that imaginative construct. There are many more means of signification in a 

theatre, some of which are likely to underline the world outside the text: a neon Fire Exit 

sign; the modern chairs in the auditorium; other members of the audience; the furnishings 

and décor of the theatre building. Theatregoers are used to negotiating what is and is not 

part of the text and do not read such things as anachronisms. However, there is a very 

different ratio of external signification to internal imagination between a novel and a play, 

such that it is unlikely that a theatre audience will experience a reduction of self-awareness 

of their immediate surroundings to the degree that a reader might. An anachronism can still 
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give an audience a jolt, but the purpose of avoiding this in theatre dialogue becomes more 

about maintaining the affective than the imaginative matrix.  

 So, what was the language of the period like? 

Public Sports do not well agree with Public Calamities, nor Public Stage-

plays with the Seasons of Humiliation, this being an Exercise of sad and 

pious Solemnity, and the other being Spectacles of Pleasure, too commonly 

expressing lascivious Mirth and Levity: It is therefore thought fit, and 

Ordained, by the Lords and Commons in this Parliament assembled, That, 

while these sad Causes and set Times of Humiliation do continue, Public 

Stage Plays shall cease, and be forborn. (“Order for Stage-plays”, 1642, p. 

336) 

This item from the House of Lords Journal saw the end of a theatrical era that had 

blossomed under Elizabeth I, and continued to flourish under the Stuarts. It appeared on 

September 2, 1642, five days before the siege of Portsmouth officially ended so, recalling 

Bakhtin, there is a carnivalesque pleasure in writing a play about the period in which plays 

were banned. The playwrights working up until the closure of the theatres, such as Richard 

Brome and Abraham Cowley, continued to write in a style that would be familiar to anyone 

who has seen or studied Shakespeare: it was tempting, therefore, to imagine what a play 

about the siege of Portsmouth might have been like if written by Richard Brome and 

performed by Queen Henrietta’s Men.  

 Of course, the theatrical language of the time was not the same as the demotic, as 

demonstrated in the contemporary news pamphlets that have formed much of my primary 

research. Given the stress patterns of the English language, however, even in their 

reporting of normal speech, the pamphlets contain lines that could be used without editing 

in a passage of blank verse: ‘what magick hath transformed thee from thyself?’ asks a 

soldier of a conflicted Captain (An Uprore at Portsmouth, 1642, p. 4). I will explore the 

relationship between spoken English and iambic pentameter further in Chapter Three. The 

regular production of Shakespeare’s plays also demonstrates that there is no difficulty in 
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finding an audience who are willing to engage with this kind of language, albeit that this 

audience will at least split into enthusiasts, willing companions, unwilling companions, 

people wanting to learn, and those interested in the heritage aspect.  

 Why, then, is the prevailing trend away from historical language? There seems to 

be a gap in the literature with regard to plays, and Steve Waters commented in 2013 on the 

‘thin, under-developed and under-documented’ (p. 137) literature about the writing of plays 

in general which he feels is ‘derived from writerly modesty in part, but also a deeply Anglo-

Saxon suspicion of theory’ (2013, p. 143). Waters also refers to the reluctance of writers 

such as Samuel Beckett, Harold Pinter and Caryl Churchill to talk about their process, also 

finding books by people such as Alan Ayckbourn and Steve Gooch frequently couched in 

the language of modesty and avoidant of generalised theory. Crucially, for the present 

research, he notes that those writing about the form give surprisingly scant attention to the 

matter of dialogue (p. 145), preferring to discuss structure instead. Dialogue is discussed, 

but perhaps not given the prominence that might be expected: Steve Gooch’s Writing a Play 

(1995), manages to get through an entire chapter on dialogue (‘Free Speech’) without any 

analysis of extracts. The book contains much useful advice from an experienced 

practitioner, but this lack of dialogue analysis seems to stem from Gooch’s introductory 

thought: ‘Dialogue tends to flow of its own accord…It’s the thinking time which is the most 

difficult to use productively’ (p. 1).  

 David Edgar’s How Plays Work (2009) does not include dialogue as a separate 

chapter, but there is analysis of a range of extracts throughout to illustrate techniques such 

as drop lines, antiphony, pauses, repetition, phatic speech and verbal tics. Edgar founded 

the playwrighting programmes at the University of Birmingham and his book blends theory 

and practice together in a series of vivid illustrations of technique and structure. There is, 

however, no specific advice for the writers of historical plays. 
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 Stephen Jeffreys’ Playwriting: Structure, Character, How and What to Write (2019) 

was published after I had finished Besieged and explores dialogue and historical plays in 

some detail. Jeffreys comments that ‘writing plays set in the past could liberate language 

from the straitjacket of TV-soap-opera-style realism’ (p. 206), which resonates with my wish 

to engage via the unfamiliar. He also believes that ‘historical plays should in some way 

illuminate the present’ (p. 207) which is a reminder that historical plays do not serve the 

same function as museum re-enactors, whose role is to enrich the learning of history as 

opposed to using history to speak to the present. Jeffreys is aware of the precariousness of 

timing in this, however, as the slow progress from inspiration to production can mean that 

contemporary parallels in the playwright’s mind may be overtaken by events. The audience, 

of course, will bring their own parallels to the play, and several people made a connection 

between the character of Goring in Besieged and Boris Johnson that had not been in my 

mind at the beginning but inevitably, given his prominence in the media, arrived during the 

process.  

 Jeffreys prefers to research historical usage and avoid anachronism. He refers to 

the work of Timberlake Wertenbaker and Jessica Swale here (p. 209) although his analysis 

demonstrates that neither attempts immersion in their respective periods. Wertenbaker 

concentrates her research of working-class cant in one speech in Our Country’s Good: ‘why 

trine for a make, when you can wap for a winne’ (Wertenbaker, 1996, p. 240), while using 

modern dialogue elsewhere. In the play Nell Gwynn (2016), Jeffreys reports that Swale 

‘decided to use modern syntax and diction, because the verbosity of Restoration language 

would have been alienating for the audience’ (p. 209). She used anachronisms occasionally 

to create humour, so here is another version of a compromise with period language. 

 Jeffreys also addresses the problem of framing a biographical or historical piece 

which will need shaping to make an engaging narrative: ‘retelling an entire life militates 

against focusing on one particular theme’ (p. 210). Although it was the character of Goring 

that first interested me in the siege of Portsmouth, what happened to the town during the 
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action was always my focus and so a frame suggested itself. I chose to begin with the army 

plots because they demonstrated Goring’s duplicity and led quickly to the build-up of events 

which culminated in the siege. In retrospect, the complexity of the army plots combined with 

that of the language may have given my audiences a difficult introduction to the play through 

Act One, but the trajectory seems right even if my handling of it could have made it more 

accessible. Like Gooch and Edgar, Jeffreys gives valuable advice but close analysis of 

dialogue is not a focus and the section on historical plays does not discuss dialogue in 

detail.    

  Historical dialogue does receive more attention with regard to the novel. There are 

different considerations here - the audience of a play only has one chance to hear dialogue 

while the reader can go back and reread - but the remarks are pertinent. In Writing Historical 

Fiction (1995), Rhona Martin warns against obvious anachronisms and unfamiliar words 

which could irritate the reader; she suggests ‘a tiny turn of grammar’ (p. 35) can be enough 

to suggest a historical setting. Marina Oliver (2003) discusses the compromise that writers 

must make in their choice of language and advises writers to use only those words from the 

past that are ‘readily understood’ (p. 59). This caution is contrasted in Get Started in Writing 

Historical Fiction (2016) in which Emma Darwin surveys a range of approaches, from Paul 

Kingsnorth’s novel The Wake (2015), in which he creates a version of Anglo-Saxon, to 

authors who essentially use modern English for their dialogue, relying on descriptive details 

to convey the period. The latter includes Hilary Mantel whose Wolf Hall (2009) and Bring 

Up the Bodies (2012) both won the Man Booker Prize and have been adapted for the stage 

and small screen. In these, Mantel uses modern dialogue and, following her contention in 

a BBC Reith Lecture that ‘pastiche is not creative’, went on to say: ‘We don’t need our 

characters to mouth the words of another century, but to possess the common knowledge 

of their era – so they don’t say what they could never think’ (2017). I agree with her last 

ambition, but she presents it in a false binary with historical vocabulary – it does not have 

to be one or the other. Richard Dyer also reminds us that ‘any work implicitly evokes and 
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acknowledges prior models of cultural production, of which it is necessarily a perception 

and on which it is necessarily a variation’ (2007, p. 119), so pastiche is, to that extent, 

inescapable. 

 Mantel’s success cannot be doubted, but The Wake provides an example of 

successful pastiche, written in a version of Anglo-Saxon which Kingsnorth calls ‘a shadow 

tongue - a pseudo-language intended to convey the feeling of the old language by 

combining some of its vocabulary and syntax with the English we speak today’ (2015, p. 

353). The novel won the Gordon Burn Prize, was shortlisted for the Goldsmiths Prize and 

longlisted for the Booker. The meaning and value of such prizes can be debated, but this 

demonstrates the degree of success that can be achieved by mouthing the words of another 

century. Kingsnorth includes a glossary and his novel requires some effort to adjust to the 

language, but the affective impact of seeing the unfamiliar on the page – ‘they saes 

ingengas is cuman we need thy sons and thy geburs for we moste feoght agan the cwellers’ 

(2015, p. 67) – and letting these words take shape in the imagination has, for me, an 

atavistic quality that draws me in and makes me want to work at understanding it.  

 In ‘“Bygonese” – Is This Really the Authentic Language of Historical Fiction?’ (2012, 

p. 309), Bryony Stocker identifies three techniques for historical dialogue. The first is 

immersion which comes as close as possible to the language of the period and is, she 

argues, only feasible in recent history where recordings are available. Jeffreys 

acknowledges this too, but recommends ‘creative reading and projecting yourself into that 

world’ (2019, p. 207), a solution which contrasts Stocker’s concern with authenticity.  

 Hybridisation, Stocker’s second technique, acknowledges the need to adapt to the 

reader and Stocker quotes David Mitchell (who coined ‘Bygonese’) describing his dialogue 

as ‘inaccurate but plausible’; if you emulate certain words or phrases from the past, he 

argues, it will smack of ‘phoniness and pastiche’ (2010, para. 11). Conversely, Mitchell goes 

on to discuss his embarrassment when a proof-reader picked up an anachronism (2010, 

para. 12); this would appear to reveal an implicit acceptance that you should use the 
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language of the period where possible. A precarious situation emerges in which the wrong 

lexical choice could catapult you from the effective evocation of a historical period to 

pastiche (note Mitchell’s pejorative usage). Mitchell is quite right about the potential impact 

of word choices, but it could be argued that the more consistent the pastiche, the less likely 

that any word will stand out as ‘false’.  

 Stocker’s third technique, reader guidance, uses modern dialogue with signposts 

such as the names of people and descriptions of places to indicate the historical period (like 

Mantel). Stocker concludes that the impossibility of immersion in periods before audio 

recording leads inevitably to the need for the second two techniques. She calls for a wider 

discussion of these strategies to help move away from the authentic fallacy, defined by 

Jerome de Groot as the ‘concept that readers of historical novels want to believe that what 

they are reading is somehow real or authentic, provoked often by the realist or mimetic 

mode of writing’ (2009, p. 183). Stocker quotes Antony Beevor: ‘the better the novel the 

more dangerous it is because readers are more likely to think that it is true’ (2010, cited by 

Stocker, 2012, p. 316). I opened this chapter by describing the elements of a theatrical 

performance that I believe make it less likely than the novel to create the authentic fallacy, 

but I submit that this danger is present in my work in that the audience (with the exception 

of the assiduous historian) will be unable to tell the facts from my fiction; indeed, so often 

were the facts as I found them so colourful, that I had to explain to people that key episodes 

in the play (the parley trumpeter being shot at, the message in the baby manikin’s head) 

were from the primary sources (not that this confirms their status as facts). However, this 

line between fact and fiction could be just as imperceptible if the dialogue were in a modern 

mode (de Groot might say even more), as the audience will still take it as a representation 

of what happened; as such, it does not convince as a reason to avoid pastiche dialogue. 

 Stocker’s wish for writers to escape the authentic fallacy and recognise the 

impossibility of immersion leads her to envisage a position in which ‘writers can focus on 

producing dialogue that meets the needs of the story and the reader’ (2012, p. 316). This 
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suggests that pastiche historical dialogue will conflict with those needs which is a position I 

will argue in Chapter Five. The idea of these needs is problematic and seems to recommend 

a non-challenging, non-experimental mode that fits the economic imperatives of the 

mainstream but does not cater for all. In fact, Stocker’s immersion category – given that it 

cannot be truly authentic – is really part of her hybridisation category, but with the reader 

moving more towards the work than the work towards the reader. As the crowdfunding for 

and success of the novel The Wake demonstrates, there are readers who want to make 

such a move and, if Kingsnorth’s assertion that our assumptions, politics, worldview and 

attitudes are ‘implicit in our words’ (2015, p. 355) is correct, then it is a shame to separate 

historical characters from versions of their language in the interests of accessibility.  

 Recent historical drama concerning events in the Tudor/Stuart period has taken a 

gently hybridised approach to language such as Howard Brenton’s Anne Boleyn (2010) and 

David Edgar’s Written on the Heart (2012). Like Besieged, these plays are set in a period 

in which blank verse might have been considered appropriate, but it was for two entirely 

different periods that it has been used recently. In King Charles III (2014a), Mike Bartlett 

uses it to create an imagined future in which Prince Charles finally ascends the throne and 

repeats the history of his namesake by storming Parliament in protest against the 

government. Bartlett uses a full range of associated techniques including breaking the lines 

between characters to inject pace and varying the number of syllables. Given that his setting 

is in the future, there is no historical vocabulary, but he occasionally contrasts the modern 

English with an echo of Early Modern blank verse to remind the audience of the heightened 

style, as in this elision: ‘Did finally ‘llow me entrance, and I’m pleased’ (2014a, p. 34). In the 

stage production, Brechtian devices were used such as the cast sitting around the action, 

songs and obvious doubling of parts; this suited the epic style and reminded me that Brecht, 

too, used blank verse to mock the self-importance of the Nazis in The Resistible Rise of 

Arturo Ui (1941). Bartlett did not think of it as pastiche: ‘it wasn't a parody or a pastiche – it 

was a play, telling a story the audience should care about’ (2014b, para. 10). He is correct 
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to the degree that he is using only the form of blank verse and not the language of a given 

period or author. Nevertheless, he views pastiche as something less than a play or artefact 

which an audience might ‘care about’, where I would suggest its potential to produce affect 

depends on its purpose as an element of the whole and the nature of its self-consciousness. 

 Tristan Bernays’ Boudica does make use of pastiche Early Modern blank verse in 

depicting the events of 61 CE: ‘She did appear belike a Fury, eyes/ Full-brim with venom, 

hair wild serpentine/ And bearing bloody vengeance in both hands’ (2017, p. 83). This 

contrasts with deliberately anachronistic phrases intended to bring bathos: ‘I haven’t got my 

end away in so long’ (p. 18); ‘Course he has news – he’s a fucking messenger’ (p. 66). The 

pastiche is very visible and inevitably invited comments from reviewers: ‘Sure, it’s flawed; 

its mixing of registers – pastiche iambic pentameter and sweary modern – isn’t always 

happy and can throw up rum passages such as “Get away, unless you’d have me cleave 

your cock from ‘tween your legs”’ commented Paul Taylor in the Independent (2017, para. 

6). In The Guardian, Susannah Clapp felt: ‘There is some iambic pentameter, and some 

quasi-archaic inversions – “Then let us haste to this our hall” – but the sense is never 

strangled’ (2017, para. 2). ‘He drops in frequent archaic forms of expression that make it 

feel at times like imitation Shakespeare. It would be more real without them’ said Howard 

Loxton in the British Theatre Guide (2017, para. 8). And for Time Out, Alice Saville felt the 

‘script is written in tangled blank verse, with inverted phrases that hamper its attempts to 

explore these complexities’ (2017, para. 5). These were all three and four star reviews, so 

generally positive, but it is interesting to see how quick reviewers are to criticise stylised 

language and suggest it throws up barriers. For me, the verse complemented the visceral 

action and conflict-laden plot, and seemed entirely fitting for a historical play at The Globe. 

 During an early workshop with the Southsea Shakespeare Actors (SSA), one of the 

participants told me about a play he had seen about the Siege of Hull, which happened four 

months earlier than Portsmouth’s. Richard Bean’s The Hypocrite (2017) was co-produced 

by the Royal Shakespeare Company, Hull Truck Theatre and Hull UK City of Culture, and 
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was written as a modern farce in period costume with the very occasional period word. Sir 

John Hotham, Governor of Hull in 1642, is a character not unlike Colonel Goring, but seems 

more a victim of expectations and a later change of heart rather than a duplicitous narcissist. 

I could easily have turned Besieged into a farce and can see why Bean followed his 

instincts, using his accomplished skills as a farceur to animate his story. His play is quite 

unlike Besieged, therefore, except in its celebration of local history: ‘it was so warmly 

received by its audience you could almost feel the local pride bouncing off the theatre walls’ 

said Michael Billington (2017b, para. 1). There is little in this script to reflect upon in terms 

of period language, but it is interesting to see it as an example of a play I might have written, 

and perhaps a ‘grown-up’ version of the family-farce I did write about Goring in 1997.  

 While I was writing Besieged, another historical drama was telling its story in an 

entirely different way in the shape of Hamilton: An American Musical by Lin-Manuel 

Miranda. The musical makes ‘the past seem vividly present’ (Billington, 2017a, para. 10) by 

marrying complex political history with rap, hip-hop and R&B. This might appear to be the 

exact opposite of my experiment, but there are parallels: in researching rhyme and 

scansion, I found a number of websites devoted to the writing of rap lyrics in which many of 

the preoccupations are the same as with Jacobethan blank verse. Jermaine Scott, known 

by his stage name, Wretch 32, recognises this parallel and recently published Rapthology: 

Lessons in Lyrics and Life, designed to ‘teach you about the difference between mass 

production and craftsmanship’ in the writing of rap lyrics (2019, p. 1). Inspired by the seven 

ages of man speech from As You Like It, he organises his book into seven chapters 

reflecting different stages of his life and the impact they had on his lyrics. Chapter One 

begins with the schoolboy section of Jacques’ speech, thereby forging a link from 

Shakespeare to modern rap and acknowledging the craft in both. Perhaps the space 

between the subject matter and the style of Hamilton operates in a similar way to that in 

Besieged. My point is not that pastiching the forms and language of a period is the only way 

to write historical drama, but that it is valid and has a particular agency that is 
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underestimated. If, in Billington’s words, Hamilton makes the past seem vividly present, 

Besieged is intended to make the past seem vividly alive for the audience, as it attempts 

the twin ambitions of replacing a lost local past and commenting on the present. 

 Playwrights, directors and theatre academics have had much to say about the 

relationship between play and audience in performance, which generally identifies an active 

role for the audience as desirable. Peter Brook (1968, pp. 139-140) discusses a French 

word for watching a play – assistance – and relates this to the phenomenon of what an actor 

might refer to as ‘a good night’: it is through the assistance or active attention of an audience 

that the actors are enabled to do more than simply repeat what happened in rehearsal and 

become complicit with the audience in a ‘more clearly and more tensely’ shared experience. 

This participation may be very subtle (actors often claim to have an instinctive sense of the 

difference between a polite and passive audience and one which is silent but intensely 

engaged) or explicit as in the forum theatre pioneered by Augusto Boal (1979) in which the 

audience is invited to interrupt, question and change the direction of the play.  

 Unsurprisingly, the practitioners with overtly political agendas have a lot to say about 

the audience’s participation. Dario Fo discusses the improvised prologues and even ‘ante-

prologues’ (interacting with the audience as they find their seats) he uses to establish a 

rapport with his audience and open a critical dialogue that may continue after the play. 

Audience response might well lead to changes in the performance on the night and often 

over the run of the play, sometimes resulting in significant rewrites as the company seek to 

‘match the deepest and most imaginative needs the audience requests and requires’ (Fo, 

1992, p. 115). John McGrath was on a similar path in his intention to establish a popular 

theatre with plays which had a ‘questioning, critical relationship with their audience, based 

on trust, cultural identification and political solidarity’ (McGrath, 1996, p. 99). In seeking to 

create this kind of theatre, McGrath’s company toured to pubs and clubs, much as Fo toured 

to factories, to give the people theatre in their own environment.  
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 While McGrath wants theatre based on facts and sure of its own ideology, Howard 

Barker contends that ‘a new theatre will not be ashamed of its complexity or the absence of 

ideology’ (1997, p. 46). In ‘honouring’ the audience, Barker feels that problems should be 

exposed but not solved, solidarity should not be assumed, and that the audience will expect 

complexity and respond on an individual basis. What unites all these thinkers, however, is 

the feeling that the vast majority of theatre is safe, middle-class entertainment which 

requires only passivity in its audience whose assumptions it seeks to confirm.   

 While theatre audience surveys mainly focus on commercial imperatives, more 

nuanced considerations of the audience are long established. Marco de Marinis’ argument 

for a dramaturgy of the spectator (1987) identifies two audience roles: a passive/objective 

role which is susceptible to the semiotic strategies of the theatre-makers and a 

subjective/active role in which each individual’s autonomous cognitive and emotive 

responses are engaged. Marinis feels the passive role is always likely to be the more 

pronounced but notes that innovations or the unfamiliar can stimulate the subjective/active 

role. While he recognises individual autonomy, he does not however analyse instances of 

audience response. 

 In Theatre Audiences, Susan Bennett explores Hans Robert Jauss’ argument for a 

synchronic analysis of texts to reveal the ‘hermeneutic difference between the 

understanding of a work then and now’ (Jauss, 1979, cited by Bennett, 1990, p. 53); this is 

a cue for me to consider not only the dramatic style of 1642, but the audience position. I 

cannot write my audience in the style of the period, but information, setting and mode of 

presentation could alter their relationship with the performance. 

 In The Haunted Stage: The Theatre as Memory Machine (2003), Marvin Carlson 

focuses on audience memory, which ‘supplies the codes and strategies that shape 

reception’ (p. 5). He sees almost all reception as governed by previous experiences which 

supply a set of hermeneutic keys with which to test the lock of the present experience. There 

may be elements that have no precedent in memory, in which case new ‘reception 
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techniques’ (p. 6) will be required, but an audience will largely find the experience can be 

interpreted within their ‘horizon of expectations’, a phrase he borrows from Jauss (1982, 

cited by Carlson, 2003, p. 5). Carlson also discusses the way a genre piece calls on specific 

expectations from its audience and a combination of these parameters of genre, and the 

contrary requirement for new reception techniques describes my approach: to reanimate 

what Carlson would call the ghost of a 17th century historical drama so as to position the 

audience before a particular horizon, and then use their awareness of the pastiche to slide 

that horizon from the circumstances of the past to the contemplation of the present. ‘The 

fact that such imitation is going on is a defining part of how the work works, of its meaning 

and affect’ says Dyer (2007, p. 3), and so through its attempted immersion in the period 

Besieged announces its tactics and invites speculation.  

 This is a definition of an allegory in process, but I wanted to test the extent to which 

the pastiche language could stretch the allegorical dyad, by engaging the audience more 

completely in the historical period and simultaneously maintaining their connection with 

present purpose, for surely the question of why the play was written in pastiche would 

remain somewhere in the consciousness of the audience. I would argue that, perhaps 

counterintuitively, writing the play in modern English would have played to the audience’s 

‘readiness and desire to lose [themselves] in a work’ (Dyer, 2007, p. 3) despite the historical 

costumes, props and settings. 

  In Theatre & Audience (2009), Helen Freshwater identifies factors which have 

limited the scope of research such as ‘the fleeting phenomenon of collective and individual 

audience response’ (p. 11). She argues that the history of reaction to plays is dominated by 

critics and academics who are not representative of heterogeneous audiences and 

recommends researchers engage with psychology and sociology to develop audience 

research. Freshwater acknowledges that playwrights and directors often discuss audience 

engagement but notes that attempts to survey them are rare with after-show talks remaining 

largely superficial. 
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 In Engaging Audiences (2008), Bruce McConachie makes the point that a renewed 

focus on reception still does not imply the range of activity involved in engagement: 

‘spectators are much more proactive than the traditions of semiotics, behaviourism and 

Freudianism have generally understood’ (p. 3). His cognitive approach demonstrates this 

proactivity with, for example, an explanation of the visuomotor process involved in watching 

live performance. He also describes mirror neurons, which enable sensorimotor coupling 

and imaginary transposition: networks in our brains associated with particular actions 

respond when we see others perform them and even ‘spoken language…gets mirrored in 

the mind/brain’ (p. 18). Speech is action, so actors speaking historical dialogue can cause 

a mirrored response in audience members that leads to imaginary transposition; those 

audience members not only engage intellectually but also bodily in the enactment of the 

period. The present research will not incorporate neuroscientific methods, but Chapter Five 

will demonstrate indications of this process in audience testimony. 

 Many of the practitioners and academics cited above appreciate the subjectivity of 

the individual audience member but affect studies has broadened the debate about what 

we mean by the subject. In Theatre & Mind (2013), McConachie asserts that theatre has 

come late to conversations with cognitive studies because the commitment to 

poststructuralist theory leads scholars to believe that human perceptions are ‘socially 

constructed and have nothing to do with evolution and biology’ (p. 5). He points to ‘clear 

psychological evidence that emotional engagement always informs the search for meaning’ 

(p. 57). Patricia T. Clough describes the affective turn that emerged in the 1990s as ‘a 

substantive shift in that it returned critical theory and cultural criticism to bodily matter which 

had been treated in terms of various constructionisms under the influence of post-

structuralism and deconstruction’ (2008, p. 1). Erin Hurley and Sara Warner argue with 

regard to the affective turn that the ‘time-based performing arts, are especially relevant here 

for their bodily entanglements in their production and their sensate lures in their reception’ 

(2012, p. 99). They note that affect is not a fixed term and celebrate the different 

interpretations that speak to the performing arts.  
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 In tracing the history of affect, Hurley and Warner refer to Aristotle, Bharata Muni, 

and Zeami as among ‘the earliest philosophers to both celebrate and fret over the 

relationships among emotions, aesthetics, and politics’ (2012, p. 100). These concerns led 

these early theatre theorists to discuss appropriate emotions, sentiments and feelings and 

consider how theatre-makers might evoke them in their audiences. As I wrote Besieged, I 

was seeking to influence the audience in precisely this way: funny moments, sad moments, 

calls to arms, rational argument, jeopardy, tension, fear. While I believe an audience 

comprises subjective individuals, I realise I write as if they are not, in the hope that there 

will be sufficient commonality between them to react in similar ways to the stimuli I provide, 

but common emotional reactions do not necessarily imply common interpretations.   

 In Besieged 4.5, Goring entices his friend Wentworth with a feast of venison and 

general merry making. Their bonhomie is interrupted by the first bombardment as the 

Parliamentarians begin firing cannon on the town. I borrowed this timing from the film The 

Cruel Sea (1953), in which a line to the Captain – ‘Cocoa’s just coming up, sir.’ – is followed 

by the torpedo strike that sinks the Compass Rose with the loss of the majority of the crew. 

This is writerly misdirection: a positive, cosy image to give the following devastation a 

greater element of surprise. As will be demonstrated in the next chapter, a similar effect 

occurs with the sequence of mixed genre scenes or moments in tragicomedy. But more 

than misdirection, this is also the direction of affect: please be cheerful for a moment, the 

writer tells the audience, because then you will experience a greater and more effective 

shift in affect when I plunge you into the tragic abyss. As well as dramatising an argument, 

or a problem, playwrights also write the intended affect of the audience en masse even if 

they realise it is not going to impact everyone in the same way. But how can playwrights 

measure this impact? 

 A common theme in studies of the audience including McConachie’s Engaging 

Audiences (2008) and Susan Bennett’s Theatre Audiences (1990) is that, while they provide 

comprehensive histories of factors affecting audiences and their reception of drama, they 

contain few examples of audience feedback. Current literature continues to focus on the 
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difficulties of surveys, calling for ‘further fine-tuning instruments for reliably measuring 

reception and participation’ (Vuyk, Poelman, Cerovecki, & van Erven, 2010, p. 339). This is 

echoed in the analysis by Dave Kelman (2015) of his survey seeking to explore reactions 

to a community performance. Although he feels the 40% response rate is limited and that 

additional focus groups would have been beneficial, he argues that the detail of the 

qualitative responses allows him to reach some conclusions. Kelman’s paper surveys were 

available after the performance, either in the foyer or on the set, and he makes the point 

that the latter made the completion of them a performative act which may have motivated 

participation. This influenced the design of my post-show survey.    

 With a lack of close analysis of historical dialogue in play-writing literature and few 

examples of qualitative audience feedback, there are clear knowledge gaps to address. 

This chapter has also demonstrated the potential for pastiche as a critical agent. It is time, 

therefore, to turn to that which is to be pastiched.  
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The whole world is become an hodge-podge: 17th century style and genre 

 

The evolution of drama from the Elizabethan to the Caroline period exposed increasingly 

porous genre boundaries, as playwrights bent the classical rules and allegorised social and 

political reality. Following an examination of the development of tragedy and comedy, this 

chapter will explore the genres that appeared ‘between’ them such as tragicomedies and 

history plays; subgenres pertinent to my research, such as city comedy and pastoral, will 

also be discussed. Some playwrights worked not only in the public theatre but also in the 

courtly genre of the masque, a form of entertainment that could be explicitly political in 

celebrating monarchy and demanding allegiance. Charles I and Henrietta Maria used 

masques as propaganda in the period leading to the Civil War, so this genre too becomes 

relevant to Besieged. As I develop pastorical drama as a form of politically inflected 

pastiche, this chapter will demonstrate its resonance with these 17th century genres, and 

the purposive use of pastiche made by the playwrights who wrote them.    

 John Lyly used the words ‘gallimaufry’ and ‘mingle-mangle’ to describe his play 

Midas in recognition of its many influences and mixed-genre, and justified this as a fair 

reflection of the ‘hodge-podge’ world (1590, Prologue, 24); he was describing a creative 

movement as much as his own work.  Besieged similarly draws on many contemporary and 

modern accounts of events in 1641-1642 as well as the plays of the period, and borrows 

widely from the historical and linguistic elements of those sources; it blends genres in 

chronicling the precarious lives of people of every class, and the business of court, town 

and farmstead. The purpose of this chapter is to eavesdrop on the language, styles, 

structures and debates of the period, and the cultural politics they contain, and to position 

Besieged in alignment with Lyly’s observation, as a kind of neo-mingle-mangle designed to 

put the hodge-podge of our own times under the spotlight.  
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  It would be easy to think of the period leading up to the outbreak of Civil War as 

one marked by simple contrasts in public and private theatre, court and Parliament, or 

cavalier and puritan. As Martin Butler observes, however, Lyly’s hodge-podge is a better 

description:  

Variousness is something on which drama thrives, and in the 1630s the 

stage, rather than becoming the casualty of a cultural divide, was able to 

draw strength from the conflicting prejudices and aspirations still coexisting 

richly in its audience – the opposed tensions and tendencies within society 

which would ultimately fly apart but which at present still continued to overlap 

and interact. (1984, p. 5) 

As playwrights addressed these social and political tensions, they needed genre to be 

equally open to the ‘variousness’ that challenged its boundaries. The classical distinction of 

tragedy as stories of high-status characters brought down by fate and their own flaws, and 

of comedy as stories of the lower classes and their mundane preoccupations, was inevitably 

eroded. Life entails variousness, so genre needed to change.     

 The earliest surviving tragedy in English blank verse is Gorboduc by Thomas 

Sackville and Thomas Norton, performed at the Christmas revels of the Inner Temple 1561-

62. The writers were members of the Inner Temple, close to the court, and destined for 

careers as counsellors, and their play addresses the theme of good counsel linked to the 

topical issue of succession. From Seneca, Alice Hunt observes, they adopted ‘the five-act 

structure, the chorus, the revenge plot, and long, sententious speeches’, while the plot came 

from Geoffrey of Monmouth’s History of the Kings of Britain (2012, p. 2). Here, King 

Gorboduc begins to explain his Lear-like plans for his sons: 

When fatal death shall end my mortal life, 

My purpose is to leave unto them twaine 

The Realm divided into two sundry parts; 

The one Ferrex mine elder son shall have, 

The other shall the other Porrex rule 

That both my purpose may more firmly stand, 
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And eke that they may better rule their charge, 

I mean forthwith to place them in the same. (1565, 1.2.58-65) 

The metre is very regular, except for the third line which awkwardly uses ‘into two’ where 

‘in two’ would have worked. All but one of the words are of one or two syllables, and the 

regularity is also emphasised by decasyllabic clauses. There is the tautological ‘fatal death’ 

in the first line and repetition of ‘other’ in the fifth. It is generally held that the influence of 

Seneca rendered the dialogue formal and laboured but, Robert Watson feels, the creation 

of an allegory for the question of the Elizabethan succession sets a precedent which makes 

the play noteworthy (1990, p. 311). Moreover, Hunt notes, this is partly achieved through 

the innovation of the dumb shows which contain the message that ‘a divided kingdom, an 

uncounselled monarch and uncertain succession lead inexorably to death and war’ (2012, 

p. 13). The dumb shows represent a departure from the classical influence but link the play 

to the traditions of the Christmas entertainments which, as eyewitness accounts 

demonstrate, were read politically (p. 5). Hunt argues that the play’s mixture of modes and 

devices mean it is theatrically ‘on the cusp of change’ (p. 16), so the first surviving blank 

verse tragedy is already pushing at the boundaries of genre.  

 Gismond of Salerne (ca. 1566) is another early tragedy in the style of Seneca but 

draws on Boccaccio’s Decameron for its revenge plot which, as Bradley Irish notes, makes 

it the first English tragedy to use an Italian story (2009, p. 120). Jane Kingsley-Smith links 

this mix of sources to a negative critical reputation which sees the new blend as ‘infelicitous’ 

(2008, p. 201), but argues that the play is the first of a new subgenre, the ‘Cupidean 

tragedy’, in which love is a means of destruction (p. 215). In its source as in its genre, 

therefore, Gismond represents innovation. 

 Common to the criticism of these two tragedies is an assumption that the Senecan 

inheritance is formative but incomplete. Seneca’s rhetoric has been called sententious and 

hyperbolic but this, says Thomas Rosenmeyer, is unfair: ‘the tense, economically structured 

verbal idiom of Seneca is in no way like the purple patches and the hyperbolic orations 
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which Shakespeare faults in the Senecans of his time’ (1986, p. 94). Perhaps it is simply 

because his work was translated, played, discussed and used as a model to such a great 

extent, that Seneca’s reputation became associated with a body of work in English drama 

which had yet to fully digest its influences.  

 Gordon Braden describes a feature missing from Senecan tragedy but present in 

Greek and later English Renaissance drama: 

Facing some unhappy reality, the speaker steadies himself with a simile 

that gives expression to his distress but also takes on a life of its own. The 

length of the comparison becomes part of the point, telling us what the 

speaker’s situation is like without using a single word to indicate quite what 

it is. (2017, p. 117) 

Such similes invite the listener into a character’s thought processes, enriching them by 

comparison and inviting reflection.  

 Watson summarises a modern audience’s verdict on early Tudor tragedies as ‘dull 

or crude or both, often labouring along in the verse form known as ‘fourteeners’…with 

predictable didactic morals and psychologically unbelievable characters’ (1990, p. 312). He 

locates the watershed in the plays of Christopher Marlowe and Thomas Kyd’s The Spanish 

Tragedy. Here, Kyd’s Lorenzo is consoling Balthasar in his lovesickness:   

My lord, for my sake leaue these extasies, 

And doubt not but weele finde some remedie. 

Some cause there is that lets you not be loued: 

First that must needs be knowne, and then remoued. 

What if my sister loue some other knight? (Kyd, 1587, 2.1.29-33) 

 

The verse is freely expressive here, and the everyday phraseology softens the strict metre. 

This passage contrasts those where Kyd uses more stylised devices such as perfect rhyme, 

and anaphora, as in the speech with which Lorenzo begins the scene: 

 My lord, though Bel-imperia seeme thus coy, 
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Let reason holde you in your wonted ioy: 

In time the sauage bull sustaines the yoake, 

In time all haggard hawkes will stoope to lure, 

In time small wedges cleaue the hardest oake, 

In time the [hardest] flint is pearst with softest shower; 

And she in time will fall from her disdaine, 

And rue the sufferance of your freendly paine. (Kyd, 1587, 2.1.1-8) 

 

The driving rhythm of the anaphora, and the accumulation of metaphors, helps to build his 

argument, and the way the last two lines switch to the softer ‘and’ to fall away, releases the 

tension and echoes Bel-imperia’s anticipated change of heart. Balthasar’s speech between 

these two comprises 10 rhyming couplets which produce a comically constrained effect as 

he tries and fails to convince himself that Bel-imperia might love him. This is playful writing 

and, even though Senecan influences were still apparent, the play represented life in its 

variousness: ‘its beautiful and destructive complexity, rather than as a vessel for 

preconceived and predictable moral lessons’ (Watson, 1990, p. 321).   

     The theme of revenge was popular with audiences and provided plenty of 

opportunities for dramatic and sensational incident, with characters pitted against each 

other in ways that brought out clashes of politics, religion and philosophy; and cruces of 

love, sex, family honour and the nature of evil. Around the turn of the century, tragedy began 

to address more domestic concerns, and the continuing diet of revengers and Machiavels 

was expanded by plays such as Thomas Heywood’s A Woman Killed with Kindness (1603). 

In this passage, Anne Frankford has been banished from the family home and her children 

following the discovery of an adulterous relationship. The servant, Nicholas, brings Anne a 

lute, the last possession of hers remaining with her husband:    

Nich. Would that had been the worst instru- 

ment that e'er you played on! My master com- 

mends him to ye; there's all he can find was 

ever yours; he hath nothing left that ever you 

could lay claim to but his own heart, — and  
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he could afford you that! All that I have to 

deliver you is this: he prays you to forget him; 

and so he bids you farewell.  

 

Mrs. F.  I thank him; he is kind, and ever was. 

All you that have true feeling of my grief, 

That know my loss, and have relenting hearts, 

Gird me about, and help me with your tears 

To wash my spotted sins! My lute shall groan; 

It cannot weep, but shall lament my moan. (Heywood, 1911, 5.3.26-39) 

 
The switch from prose to verse is seamless: although Mrs Frankford’s speech is written in 

strict decasyllables, the short clauses and long second sentence that spans four lines 

disguise the metre and feel as natural as Nicholas’s speech. Natural phraseology is also 

allowed to work against the iambic rhythm such that ‘true’ and ‘gird’, requiring some stress, 

appear in unstressed positions. Stylised elements, such as rhyme, remain, but some social 

and psychological realism comes to the fore. This realism, however, did not become the 

dominant mode and, Watson asserts, the horrors of revengers and Machiavels eventually 

required an antidote: 

As London became a more cynical city, the idealistic element could no 

longer keep company with plain observation. The alternative to the 

destructive Realpolitik that had replaced the jingoistic attitudes of chronicle, 

and to the sexual decadence that had replaced romantic love, was pastoral 

escapism. (Watson, 1990, p. 314) 

 The pastoral may have felt like a form of escapism, in which nymphs and shepherds 

did sometimes abound, but where tragedy’s evolution was perhaps less visible, pastoral 

emerged from self-consciously mixed genres in English drama that had more to do with 

realism than the Arcadian connotation might imply. Following a consideration of the 

development of comedy, pastoral will be considered as part of the tragicomic genre.  
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 Ralph Roister Doister (ca. 1553) by Nicholas Udall and Gammer Gurton’s Needle 

(ca. 1562) by ‘Mr. S.’ are the earliest English comedies that drew on the five-act structure, 

street settings and stock characters of Roman models from Plautus and Terence. They do 

not use a consistent metre: both are written in rhyming couplets, the repetition of which is 

relieved by lines which have no regular syllable count or number of stresses; Martin J. 

Duffell explains this doggerel is ‘descended from the medieval alliterative measure’ (2008, 

p. 140).   

 Playwrights continued to hone their skills in assimilating Roman influences and 

augmenting them, such as Shakespeare’s extra set of identical twins in The Comedy of 

Errors (1594) to enrich the themes and farce of the Plautine original. They also took the 

advice of Terence in his prologue to Andria in which he defends contaminatio, or the use of 

scenes from a second play when translating or adapting the first: 

What suited, he confesses he has transferred into the Andrian from the 

Perinthian, and has employed them as his own. These parties censure this 

proceeding; and on this point they differ from him, that plays ought not to be 

mixed up together. (1896, Prologue) 

 Clearly, Shakespeare agreed with Terence: he uses not only Plautus’ Menaechmi 

but also Amphitruo in constructing The Comedy of Errors. R. A. Foakes also suggests 

elements may have come from a third play, Rudens, and that Shakespeare may have 

borrowed the name Dromio from John Lyly’s Mother Bombie (1589), which also contains 

models for the master/servant dialogues and some identical phrases (Shakespeare, 2000, 

p. xxxii). Jill Levenson demonstrates how the story of Apollonius of Tyre from John Gower’s 

Confessio Amantis (ca. 1390) lent the play a mother separated by storm from her family 

who enters a religious life in Ephesus (1990, p. 275), and Stanley Wells suggests 

Shakespeare may have recalled Gammer Gurton’s Needle and Ralph Roister Doister in 

deliberately fashioning some of the Dromios’ doggerel in a comically old-fashioned style 

(Shakespeare, 1972, p. 12). Scholars continue to identify likely sources, but a clear picture 
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builds of playwrights borrowing plot points, characters, names, phrases and structures, and 

pastiching styles, to mix together in a new recipe. In the case of The Comedy of Errors, this 

recipe not only increased the farce potential of its main source, but also introduced romance 

and pathos in a plot which, unlike Plautus’, brings couples and family together.  

 Playwrights were borrowing as a matter of course in the full knowledge that those 

members of the audience who shared their schooling, or their fascination in European 

languages and literature, would have recognised the debt. John Lyly, like Terence, 

addressed this in his prologues along with the need to have audience appeal: 

     At our exercises, 

soldiers call for tragedies, their object is blood:  

courtiers for comedies, their subject is love;  

countrymen for pastorals, shepherds are their saints.  

Traffic and travel hath woven the nature of all nations 

into ours; and made this land like arras, full of device;  

which was broad-cloth, full of workmanship. (Lyly, 1590, Prologue, 12-18) 

This broad assessment of audience tastes, mixed with the awareness of the diversity of 

international influences, points towards a greater mixing of genres and dynamics as 

playwrights attempted the twin objectives of innovating and pleasing the crowds.  

 Lyly was writing for companies of boy actors who would perform at court for Queen 

Elizabeth, and in private theatres. Before plays, he had published two novels about the 

character Euphues, his particular style leading to the concept of euphuism. Characterised 

by wit, patterns of correspondence and antithesis, alliteration, lists of similes, and delicately 

balanced language, Lyly’s style was highly affected and, for a time, highly popular. All the 

plays, bar one, are predominantly written in prose and draw on a sophisticated network of 

sources to create the ‘gallimaufry’ mentioned above. Gallimaufry shares with pastiche an 

allusion to a dish of mixed ingredients in its etymology, and Lyly mixed his sources and 

genres to engage as broad a demographic as possible with a rich mixture of language and 
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subject. Though widely popular and frequently imitated, Lyly’s work was superseded by 

playwrights who were nevertheless influenced by his innovations in style, content and form, 

even if they parodied his dialogue (Levenson, 1990, p. 272).  

 While Lyly’s style emphasised the wits, other modes of comedy were more 

concerned with the body. The comedy of humours took the idea that one’s nature is 

governed by the four bodily fluids and their associated temperaments: blood (sanguine), 

yellow bile (choleric), black bile (melancholic) and phlegm (phlegmatic). An imbalance of 

the humours manifested itself in various psychological and physiological behaviours which 

the plays personified. The satirical treatment of these character types was foregrounded 

instead of the story, which prompts Levenson to suggest that structural models rather than 

narrative sources influenced Ben Jonson’s Every Man in his Humour (1598): ‘Latin comedy, 

satire, moral interludes, and the idiosyncratic or ‘humour’ characters in [George] Chapman’s 

An Humorous Day’s Mirth (1597)’ (1990, p. 283). David Bevington suggests that 

Shakespeare’s Bardolf, Pistol and Falstaff embody such humours, as do many of the 

characters in The Merry Wives of Windsor (2016, p. 10). The four humours theory was not 

accepted uncritically or used consistently, however: J. F. Bernard asserts that Shakespeare 

problematises it in his treatment of Antonio’s melancholy in The Merchant of Venice (2014, 

p. 643), for example. Tom Bishop notes that Shakespeare uses the language of the 

humours for ‘satiric or exaggerated purposes, to denote automatism or the bias of a comical 

disposition’ (2006, pp. 66-67), and that he uses it far less or not at all in the later plays (p. 

73). In Shakespeare’s final experiments with mixed-genre, perhaps such shorthand 

references to the complexities of character seemed simplistic.  

 Blending character temperaments with social themes, Jonson continued to develop 

observational humour which necessarily brought the action into the present day, ‘satirising 

urban life by sharply focusing its preoccupations with finance, power, and (inevitably) sex’ 

(Levenson, 1990, p. 282). These contemporary satires, or city comedies, were set in 

recognisable locations, generally in London, such that a middle-class audience could relate 
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to the shops, homes and streets of their own lives as social, economic and political matters 

were addressed. Characters’ names frequently became labels indicating something of their 

nature. In Jonson’s The Alchemist (1610), there is Sir Epicure Mammon, obsessed with sex 

and wealth; Subtle, a conman; and Tribulation Wholesome, a fanatical pastor. Through 

these embodied qualities, Jonson addresses themes such as greed, sex out of wedlock, 

religious hypocrisy, vice and immorality. 

 Jonson continued to experiment with form: whereas The Alchemist has a farce 

structure, increasing in tempo, complexity and character, Bartholomew Fair (1614) is looser, 

and more realistic in its depiction of a popular annual event in London’s Smithfield. The 

details of contemporary life and language have moved some critics to cite the play as an 

example of social realism and even documentary (Jonson, 1966, p. 25), which assumes 

that the dialogue is rich in the language and dialects of the time:  

Vapours? Never tusk nor twirl your dibble, good Jordan. I know what you’ll 

take to a very drop. Though you be captain o’the roarers, and fight well at 

the case of piss-pots, you shall not fright me with your lion-chap, sir, nor your 

tusks. (Jonson, 1966, 2.2.44-47) 

Despite the farce and some emblematic character names, the dialogue and settings were 

created to immerse the audience in the realism of the sights and sounds of the fair. 

 Bartholomew Fair is also an example of playwrights critiquing each other. Richard 

Dutton feels it offers a corrective reading of Shakespeare and Fletcher’s The Two Noble 

Kinsmen, and cites M. C. Bradbrook’s contention that a section of the puppet play in the 

last act of Bartholomew Fair would have evoked Palamon and Arcite, the two kinsmen, 

leaning out of their prison windows (2016, p. 38). The character Winwife adopts the name 

Palamon when vying for the attentions of Grace (Jonson, 1966, 4.3.65), and Dutton argues 

Jonson ‘continues to ridicule the romance mode of Shakespeare’s late plays, especially in 

their reliance on “strange” and “admirable” turns of fate for their outcomes’ (p. 39). Jonson 

had used many such turns himself, but the issue was about appropriateness; Bevington 
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suggests Jonson’s argument arises from his ‘firmly-held ideas about the ways in which 

serious drama should be structured according to classical and Aristotelian ideas of 

decorum’ (2016, p. 5).  

 Bevington shows how Shakespeare may previously have used As You Like It (1599) 

and Troilus and Cressida (1602) to satirise Jonson, and describes Jonson’s argument with 

Thomas Dekker and John Marston, as played out in a series of plays including The 

Poetaster and Satiromastix in 1601. Dekker called this war of the theatres the Poetomachia 

and, as D. H. Craig observes, it involved Jonson’s assumption that he had discovered the 

‘true literary values’, while Dekker and Marston depicted him as a ‘spiteful satirist…driven 

by pride and scorn’ (1996, p. 3). It cannot be verified whether this was good natured banter, 

a real quarrel, or even a publicity stunt, but it is a clear indication that playwrights of the time 

were as attuned to each other’s work as their narrative and structural sources. 

 Levenson notes that comedy begins to appear frequently in the tragedies and 

histories of the late 16th century, generally highlighting changes in plot or character (1990, 

p. 298). Lee Bliss adds that, in this period, ‘comprehensive revision of traditional genres 

produced new variants of comedy and tragedy and legitimated new kinds of subject matter’ 

(1990, p. 237). Following classical models, the rules for tragedy and comedy indicated 

mutual exclusivity, but experimentation set the scene for the tragicomedy that became 

prevalent. This was not welcomed by all writers and critics, and Philip Sidney called it a 

‘mongrel’ genre for mixing ‘kings and clowns’ (1973, p. 67). In tragicomedy, the mood of a 

serious subject might be leavened by humour or a positive resolution; conversely, a comic 

plot might be undercut by tragic implications. More subtly, as Zachary Lesser observes, 

tragicomedy ‘brings the opposing forces of tragedy and comedy into a tense and 

paradoxical unity’ (2007, p. 882); the concerns of kings and clowns come together. 

 Richard Edwards’ Damon and Pythias (1564-65), originally performed at court for 

Elizabeth by the Children of the Chapel, is the first extant example of tragicomedy in English, 
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and identifies itself as such in its prologue (Farmer, 1906, p. 5). The play’s examination of 

the nature of friendship balances mortal danger with much humour. Jennifer Richards 

suggests this version of the Greek tale of true male friendship was influenced by grammar 

school familiarity with Cicero’s De amicitia, and arguments about friendship and good 

counsel advanced by the humanist writer Thomas Elyot (2012, para. 1).   

 In the play, Damon is sentenced to death by King Dionysius following a false 

accusation of spying. His friend, Pythias, wishing to buy Damon time to return home to tie 

up his affairs, offers to stand in his friend’s place as surety of the other’s return. Rather like 

Egeon’s plight in The Comedy of Errors, the clock is set ticking on a sentence of death, 

which is contrasted with comic techniques. The executioner embodies tragicomedy: his 

name is Gronno, punning on the idea of groaning away one’s life with the last breath, and 

he is given to lugubriously droll remarks about the condemned men and his own lot. There 

is a comic transformation scene at the end as Dionysius is so affected by the friends’ 

inflationary offers to die instead of the other that he pardons them, offers to be their ‘third 

friend’, and abjures ‘tyranny, flattery and oppression’ (Farmer, 1906, p. 80). The servant 

Stephano, in arguing against his master’s contention that the company of a friend at dinner 

is nourishing in itself, indulges in some comic wordplay:  

Course or discourse, your course is very coarse; for all your talk  

You had but one bare course, and that was pike, rise, and walk.  

And surely, for all your talk of philosophy,  

I never heard that a man with words could fill his belly.  

Feed your eyes, quoth you? The reason from my wisdom swerveth,  

I stared on you both, and yet my belly starveth. (Farmer, 1906, p. 21) 

This is reminiscent of the comical logic and word play Shakespeare would later give his 

Dromios in The Comedy of Errors.    

 The term tragicomedy can be traced to Plautus in the Prologue to Amphitryon: when 

Mercury detects a negative reaction from the audience at the mention of tragedy, he 
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resolves to please them by blending two genres together to create tragi-comedy. The result 

is more than a juxtaposition, explains R.P. Bond: 

Rather the alchemy of that blend produces a genuine tertium quid in terms 

of the theatrical effect on the audience, whether one chooses to call that, 

with Guarini, a ‘purgation of melancholy’, or a sense of embarrassed and 

uncomfortable amusement. (1999, p. 205)   

Bond refers here to the Italian poet and dramatist Giovanni Battista Guarini, and his defence 

of this new genre in Compendio della poesia tragicomica (1602): 

What is tragic delight? Imitating grave actions of illustrious people, with new 

and unforeseen accidents. Well, remove terror, and reduce it to mere 

danger; feign a new tale, with new names; and temper everything with 

laughter: this will effect the ensuing delight of the imitation, which will be 

potentially Tragic, but not actually Tragic, as only the Tragic force will have 

remained, but not the affect. (Guarini, 1602, cited by Schneider, 2008, p. 78) 

This describes the execution plot of Damon and Pythias well but what, then, is the intended 

affect? Federico Schneider summarises Guarini’s intention as purgation ‘through laughter, 

but also through the controlled arousal of the tragic affects of pity and fear’; he wishes to 

purge melancholy (2008, p. 82). Alongside this purgation, as Lesser notes, Guarini saw in 

tragicomedy a mirror of the way a just society mixes the perspectives of people of high and 

low rank, and Lesser connects this to the increasing need in Stuart England ‘to prevent 

debates from becoming unbridgeable divides’ (2007, p. 883). This suggests a political 

reading of the drama.  

 Guarini’s Il pastor fido (1585) is an Arcadian tale of nymphs and shepherds with 

tragic elements in the form of threatened human sacrifice, a villain setting a deadly trap, 

and the faithful shepherd of the title taking the place of his condemned lover. Comedic 

tropes include a long-lost son revelation, which means the shepherd can marry his lover 

and prevent her sacrifice; the repentance of the villain; and a happy ending in which two 

couples are married.  
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 This pastoral tragicomedy was published in England in Italian in 1591 and English 

in 1602, and The Queen’s Arcadia (1605), by Samuel Daniel, is one of the earliest English 

examples of its influence on the development of English pastoral drama. Jason Lawrence 

identifies Daniel’s debt to Guarini and Torquato Tasso’s pastoral play Aminta (1573) ‘in 

terms of names, structure, specific episodes, mood, and language’ (1999, p. 146). Critics 

at the time felt this debt was too great and sometimes unacknowledged, but Andrew S. 

Keener describes Daniel’s process as that of a translingual writer deeply engaged in the 

process of translation and finding an English style to match the Italian (2020, p. 73). Indeed, 

in acknowledgement of the adaptation of Italian pastoral into English, the play was originally 

called Arcadia Reformed (Lawrence, 1999, p. 154), changing on publication to acknowledge 

the first performance before Queen Anne. The Queen was a fellow Italophile who knew Il 

pastor fido, and Daniel would have expected her to recognise his work as an English 

innovation inspired by Italian sources; he was demonstrating his pastiche.  

 The plot involves Colax, an Arcadian characterised by a ‘selfe conceited surlinesse’, 

who returns home from Corinth to cause mischief ‘amongst these simple grosse Arcadians’. 

Further trouble is caused by outsiders upsetting legal, medical and religious matters, but all 

is resolved by two sagacious Arcadians who eavesdrop on the action throughout and 

eventually expose the miscreants: 

So this is well; here’s one discovery made; 

Here are the heads of that distemperature, 

From whence these strange debaushments of our Nymphes 

And vile deluding of our Shepheards springs: 

Here is a monster, that hath made his lusts 

As wide as is his will, and left his will 

Without all bounds, and cares not whom he wrongs, 

So that he may his own desires fulfill;  

And being all foule himself, would make all ill. (Grosart, 1885, 1.4.311-319)  
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The lines are regular iambic pentameter with the syntax managed to allow the natural stress 

of the words to match the metre. There is some enjambment, but the clauses give a clear 

sense of end-stopping. Despite the insistent regularity on the page, the lines play fluently 

as two thoughts separated by the colon after ‘springs’. ‘Here is a monster’ gains some power 

from this structure, and the repetition of ‘will’ provides the momentum of a spontaneous 

argument building. The will/fulfill/ill rhyme helps to bring the second thought to an emphatic 

conclusion, and the next line begins a fresh thought. Arguably, ‘will’ is an odd foreshadowing 

of the rhyming couplet but can be played to give the third rhyme a note of exasperation in 

its conclusion.  

 Daniel often uses rhyming couplets to bring longer speeches to an end but also 

scatters them throughout. Sometimes, they do not seem to add particular emphasis and 

could have been easily avoided by rearranging the syntax, so perhaps their function is to 

maintain a lighter tone and remind the listener they are experiencing verse. On other 

occasions, a more complex rhyme scheme is used to bring a witty polish and humorous 

balance to the conversation. Here, Carinus and Amyntas enter for the first time, arguing 

over the nymph, Cloris: 

 Car. Now fond Amyntas, how cam’st thou possesst 

 With such a vaine presumption, as thou art, 

 To thinke that Cloris should affect thee best, 

 When all Arcadia knowes I have her heart? 

 

 Amy. And how Carinus canst thou be so mad 

 T’imagine Cloris can, or doth love thee, 

 When by so many signes as I have had, 

 I finde her whole affection bent to me? (Grosart, 1885, 1.2.93-100)  

These a,b,a,b quatrains end here, and rhymes are then used sporadically in their dialogue, 

but this sets up the competitive lovers immediately as the tightly designed rhyme scheme 

and metrical neatness suggest the knotty twists of romantic intrigue.  
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 A further debt to Guarini was acknowledged in the title of The Faithful Shepherdess 

(1608) by John Fletcher, which further established the pastoral setting for English 

tragicomedy. Bliss also detects the influences of Edmund Spenser’s Fairie Queene (1590-

1596), Philip Sydney’s Arcadia (1590-1593) and Shakespeare’s A Midsummer Night’s 

Dream (1595), and describes Fletcher’s innovation as a ‘humanist orientation’ that focused 

on mortal motives and passions rather than external forces (1983, p. 298-299), so the 

pastoral becomes realism.  

 The play was not a success, leading Fletcher to argue that his innovation had 

confounded his audience’s expectations of a potent brew of laughter and murder, and that 

what he was providing was rather subtler: ‘A tragicomedy is not so called in respect of mirth 

and killing but in respect it wants deaths, which is enough to make it no tragedy, yet brings 

some near it, which is enough to make it no comedy’ (Fletcher, ca. 1609,  p. iii). Verna A. 

Foster suggests Fletcher’s mixed genre creates space for a serious discussion of the 

problematics of human sexuality: ‘the residual discomfort inherent in the conclusion of 

tragicomedy keeps Fletcher's explorations of sexuality honest both despite and because of 

the skilful contrivance by which he brings about his resolutions’ (2004, p. 88). The questions 

are left open, and this is a rather different purpose from the Guarinian purgation. 

 Bliss points to an over-reliance on love debate and an underdeveloped plot in The 

Faithful Shepherdess, but feels the form was further developed in Fletcher’s next 

collaboration with Francis Beaumont, Philaster (1609), in which they ‘discover the local 

balance of discordant tones and perspectives that gives their tragicomedy its self-reflexive 

quality and curious power to elicit almost simultaneous engagement and detachment’ 

(1990, p. 251). There is an echo here of Guarini’s tragic force without tragic affect, as the 

valve of comedy is opened to release the pressure of tragedy. Philaster mistakenly believes 

the woman he loves, Arethusa, has been unfaithful to him with Bellario (in fact another 

woman disguised as a man, who loves him too). Philaster tries to persuade them to kill him 

with his own sword. In despair, Arethusa offers instead to be the one to die but, as the tragic 
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act approaches, bathos intervenes in the shape of a Country Fellow who does not see them 

at first:  

Coun. I'll see the King if he be in the Forest, I have hunted him these two 

hours; if I should come home and not see him my Sisters would laugh at me; 

I can see nothing but people better horst than myself, that outride me; I can 

hear nothing but shouting. These Kings had need of good brains, this 

whooping is able to put a mean man out of his wits. There's a Courtier with 

his sword drawn, by this hand upon a woman, I think. (Beaumont and 

Fletcher, 1763, 4.2.81-85)   

Crucially, he enters before Philaster stabs Arethusa, so the tension has been released by 

the time she is wounded. The Country Fellow is faced with the apparent victim as well as 

the villain rudely rejecting his offer of help, and his reaction to this ludicrous situation is 

expressed with a metatheatrical flourish: 

I know not your Rhetorick; but I can lay it on,  

if you offer to touch the Woman. (Beaumont and Fletcher, 1763, 4.2.100-

101) 

This is not so much a transition from romantic tragedy to pastoral comedy as the dilution of 

the former with the latter; the action keeps up the pace but the Country Fellow’s plain 

speaking, and Arethusa’s refusal to acknowledge the seriousness of her wound or condemn 

Philaster, reduce the jeopardy in the scene. Coming after such an emotionally heightened 

moment, this begs the audience to step back, and see the lovers’ eloquent despair as a 

particular style of ‘rhetorick’ that desires, but is not permitted to achieve, a tragic conclusion.    

  Bellario’s revelation at the end that she is a woman, Euphrasia, absolves Arethusa, 

and allows for a positive resolution. But Euphrasia’s love for Philaster must remain 

unrequited, and this is crucial to Foster’s reading of Fletcher’s tragicomedy in that some 

elements of pain, misery or discomfort are left unresolved, rendering the play’s depiction of 

psychological and sociological realities more honest (2004, p. 89). While Foster sees 

Fletcher’s tragicomedy as a space for private reflection, Bliss sees the form itself as a space 

for wider debates as ‘the challenge to the idea of literary hierarchies and distinctions among 
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genres had social, political and philosophical implications’ (1990, p. 260). In both cases, the 

audience is critically distanced and invited to reflect on the personal or political present. 

 Lesser observes that tragicomedy moves away from pastoral settings to ‘the 

exoticized sites of England's new import trades’ (2007, p. 883) by the 1620s. He 

demonstrates the way in which Fletcher and Massinger's The Sea Voyage (1622) tackles 

debates about political authority raised by the early modern economy, which underlines one 

of the key reasons for the bifurcation of royal and mercantile objectives: wars are bad for 

business. The tragicomedy remains political and, while the comic ending brings unity, it 

cannot help but ‘erode the monarch’s prerogative’ in making the case for foreign trade (p. 

902). Tragicomedy’s happy endings do not imply that divisions have been resolved.         

 Sir John Suckling, a Cavalier poet and playwright, provides a microcosm of the 

influences, mixing of genres, and dialogic use of drama in this period. Knight, soldier, poet, 

playwright, gambler, wit, Member of Parliament, Gentleman of the Privy Chamber 

Extraordinary and reputed inventor of cribbage, his attributes echo the cast list of a Jonson 

play. He was notorious for his amorous relationships, and there are two starkly different 

accounts of his death.  

 Suckling satirised writers such as Jonson (McEvilla, 2015, p. 153) and was satirised 

in turn by others, such as Richard Brome in The Court Beggar (ca. 1640). Personating his 

target as Sir Ferdinand, Brome’s mockery was aimed at Suckling’s gambling, his romantic 

relationships, his apparent ineptitude in the Bishops’ Wars, his amateur playwright status, 

and his ability to pay for lavish productions and publications of his own work (O’Connor, 

2010, para. 20). Contrasting with all this, Suckling wrote a religious tract, An Account of 

Religion by Reason, and demonstrated political acumen in his letters and actions. As well 

as fighting in various campaigns, Suckling also studied abroad, and his work reflects the 

characteristics of the literature he read in French, Italian and German (Smith, 2018, p. 440). 

Here was a man capable of serious intent who lived life as theatre, self-consciously but 
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compulsively playing a part in public, and inevitably emerging as a character in the work of 

other playwrights.  

 In condensed form, I have pastiched Suckling’s theatricality in Besieged in the 

scenes where he adds to the sense and colour of Goring’s milieu and takes part in the army 

plot. He is there as poet, gambler, lover, plotter and soldier, who enjoys playing with 

language and ‘playing’ himself. His outward show is at odds with his evident failure at 

gambling and plotting, and his eventual flight to France. Had it not happened after the action 

of the play, the conflicting stories of Suckling’s death would have added a suitably tragicomic 

epitaph, but the tragedy is there in his failures, and my addition to the list of dramatic 

‘personations’ of him pastiches a technique of the period.  

  Suckling completed two tragedies and a comedy. Aglaura (1637), a revenge 

tragedy, was true to the practice of the period in being influenced by its forebears including, 

Robert Wilcher suggests, Shakespeare, Beaumont and Fletcher, and Cyril Tourneur (2007, 

p. 203). Significantly, it also slid between genres when Suckling rewrote it for a second 

performance at court to give it a happy ending, thereby rendering it a tragicomedy. His 

motives are not clear, but John Freehafer deduces from the prologue to the tragicomic 

version that it was revised to suit the taste of Henrietta Maria, so she would grant the use 

of the ornate set from her previous masque (1968, p. 261).   

 The play revolves around a complex set of love triangles which some, such as 

Thomas Corns, feel are sensational and implausible (2008, p. 164). It is written in a style 

that settles into iambic pentameter, but then varies in syllable and metre to the extent that 

it sometimes becomes free verse. In the tragicomic ending, Thersames, having been rather 

abruptly delivered on stage in bed, wakes and contemplates the still sleeping Aglaura: 

Shee wake't mee with a sigh, 

and yet shee sleepes her selfe, sweet Innocence, 

can it be sinne to love this shape, 

and if it be not, why am I persecuted thus? 
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shee sighs agen, sleepe that drownes all cares, 

cannot I see charme loves? blest pillowes, 

through whose finenesse does appeare 

the violets, lillies, and the roses 

you are stuft withall, to whose softnesse 

I owe the sweet of this repose, 

permit mee to leave with you this,—  

Kisses them, she wakes. (Suckling, 1638, p. 46)      

Line two is the only decasyllabic line; eight could be, but elision of the first two syllables of 

‘violets’ is likely. Otherwise, syllables range from six to 13, with six variations and a mode 

of nine. The layout is from Suckling’s self-published version and presumably without 

editorial interference. Some lines are the length of an idea or an image, and line ends all 

coincide with, or perhaps create, a natural pause, but it is difficult to make sense of the 

enjambment when the line lengths already vary. The ‘blest pillowes’ passage builds in pace 

to ‘stuft withall’, although ‘stuft’ sounds rather awkward to the modern ear, and three flowers 

for the colour of the lips rather confuses the imagery and symbolism. In another play, there 

might be an argument for the disrupted verse being symptomatic of Thersames’ passion, 

but the similarly erratic form before and after it make this unlikely. 

 Other passages in the play demonstrate Suckling’s ease with iambic pentameter, 

and there are speeches set out as prose, so this verse form may be an example of the 

behaviour of what Michael Parker calls ‘a poet of reaction… Suckling was an iconoclast 

rather than an innovator, more certain of what he was attacking than what he proposed to 

offer in its place’ (2002, para. 11). But attacking the literary hierarchies in the work will lead 

to innovation, whether effective or not. Perhaps Suckling was searching for something 

between verse and prose to keep the dialogue heightened but imitative of real conversation, 

with frequent short lines and changes of speaker. In art and life, Suckling symbolises the 

tragicomic, and his presence in Besieged acknowledges his influence on the critical and 

creative aspects of this research. 
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 Far from being Arcadian escapism, scholars see tragicomedy as a genre that can 

engage and detach simultaneously, thereby linking pastoral examples with the 

Verfremdungs+affect of pastorical that I have posited. Guarini saw democratic debate in it 

and Lesser links this to a need in Stuart society. Bliss’s contention that the genre can also 

create space for meaningful reflection in its challenge to literary hierarchies also speaks of 

Richard Dyer’s assertion that self-consciousness need not preclude emotion. Besieged was 

conceived as a history play, but clearly overlaps with other genres and contains tragic and 

comic elements. It also embraces pastoral elements in the form of the Diggle’s farm on 

Portsea Island: from that vantage point, the ludicrousness of town and court is lampooned, 

and the pronouncements of those in power are dissected.  

 Tragicomedy and mixed genre were becoming the norm as the 17th century 

progressed, but the history play was dwindling to the extent that it was a rare occurrence 

by 1641. A combination of commercial expediency and political consciousness explain the 

heyday of histories in 16th century drama. The number of theatres increased, and 

companies found themselves needing a constant supply of new material to keep the 

audiences coming back. In a period of continuing religious instability and threats to 

England’s sovereignty, national consciousness and an awareness of the country’s place in 

the world were growing. The mid to late 16th century saw the publication of many historical 

chronicles which theatre companies fell upon as rich sources of diverse stimuli: the works 

of Raphael Holinshed, Edward Hall, John Foxe and John Stow, for example. There were 

also the translations of classical history and biography to draw from by authors such as 

Herodotus, Livy and Plutarch. History provided a ready supply of vivid characters, battle 

scenes, ceremony, romance, heroism, martyrdom and tragedy to keep the audiences 

engaged. At one end of the spectrum, companies might employ a group of writers to keep 

new plays coming, much like a modern writers’ room; at the other end, individual playmakers 

continued to develop their craft. 
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 History plays could feed a hunger for nationalism and celebrate monarchy but, albeit 

obliquely, might also inspire reflection on the current political climate and address anxieties 

about the safety of the nation. Playwrights and actors had to be wary of contravening 

censorship or licencing laws, which could see them imprisoned; nevertheless, plays 

inevitably provoke thought, and seeing a dramatisation of the life of a ‘weak’ monarch, such 

as Edward II or Richard II, or even the travails of a successful monarch, could provide a 

lens through which to assess the state of the nation and current ruler. As Margot Heinemann 

notes: 

The ‘creaturely’ aspect of the history plays – the use of colloquial language 

for political affairs, the humanisation of kings and public figures – is not 

simply a delight in the new technique of realistic ‘personation’ or a failure in 

artistic decorum: it images directly the contradiction between the sacred 

royal office and the fallible human individual who holds it, making historical 

actions intelligible as everyday transactions, and bridging the gap between 

the ‘political nation’ and those in the theatre yard born ‘only to be ruled’. 

(1990, p. 178-179) 

 As was the case with Charles I in the years preceding the Civil War, popular 

sentiment, which supports the monarch as the symbol of sovereignty, may redirect its ire at 

corrupt advisers or hostile Parliaments to explain away the monarch’s weaknesses. But in 

a world where monarchs are seen as fallible individuals, they cannot remain protected from 

direct criticism. By the beginning of the Civil War in 1642, when Charles was claiming and 

attempting to exercise his divine right, audiences had consumed many plays that invited 

them to question the very notion. Ironically, it was the monarchy that enjoyed theatrical 

entertainment and Parliament that closed the theatres, but the type of discussion provoked 

by the popular theatres was very far removed from the celebratory propaganda of the 

masques performed at court. 

 Could such politically reflective history plays help to foment rebellion or did the 

Master of the Revels use the power of censorship to contain such a threat? Heinemann 
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suggests the nature of history plays changed following the 1601 rebellion led by Robert 

Devereux, 2nd Earl of Essex: ‘The plays emphasise not the complexities, moral dilemmas 

and contradictions of political action, as the 1590s histories so often do, but rather a clash 

between good and evil, right and wrong’ (1990, p. 195).  

There was a direct link between this rebellion and the theatre: Essex’s supporters 

paid for a performance of Richard II by the Lord Chamberlain’s Men at the Globe, the day 

before the planned attempt to usurp Elizabeth. In the last years of Elizabeth’s reign, the 

question of succession was extremely sensitive, and Richard II contains a controversial 

passage in 4.1 in which Richard abdicates in Bolingbroke’s favour. This section was omitted 

from the first three print editions while the Queen still lived and, as Janet Clare (1990, p. 94) 

observes, there is no certainty about whether it was permitted on stage at this time.  

This episode illustrates the power attributed to plays and, with or without Richard’s 

presence in that scene, the abdication is clear; moreover, his abdication was that of a 

monarch without issue whose choice of advisors had caused factions, paralleling Elizabeth 

on both counts. The potentially inflammatory content did not escape Essex’s prosecutors 

who cited it as evidence of an intention to murder Elizabeth (Wells, 2002, p. 74). Essex was 

executed, his friend Henry Wriothesley, 3rd Earl of Southampton, had a sentence of death 

commuted to life imprisonment, and a spokesman for the Lord Chamberlain’s men had to 

give a statement distancing the company from the choice of play.  

 Here, then, is a direct example of a history play being used to incite unrest. The 

authorities took it seriously and, Heinemann suggests, the aftermath saw history plays 

reduced to a monochromatic portrayal of right and wrong which was more likely to guide 

than provoke thought. Censorship’s removal of the grey areas – the possibility of reflection 

and the assessment of the past – was, paradoxically, a step along the road to the kind of 

polarising populism that can lead to revolt, particularly during the Jacobean and Caroline 

period when the monarchy was perceived as increasingly autocratic and pro-Catholic.  
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 In addition to the problems of censorship, Miles Taylor relates the changing fortunes 

of the history play to the growth of history as an academic subject:      

The historical poet and dramatist relied upon a host of practices that came 

under fire from the new professional historians: invented speeches, 

conflation of events, focus on a central and personalized conflict to the 

exclusion of the totality of circumstances, an incapacity for treating 

institutional history. (2008, p. 398) 

Pragmatism and accuracy of detail were now more important to the historian than looking 

to the past for moral guidance and wisdom, and the emergence of history as an academic 

subject called into question the use made of history by fiction. This, Taylor argues, made 

playwrights’ treatment of the past seem less authentic which, in combination with other 

factors, resulted in far fewer history plays between 1610-1642 (2008, p. 395).  

 John Ford acknowledges history plays are ‘out of fashion’ in his prologue to The 

Chronicle History of Perkin Warbeck (ca. 1633), but justifies a revival in the face of so many 

‘antic follies’: 

A History of noble mention, known, 

Famous, and true: most noble, ’cause our own: 

Not forged from Italy, from France, from Spain, 

But Chronicled at Home; as rich in strain 

Of brave Attempts, as ever, fertile Rage 

In Action, could beget to grace the Stage. 

We cannot limit Scenes, for the whole Land 

Itself, appeared too narrow to withstand 

Competitors for Kingdoms: nor is here 

Unnecessary mirth forced, to endear 

A multitude. (1634, Prologue, 15-25) 

This could be a retort to John Lyly’s prologue to Midas: Perkin Warbeck is not influenced 

by continental texts but ‘our own’ chronicles; by not limiting scenes, Ford indicates he is 

being faithful to the events; unlike many of his contemporaries, he will not use humour to 
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play to the crowds. For Irving Ribner, Ford was concerned with the veracity of his exploration 

of the nature of kingship: ‘he was interested in truth as a worthwhile end in itself, but he did 

not neglect the political obligations assumed by all of the serious historians of his time’ 

(2005, p. 304).  

 Ford is rigorous with decasyllables: the middle syllable of ‘history’ could be elided to 

occupy two positions, but Ford uses all three to give the 26 lines of his prologue exactly 10 

syllables. As well as strict counting, Ford uses perfect rhymes in all but two cases to the 

modern ear – ‘late/that, want/scant’ (1634, Prologue, 1-6). The iambic metre is also 

followed, with the occasional departure such as ‘Famous’ and ‘the whole Land’, and yet his 

verse is remarkably free of any repetitive rhythm. Frequent enjambment and natural 

phrasing soften the hard end-stopping that could result from the rhymes, and the caesurae 

fall in different positions in almost every line. As the play begins and the verse becomes 

blank, this ease of expression develops: Ford varies the syllable count to accommodate the 

phraseology, sometimes slipping swiftly from verse to prose mid-dialogue.  

 Taylor’s contention is that in writing a historical play a generation after they were 

popular, Ford is embodying the old taste for rhetorical, poetic historical drama in the 

character of Warbeck, and the new, pragmatic uses of nonfictive historiography in Henry 

VII: ‘with the ruin of Warbeck and the triumph of Henry VII, Ford paradoxically stages the 

end of historical drama’ (2008, p. 402). Although he broadly follows the known facts as 

chronicled in his sources, Ford omits Warbeck’s confession speech in which he admits 

deception. For Taylor, this demonstrates the intention to leave Warbeck’s claim to the 

throne, and therefore the claim of historical drama, ‘undecidable’ (p. 403).  

 In the last years before the closure of the theatres, playwrights may have moved 

away from the historical chronicles that most obviously addressed matters of state and 

monarchy, but the medium of drama was still being used politically in public theatres and at 

court. Masques evolved from earlier court entertainments in England and Europe, sharing 
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many elements since ‘plays, pageants, tournaments, disguisings, dances, interludes, and 

mummeries all developed together, and with much mutual interchange both of theme and 

form’ (Anglo, 1968, p. 11). Staged to celebrate occasions or visiting dignitaries, masques 

reached a highpoint of sophisticated production in the reign of the Stuarts. James and 

Charles spent significant sums on the form, Martin Butler observes, ‘because of its ritual 

and almost mystical dimensions: it celebrated the dignity of the prince and choreographed 

the court into an act of homage to his magical centrality’ (1990, p. 136).   

 Involving dance, song, poetry, costume, scenery and machinery, masques were 

more episodic than plays, and involved the participation of the nobility. The Stuart masques 

would allegorise royal intent: Ben Jonson’s Hymenaei (1606), for example, written to mark 

the wedding of the Earl of Essex to Frances Howard, is a celebration not only of their union 

but also of James’s wish for the political union of Scotland and England. The particular is 

linked to the universal through a series of correspondences such that, as D. J. Gordon 

notes, ‘Hymenaei is a dramatic and symbolic representation of the Union of the Kingdoms 

as it was conceived in the propaganda issued by men who had the approval of the king 

himself’ (1945, p. 127). 

 Charles and Henrietta Maria shared their enjoyment of the masque and produced 

them for each other, but the Queen also used the form to promote her own agenda. For 

those to whom a French Catholic consort for the monarch was dangerously problematic, 

her first masque in England would not have been reassuring. L’Artenice, by Honorat de 

Bueil, seigneur de Racan, was a French pastoral in which Artenice, played by the Queen, 

is encouraged to marry a foreigner against her will. Things end well when the foreigner turns 

out to be her countryman after all, an allegory, Karen Britland suggests, for Henrietta Maria’s 

commission to convert Charles, and England, back to Catholicism (2006, cited by Dunn-

Hensley, 2017, p. 148). The 16-year-old Henrietta Maria had been in England less than a 

year when the masque was performed in 1626, but the strength that also saw her stay away 

from Charles’ protestant coronation was already apparent.  
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 Susan Dunn-Hensley argues that a performance of Jonson’s Chloridia (1631) 

enabled the Queen to portray herself as the mediator between her husband and her brother, 

Louis XIII, following a peace treaty with France; and William Devanant’s The Temple of 

Love (1635) continues the Catholic theme, the temple scenery being designed by Inigo 

Jones who was also working on the Queen’s new chapel (2017, p. 156-157). Jones was 

very much the auteur of the Stuart masques, working with Ben Jonson on many successful 

examples until differences of opinion ended the partnership and Jonson’s involvement.   

 The royal couple produced masques regularly, the last before the outbreak of war 

being Salmacida Spolia (1640) by William Davenant. Coming towards the end of 11 years 

of Personal Rule by Charles, the piece portrays royalty as the agent of reconciliation. 

However, while a Latin adage on stage at the beginning refers to the Greek tale of 

barbarians who were pacified by drinking from the fountain of Salmacis, the threat of war is 

also present in the evocation of a Cadmean victory, in which the victors are as damaged as 

their enemy (Davenant, 1640, p. 7); this peaceful message contains a warning about war. 

 Inigo Jones’s ‘Invention, Ornament, Sceans and Apparitions’ (1640, p. 26) provided 

the spectacle, working with Davenant’s words and Lewis Richard’s music to develop the 

theme. Davenant’s speech for Furie in the antimasque is written in couplets of iambic 

pentameter and matches the dark, tempestuous scenery: 

Blow winds! untill you raise the Seas so high, 

That waves may hang like Teares in the Sunnes eye, 

That we (when in vast Cataracts they fall) 

May thinke he weepes at Natures Funerall. (1640, p. 10) 

The atmosphere of this antimasque, following an innovation of Jonson’s, provides a contrast 

to the magisterial and heroic setting of the masque in which Charles, in the guise of 

Philogenes, lover of his people, is introduced on a golden Throne of Honour. He is 

surrounded by his courtier-masquers, all in rich costumes with silver embroidery, scrolls of 

gold, and plumes of white feathers. Statues of classical heroes and the spoils of war 
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complete the scene. The Queen and her ladies are Amazons, also in rich costumes and 

picked out in ‘lightsome Rayes that illuminated her seat’ (1640, p. 22). Songs and dances 

take place, Charles and Henrietta Maria eventually dancing together and sitting in state in 

a setting of the suburbs of a great city. Masquers represent the celestial spheres as music 

begins, deities descend, and the final song makes the message clear: 

All that are harsh, all that are rude, 

Are by your harmony subdu'd; 

Yet so, into obedience wrought, 

As if not forc'd to it, but taught. (1640, p. 25) 

Charles presents himself as a wise king who wins his people round not by force but by 

education. He did not achieve this, of course, but it is a useful insight into the mind of a man 

who is an important off-stage character in Besieged. 

 As dramatic genre underwent the various transformations described above, 

playwrights made liberal use of their literary and historical sources to a degree which would 

today lead to charges of plagiarism. In the period, however, this was simply part of the 

vibrant development of and debate about theatrical conventions, as writers carried on a 

dialogue with classical literature, European fiction, chronicles ancient and modern, and each 

other. For those who attended the grammar schools, an assimilation of sources would also 

have been an integral part of their learned practice. The impact, of course, varied: there are 

many instances when an audience would have been highly likely to notice what was 

borrowed, and some when they would not; sometimes the borrowing was the point. 

Sometimes, playwrights lifted whole phrases from their sources, sometimes they ignored 

such opportunities and wrote from scratch. Literary pastiche, far from being the practice of 

doubtful merit it has become today, was a conscious and fundamental technique.  

 Jeremy Lopez contends that ‘Shakespeare is content in Richard II to omit minute 

markers of historical verisimilitude and to supply in place of such detail a vividly artificial 

theatrical impressionism’ (2008, p. 225). Rather, he takes slivers of history, and creates an 
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original, ‘mystical, mythical’ Richard of his own. Kenneth Muir concurs, observing that 

Shakespeare’s use of sources ‘would not be for the sake of historical accuracy, but rather 

as a stimulus to his imagination, and as a means of amplification’ (2005, p. 47). Plays, after 

all, are artworks, not historical documentaries.  

 Shakespeare may not have adhered to the historical facts in his sources, but he 

often took the words, sometimes doing little to change them. Wells demonstrates this 

process in its most basic form in Henry V 1.2, in which Shakespeare ‘turns Holinshed into 

the blankest of blank verse’ (2002, p. 147). The passage uses not only Holinshed’s 

vocabulary, but also whole clauses, as the Archbishop of Canterbury takes Henry through 

a highly detailed account of his right to the French throne. The long speech helps to 

demonstrate Henry’s wish to be scrupulous in justifying a war before he starts it, but it is 

unquestionably a history lesson that is hard to follow on first hearing; directors have 

responded to it with a range of comic, political and deadly serious solutions. 

 Shakespeare’s use of Sir Thomas North’s translation of Plutarch’s Parallel Lives 

(1579) in Antony and Cleopatra (1606) is much more imaginative. It should be remembered 

that North was translating from a French translation of Plutarch by Jacques Amyot, so 

Shakespeare was the fourth in line in terms of interpretation, not counting Plutarch’s 

sources. Many scholars discuss his use of this source: Arthur Norman (1956, p. 60) 

observes ‘Upon the hills adjoining to the city’ (4.10) is taken directly from North, with only 

the substitution of ‘to’ for ‘unto’ to create a steady iambic metre. David Read notes ‘It is well 

done, and fitting for a princess / Descended of so many royal kings’ (5.2), is from North’s 

‘“Is that well done, Charmion?” “Very well,” said she again, “and meet for a Princess 

descended from the race of so many noble kings”’ (2013, p. 569).  

 However, as Wells notes (2002, p. 150), a longer extract demonstrates how 

Shakespeare at times transforms North’s prose into original blank verse that avoids 
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Canterbury’s prolixity in Henry V. In North, Cleopatra, carefully planning the impact of her 

first meeting with Antony, decides: 

to take her barge in the river of Cydnus, the poop whereof was of gold, the 

sails of purple, and the oars of silver, which kept stroke in rowing after the 

sound of the music of flutes, howboys, citherns, viols, and such other 

instruments as they played upon in the barge. And now for the person of her 

self: she was laid under a pavilion of cloth of gold of tissue, apparelled and 

attired like the goddess Venus, commonly drawn in picture: and hard by her, 

on either hand of her, pretty fair boys apparelled as painters do set forth god 

Cupid, with little fans in their hands, with the which they fanned wind upon 

her. (Plutarch, 1899, Vol. 9, p. 34) 

In Antony and Cleopatra 2.2, Enobarbus describes the scene:  

The Barge she sat in, like a burnish’d throne 

Burn’d on the water: the poope was beaten gold; 

Purple the sails, and so perfumed, that 

The windes were loue-sicke with them; the oars were silver; 

Which to the tune of flutes kept stroke, and made 

The water, which they beat, to follow faster, 

As amorous of their strokes. For her own person, 

It beggar’d all description: she did lie 

In her pauilion, (cloth of gold of tissue), 

O'er-picturing that Venus, where we see 

The fancy outwork nature: on each side her 

Stood pretty dimpled boys, like smiling Cupids, 

With divers-coulour'd fans, whose wind did seem 

To glow the delicate cheeks which they did cool, 

And what they undid did. (Shakespeare, 1982, 2.2.195-209)  

Shakespeare takes the words in bold and extends North’s imagery, such that the barge is 

like a throne on the water, and the wind in the sails is lovesick. North assumes the wind and 

the water but, by evoking them explicitly, Shakespeare creates the weight of the vessel in 

the river and the shape of the wind in the sails. From North’s list of four instruments, 

Shakespeare selects flutes, the sweet wind instrument suiting the tone and the sailing motif; 
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the sexual meanings of ‘flute’ and ‘stroke’ in contemporary slang also contribute to the 

seductive imagery which sees the water succumb to the oars. Where North notes the 

resemblance of Cleopatra’s clothes to a picture of Venus, Shakespeare has her surpassing 

the goddess; and the boys with the fans now achieve contrary results by both cooling and 

fanning the flames, echoed by Enobarbus’ comically blunt ‘undid, did’ collocation. 

Shakespeare takes the colourful descriptions from North but weaves them together with the 

theme of seduction as Cleopatra stage manages her meeting with Antony.  

 There are naturally occurring iambic phrases in North, such as ‘the sails of purple’, 

which Shakespeare reverses in the third line to emphasise the plosive colour with a trochaic 

inversion. This chimes rhythmically with the previous line, establishing a strong beat which 

then relaxes and extends into the enjambed line leading to the lovesick winds. There is a 

clear debt to Plutarch’s account and North’s vocabulary, but Shakespeare has selected and 

embellished to create his original verse. Stuart Gillespie notes that, beyond the clear 

adoption of North’s words in this speech, the debt to Plutarch in Antony and Cleopatra is 

mostly narrative (2016, p. 346). 

 In creating the character of Antony, Robert Logan (2004, p. 159) feels that 

Shakespeare leaves out some details that Plutarch provides that might detract from the 

character the playwright imagines. Moreover, he leaves behind his previous realisation of 

Antony in Julius Caesar (1599) because, asserts Ernest Schanzer, Octavius rather than 

Antony had to be the astute political and military agent in the later play (2005, p. 142). 

Schanzer also provides evidence that the character of Antony is different in each play 

because Antony and Cleopatra is based largely on Plutarch’s depiction of him as a ‘plain 

man without subtlety’ (p. 142), while the Antony in Julius Caesar is based on the ‘subtlety 

and guile’ apparent in W.B.’s description of him in his translation of Appian’s An Auncient 

Historie and exquisite Chronicle of the Romanes Warres, both Civile and Foren (p. 43). 

Gillespie (2016, p. 15) agrees on this balance of influences but makes the pragmatic point 

that Shakespeare used Appian to find details unavailable in Plutarch; he also notes that 
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Shakespeare changes Plutarch’s history, in terms of who did what, when it suited the drama 

(p. 345). It would be wrong to think that Shakespeare was merely taking the lead from his 

sources, therefore: he was writing two different kinds of tragedy seven years apart, in which 

the same historical character fulfils different functions.   

  In conclusion, this exploration of the overt and covert use of sources throughout the 

period demonstrates that the goals of forgery and pastorical drama are diametrically 

opposed: the one must conceal its artifice while the other must expose it. A forger, in trying 

to convince experts that they were reading a long-lost play from 1642, would be unlikely to 

write a history play, since they were out of fashion by that time. Also, a play of the period 

would have to avoid addressing contemporary events directly. What the forger might do, 

however, is indulge in exactly the kind of pastiche, parody and borrowing characteristic of 

the period, and write a play that appears to be having a dialogue with those around it: 

lampooning Richard Brome, perhaps; reworking some scenes from John Ford; taking the 

structure from an Italian short story. Conversely, the pastorical dramatist needs the 

audience to recognise what is borrowed; without that knowledge, self-awareness of what is 

pastiched cannot distance them.  

 This process of creative eavesdropping enables me to identify a range of the 

stylistics of the period and see how they were formed by their influences. My use of historical 

and modern sources is very similar to my forebears in the way I adapt written texts into 

dramatic speeches, select the ‘windows’ of the action, borrow choice phrases, conflate 

certain characters or events. Where I differ from some is that I am interested in telling the 

historical tale largely as I found it, so Besieged is more like Ford’s Perkin Warbeck than 

Shakespeare’s Richard II.      

 The mixed genre of the end of the Caroline period also provides a model for 

Besieged: the events are by turns, or simultaneously, tragic and comic, and involve both 

royalty and the ordinary folk of Portsmouth Town. Prose, blank verse, rhyming verse and 
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song have their moments, and the ordinary language reminiscent of City Comedy contrasts 

heightened passages. Word play creates humour and leads into simile, while more didactic 

passages underline the seriousness of the threat of war. Finally, the lives of the millers and 

farmers introduce a pastoral mode in which daily toil, simple pleasures and humour contrast 

with the Machiavellian court, and allow for an assessment of the impact of the political 

situation on the lives of the people: Besieged is pastorical in the several senses addressed 

in the Introduction and above.  

 Having eavesdropped on the period, I can draw comfort from the fact that pastiche 

at this time, far from having a negative reputation, was central to the evolution of drama. It 

has also been established that the pastoral genre anticipated Richard Dyer’s case for the 

marriage of emotion and reflection, such that ‘pastorical’ drama is more revival than re-

coinage. The following chapter will focus on the creative writing processes I developed in 

attempting to synthesise this knowledge with historical research to create the play.  
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To tell you true, I counterfeit: becoming a pasticheur 

 

Having performed the diachronic exploration of the previous chapter, this chapter returns to 

Robin Nelson’s posited syncretism which acknowledges the interdisciplinary nature of 

practice research. Chapter One began this process in considering the theoretical 

background to the inquiry, and here I begin to delve further into know-that areas of 

knowledge which will augment the know-how required for writing Besieged. Building on the 

previous analysis of writing in the period, I will explore 17th century language, iambic 

pentameter, prose and rhyme as a creative writer preparing to write, with some examples 

of the way writing, character and action developed; in other words, what follows is indicative 

of the praxis involved in finding my way into the style. Following this, I will consider some 

important resources available to support the writing and conclude with a reflection on the 

process whereby I selected and structured the events and characters of the play. Having 

referred to a wide range of playwrights in Chapter Two, the focus here is often on 

Shakespeare for two reasons: first, pastorical drama must rely on shared recognition of 

characteristics for the pastiche to work, and my audience’s main experience of 17th century 

drama will be through the work of Shakespeare; second, some of the key resources I made 

use of developed from Shakespeare studies.   

 An immediate issue with this period is that the challenging nature of some Early 

Modern English (EME) can lead people to form a fixed mindset about its 

incomprehensibility. I needed to understand the particular characteristics that make the 

language difficult. In Think on my Words (2008) David Crystal concludes that ‘only some 

10% of Shakespeare’s grammar is likely to cause a comprehension problem’ (p. 12) and 

about 5% of the words have changed their meaning (p. 13). There are degrees of difficulty 

in the vocabulary, he notes, but Shakespeare often helps the audience ‘in the form of his 

own gloss’ (p. 14), by providing synonyms or definitions. Such a gloss became a central 

tenet of my approach to cushion the use of old-sounding words and grammatical 
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constructions. On occasion, I also wanted the audience to have to work at the business of 

comprehending in the belief that this effort would engage them more fully in their dialogue 

with the play, but this increased concentration would need to be rewarded as repeated 

barriers can disenchant. 

 Beyond vocabulary and grammar, ideas and imagery are one of the main reasons 

people have difficulty understanding Shakespeare in performance (when the page cannot 

be turned back for a second reading). In this speech from Pericles, the Pander, a brothel 

keeper, contemplates retiring: 

Oh our credite comes not in like the commoditie, nor the commoditie wages 

not with the daunger: therefore if in our youthes we could picke vp some 

prettie estate, t'were not amisse to keepe our doore hatch't, besides the sore 

tearmes we stand vpon with the gods, wilbe strong with vs for giuing ore. 

(Shakespeare, 2019e, 4.2.1551-1556)    

The meaning of commodity might confuse, and the accumulation of ideas makes it difficult 

to comprehend. The Arden edition (Gossett, 2004, p. 325) suggests that a half or hatched 

door was commonly set into the main door of a brothel, so to keep that shut (‘hatch’t’) would 

be to stop trading; metaphorically, the expression also means keeping quiet and contains a 

thematically fitting sexual innuendo. A suitable translation might be: 

We’re not gaining in reputation as we make our profit, and the profit is not 

large enough to be worth the precariousness of the business – so if, before 

we get too old, we could afford a nice house, it would be a good thing to stop 

running a brothel and keep quiet that we ever did. Besides, if we retire, the 

gods will look more favourably on us.  

Others might come up with slightly different translations, but the point is that an audience is 

unlikely to understand all the nuances even if they get the general idea that he wants to 

retire. Having said that, some audience members are content to get the general gist, as I 

will discuss further in Chapter Five, so this is not necessarily a barrier to engagement. But 

how can the playwright ensure that people get the gist? 
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 In pursuing my wish to make the audience work hard, I created some dialogue which 

was undeniably difficult to follow, and these sections only survived the rehearsal period if 

the directors and actors felt comfortable with them. The opening of 1.2, in which Goring, 

Suckling and Jermyn are sent by the King, against their wishes, to meet Percy, ran as 

follows:  

GORING.           

   If ‘twas not the King who sent us hither  

 I’d say our stratagem was plot enough. 

 What need is there of Percy and his kind? 

 

 SUCKLING.               

  If the King saith Percy, then 'tis meet 

             To give him echo. Percies do abound  

  In Parliament and court so keeping one  

  At heel might serve us well if he is witting  

  Of tales and whispers from his kinsmen’s toil. 

  His brother’s Lord High Admiral of the fleet. 

 

 GORING.           

  This fleet knows not its course or else the wind 

  Has blown it to the Commons where it lies. 

  If the Admiral’s fealties are in his blood 

  This other Percy is not worth our trust. 

 

 JERMYN.   

  Brotherly blood is presently corrupted.   

  It follows not that Percy and the Admiral  

  Will be of like mind in this splitted age. 

 

 GORING.   

  If Percies do abound let Suckling say  

  Another one. This first must leave his mark 

  Against us in our score and tally. 

 

 SUCKLING.   
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  Here’s sport: suppose we wager on the Admiral 

  And see where lands his loyalty in the game? 

I had allowed myself to get caught up in the personalities around the army plots and, as my 

directors pointed out, had created a sequence in which too many characters the audience 

have not met are discussed. It was felt this would be too difficult to follow and was edited 

from 21 lines to 10, two of which were split to increase the pace. In this way, collaborators 

can help to gauge the gist. 

 The next objective was to establish a model for a play of the period. 1641, when 

Besieged begins, comes fifteen years after Shakespeare’s death when his plays were still 

regularly performed, and the working playwrights were still writing five act plays in a mixture 

of prose and blank verse. Richard Brome’s A Jovial Crew, or The Merry Beggars, for 

example, played at the Cockpit in Drury Lane in 1641. In the following duologue, the 

character Oldrents (an elderly landowner, as his name implies), discusses with his steward, 

Springlove (another example of nominative determinism by the end of the play), the money 

he wishes to give to the poor: 

Old. Thy charity there goes hand in hand with mine. 

And, Springlove, I commend it in thee, that 

So young in years art grown so ripe in goodness. 

May their Heaven-piercing Prayers bring on thee 

Equall rewards with me. 

 

 

Spr. Now here, Sir, is 

The ballance of the several Accompts,  

Which shews you what remains in Cash: which added 

Unto your former Banck, makes up in all… 

 

Old. Twelve thousand and odd pounds. 

 

Spr. Here are the keys 

Of all. The Chests are safe in your own Closet. (Brome, 2010, 1.1.183-195)  
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The form is iambic pentameter with some variety in stress as in the fourth line’s ‘May their 

Heaven-piercing’; elision could easily help ‘charity’ occupy two instead of three positions; 

there are some extrametrical syllables giving a feminine ending (‘goodness’ and ‘added’); 

there are split lines where Oldrent and Springlove share the pentameter; enjambment 

allows meaning to flow over the end of a line; caesuras break the rhythm of the lines; and 

the pronouns ‘thy’ and ‘thee’, used by Oldrent to Springlove, preserve the master/servant 

relationship. There is no difficult vocabulary save for ‘accompt’, but the context and its 

similarity to the modern ‘account’ make the meaning apparent.  

 Richard Cave identifies A Jovial Crew as a play of its time in asking questions about 

society in the volatile pre-Civil War period, while maintaining a delicate balancing act to 

avoid censorship; such is the consequent ambiguity, he notes, that scholarly interpretations 

of the play range from conservative to radical (2010, para. 2). The impact of censorship on 

the writing is not something I have incorporated in my pastiche, and my criticisms of the 

narcissist Goring and the vacillating King Charles are explicit. I am using a story from the 

past to throw critical light on the present, however, which is very much of the period, as the 

distance of time or place provided a safety net. As Giorgio Melchiori (Shakespeare, 2014, 

p. 1) notes in reference to topical sensitivity, apart from The Merry Wives of Windsor, all of 

Shakespeare’s plays are set in times past or distant countries, and Merry Wives contains 

little that is likely to be read as politically dangerous. Paradoxically, therefore, although my 

play is written in the style of the period, the subject matter could not have been addressed 

directly then, as it would not have passed the scrutiny of the Master of the Revels.  

 Having established that the key characteristics for a play in 1641 were consistent 

with more familiar plays from the earlier 17th century, I needed to refamiliarise myself with 

typical blank verse of the period. Iambic pentameter describes a verse line of five disyllabic 

metrical feet with the iambic pattern of an unstressed syllable followed by a stressed 

syllable. It quickly becomes evident, however, that strict iambic lines, in which the natural 

stresses of each word fit the metre, are rare. Henry V begins: 

O For a Muse of Fire, that would ascend 
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The brightest Heauen of Inuention: 

A Kingdome for a Stage, Princes to Act, 

And Monarchs to behold the swelling Scene. 

Then should the Warlike Harry, like himselfe, 

Assume the Port of Mars… (Shakespeare, 2019c, 1.P.2-13) 

This gets off on the wrong metrical foot with the ‘O’ which most actors are likely to stress, 

thereby creating the trochaic pattern of a stressed syllable followed by an unstressed 

syllable. The capital F on ‘For’ might indicate stress but use of capitals at the time was 

inconsistent (Crystal, D., 2012, p. 52) and, in any case, stressing ‘For’ over ‘O’ produces an 

odd sound that essentially makes the ‘O’ redundant. Indeed, the iambic pattern is upset 

again on the fourth foot (x indicates unstressed and / stressed with I to separate each foot): 

/    x I  x    /     I   x    /   I     x      x    I    x    / 

O For I a Muse I of Fire, I that would I ascend 

This shows a trochee, followed by two iambs, a pyrrhic foot and a final iamb: a 60 percent 

iambic hit rate. Other metrical readings are, of course, possible, but the line is not consistent 

iambic pentameter. There are few lines which adhere strictly to the metre: the fifth line could 

be made to conform by stressing ‘should’ and ‘like’ but, while ‘like’ works to stress the 

comparison, stressing ‘should’ would detract from the stress on ‘War’ which is greater when 

following three unstressed syllables. From the very outset, therefore, we see that iambic 

pentameter is not a strict rule so much as a structure that allows for variation. But why did 

iambic pentameter become the norm for dramatic blank verse? 

 The notion that iambic rhythm somehow echoes ordinary speech dates from the 

Ancient Greeks. Aristotle commented: ‘notice how in speaking to each other we use plenty 

of iambic verses’ (1997, p. 61). As discussed in Chapter Six, the equivalence of Ancient 

Greek to English stress is not straightforward, but this assumption nevertheless survives 

translation.  As to the pentameter, Crystal argues that it ‘comes closest to the way our brain 

actually processes everyday speech’ (2012, p. 120) because of the average number of 

stressed syllables in normal conversation. Drawing on the work of George Miller (1967, 
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cited by Crystal, 2012, p. 120) he also suspects it has something to do with our working 

memory which can be stretched when encountering more than five units of meaning. An 

immediate repost might be that thoughts in blank verse often go over a line such that a 

sentence can contain many more than five units of meaning, but the steady rhythm might 

help the listener to contain and even retain this accumulation, the lines being staging posts 

between which the meaning may be organised.  

 In the 16th century, Sir Philip Sidney had already made a substantial case for such 

mnemonics in A Defence of Poetry. Granted, he is discussing poetry, not drama, in the 

passage that follows, but whether the verse is read or heard, his comments have some 

bearing on its memorable qualities: 

Now, that verse far exceedeth prose in the knitting up of memory, the reason 

is manifest: the words (besides their delight, which hath a great affinity to 

memory) being so set as one cannot be lost but the whole work fails; which 

accusing itself, calleth the remembrance back to itself, and so most strongly 

confirmeth it. Besides, one word so, as it were, begetting another, as, be it 

in rhyme or measured verse, by the former a man shall have a near guess 

to the follower. (Sidney, 1973, pp. 50-51) 

There is a circular argument here that self-recrimination for missing something will be so 

great that the listener will then recall it – we must take this as an expression of listeners’ 

greater concentration as a reaction to knowledge of the jeopardy of the situation. The 

second idea is that rhyme or measure will somehow enable the listener to predict what’s 

coming next; this can indeed happen on occasion and, while it may sometimes have more 

to do with familiar or likely turns of phrase than with the structure of the verse, people may 

become used to the packaging of units of meaning in a way which they could not with prose. 

Of course, the nature of the units of meaning will have an enormous impact on this, and the 

modern manner of delivering blank verse may emphasise meaning above verse structure, 

thereby obscuring the staging posts, but pentameter still seems to strike a workable balance 

of line length and flexibility.  
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 Sidney discusses drama but does so disparagingly and in general despair that 

dramatists seem to be ignoring the Aristotelian unities of action, time and place. He details 

his complaint in a list of typical scene changes, fantastic actions and leaps in time that could 

almost be Shakespeare’s outline for Pericles, so it seems Sidney’s opinions did little to 

affect dramatic practice. 

 There are arguments against iambic pentameter emanating naturally from the 

language, including Anthony Easthope’s (1981, p. 476) observation that the accentual, non-

syllabic metre of Old English poetry, with four rather than five stressed syllables, may be 

closer to normal speech; he points to ballads and nursery rhymes as examples of this ‘more 

natural’ metre which was ‘pushed aside’ by innovations in the 16th century. Seamus Heaney, 

in the introduction to his translation of Beowulf, provides this summary of the characteristics 

of Anglo-Saxon metrics: 

These lines were made up of two balancing halves, each half containing two 

stressed syllables – ‘The spade sinks into gravelly ground: / My father 

digging. I look down…’ – and in the case of the second line there was 

alliteration linking ‘digging’ and ‘down’ across the caesura. (2000, p. xxiii) 

The stresses are important rather than the number of syllables, allowing more flexibility for 

a stress-timed Germanic language such as English as opposed to a syllable-timed 

Romantic language such as Italian or French. This might suggest that iambic pentameter, 

with the danger of repetitive syllable-counting and stress patterns, might work against the 

English language, but the key to its success was the way writers varied the form without 

disrupting the underlying and unifying rhythm. It is an accentual-syllabic form that is at its 

worst when the rules are consistently obeyed; it almost cries out to be tested to the limit at 

which it ceases to retain its identity. In Chapter Six, I return to the unity and disunity of 

phrase and metre in exploring developments for future pastiches.  

  Marina Tarlinskaja (2014, p. 33) credits Chaucer as the inventor of English 

pentameter in the late 14th century. Chaucer uses open heroic couplets, the regularity of the 

rhyme softened by frequent enjambment. After Chaucer, there followed developments in 
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English pronunciation and grammar that saw poets experimenting with metrics in a period 

of what Robert Burns Shaw calls ‘prosodic anarchy’ (2007, p. 33), as an evolving language 

clashed with and morphed existing form.  

 Blank iambic pentameter first appeared in English in the 1550s with Henry Howard 

Earl of Surrey’s posthumously published translations of books 2 and 4 of Vergil’s Aeneid. 

Originally written in unrhymed hexameters, these had been translated into Italian in lines of 

ten or eleven syllables, and Shaw suggests these were the model for Surrey (2007, p. 34). 

As mentioned in Chapter Two, the first use of blank verse in English drama arrives with 

Gorboduc by Thomas Norton and Thomas Sackville, first performed in 1561. Shaw tells us 

‘the choice of blank verse here was an attempt to find a closer equivalent to the prototype’s 

Latin than the customary rhymes of English poetry…could furnish’ (2007, p. 36), but he 

finds the verse lacking in rhythmic variation and notes redundancy where words are used 

only to make up the syllable count. The assumption that Seneca’s plays were not written 

for performance is still debated; nevertheless, Helen Slaney points out that ‘Seneca became 

the pre-eminent stylistic model for neo-Latin tragedy…[his] verbal density made his style 

particularly useful for teaching the basic principles of delivery’ (2019, para. 2). In modelling 

their drama on such ‘verbal density’, Norton and Sackville were unlikely to produce verse 

that was as elastic and theatrically fecund as that of later playwrights.  

 Sonnets were another whetstone against which poets sought to sharpen their pens 

in the 16th century, notably in the 1550s with the publication of Sir Thomas Wyatt’s 

translations of Petrarch which, more than simply translating, developed the theme and form 

of his source material. In the case of form, Michael Spiller (1992, p. 83) suggests that Wyatt 

introduced the rhyming couplet at the end of the sestet having been impressed by its 

qualities in the strambotto, an Italian six or eight-line stanza of hendecasyllables; there is 

an epigrammatic neatness to it, he feels. Rebekka Lotman discusses the sonnet as the site 

of constant experimentation, which sits paradoxically with its apparently closed form. She 

sees its development as bidirectional: ‘a constant affirmation and reinforcing of its tradition 

and at the same time it is a history of alteration, a dynamic process which depends on its 
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time and space’ (2013, p. 323). In England, the poets used it to challenge themselves, and 

competed with others to use rhythm, rhyme and vocabulary in the most impressive ways. 

Shakespeare’s sonnets are clearly experiments, each slightly different in structure, enabling 

him, as George Wright observes, ‘to fashion a reflective verse whose resonances would 

thereafter be heard in the speeches of his dramatic characters’ (1988, p. 75). 

 Shaw sees this dynamism in Christopher Marlowe’s verse, in which he uses variety 

to ‘dispel the curse of monotony’ (2007, p. 38), a curse for which the pasticheur must remain 

vigilant. Shaw cites the Helen of Troy speech from Dr Faustus (1989, 12.81-100) to 

demonstrate the playwright’s facility, and this brings us to the early 1590s when 

Shakespeare was trying his hand at a range of genres including the blood-thirsty Senecan 

revenge tragedy of Titus Andronicus, pageant-like histories such as the three parts of Henry 

VI, and the technical brilliance of The Comedy of Errors.  

 In drama and poetry, iambic pentameter was so established by the second half of 

the 16th century that Easthope characterises it as a hegemony: ‘promoted into dominance 

by the new courtly culture, pentameter is a historically constituted institution; it is not natural 

but cultural, an ideological form offering itself as given rather than constructed’ (1981, p. 

477).  

 Easthope makes a persuasive argument, and the form became dominant for the 

next 300 years (Keppel-Jones, 2001, p. 5), but playwrights continued to use other verse 

forms, songs and prose in their dramas, such that the idea of a hegemony seems too strong; 

rather, it was a norm with which dramatists began to experiment by using switches between 

verse forms and prose to signify a range of things such as emotion, rhetorical function or 

status. Royalty and the upper classes, for example, might use verse while the ordinary folk 

use prose. Each can switch to the other on occasion, however, and noble sentiments such 

as love can lead the poorest folk to use verse: David Crystal (2008, p. 209) cites Silvius the 

shepherd in As You Like It, describing the extent of his love for Phoebe.  

 Russ McDonald notes that Elizabethan playwrights often switched to prose for comic 

scenes to the extent that whole comedies were written largely in prose, while tragedies and 
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histories were in verse (2001, p. 113). This differentiation of genre also had a class 

dimension, however, coming from the classical tradition that tragedies concerned the gods 

and upper classes, while comedies concerned the lives of ordinary people.   

 McDonald demonstrates a reversal of the ratio of verse to prose from Shakespeare’s 

early to later comedies, noting the playwright began to ‘devise his own rules for appropriate 

speech’ in which dramaturgy became more important than class (p. 114). In discussing the 

tragedies, he notes that shifts from verse to prose might also signal changes in mood, tone, 

motivation or emotion (p. 115). 

 As well as shifting from blank verse to prose, playwrights also used rhyming verse 

for a variety of dramaturgical reasons. In Romeo and Juliet, for example, the lovers share 

a sonnet as they meet which, for Nicholas Brooke, ‘represents the spell of mutual 

recognition’ (2005, p. 95). Aleksandur Shurbanov, noting the predominance of rhymed 

verse over blank in Love’s Labour’s Lost, demonstrates how stanzaic structure is apparent 

throughout the play in monologues and dialogue. In a conversation between the King and 

the Princess, for example, ‘the quatrains outline the contrapuntal nature of their 

conversation’ (2010, p. 76): 

King. All hail, sweet madam, and fair time of day! 

Prin. Fair in all hail is foul, as I conceive.  

King. Construe my speeches better, if you may. 

Prin. Then wish me better; I will give you leave. (Shakespeare, 1990, 

5.2.339-342) 

As this pattern proceeds, the Princess supplies the final rhyme of each quatrain, giving her 

the upper hand in the argument. While some of the verse forms may not seem to support 

the dialogue or action in every case, their presence indicates the preoccupation of the play 

with lyrical romance and the intellectual debates about language which are reflected, 

pastiched and parodied throughout.  

 While the characters of Goring and Wentworth in Besieged switch to prose when 

dealing with pragmatic concerns, I only once used a switch the other way: when Bigges 
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mourns the death of Yong in 4.5, he speaks his only lines of verse. I had in mind the rather 

different circumstances of Malvolio’s final speech in Twelfth Night, when his anguish at the 

trick played on him moves him to speak in verse for the first time: after all the comic business 

with his arrogance and delusions in earlier scenes, he finally experiences a raw emotion 

which Shakespeare mirrors in the delicacy of the verse. There is contrast too for Bigges in 

that his usual bluff-hearted humour has no place in this scene of mourning, and he lets his 

simple response to the death of his friend shape his language.  

 At another extreme of emotion, I could have incorporated some blank verse, or even 

rhyming couplets or a sonnet, in the love scenes between Anna and Yong. This could have 

built further on the relationship between them, and with language, that begins with his 

‘spoken letter’ to her in 3.1. My instinct was to write the love scenes as simply as possible 

and I wonder now if, lurking behind that instinct, was an anxiety that pastiche romantic verse 

might have been more vulnerable to charges of accidental parody than verse in other 

humours. 

  I also made metatheatrical play of the switch from verse to prose in 1.4, when 

Goring, in blank verse, entreats his friend Blount to speak to the Parliamentarians in prose: 

‘Now speak you plain with them – they care not for/ The handsome rhetoric of talk at court’. 

Blount momentarily forgets this advice, earning a rebuke from Haselrig: ‘Tarrying too long 

with poets has infected your discourse’. This is precedented in the drama of the period, from 

the play within a play in Hamlet to a single line in As You Like It, when Jacques reacts to 

Orlando’s use of verse: ‘Nay then God buy you, and you talke in blanke verse’ 

(Shakespeare, 2009, 4.1.28-29). He draws attention to blank verse as the form for the 

language of love which does not suit his melancholy humour, but there is also a metatextual 

joke here for the audience. Given pastorical drama’s concern with reflectivity, this is worth 

a brief aside. 

 There is an argument that all early modern plays are consciously metatheatrical in 

their non-naturalistic style, but would it have been alienating? Stephen Purcell takes issue 

with the assumption that metatheatrical moments in early modern drama work in a Brechtian 
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way; rather, he says, ‘metatheatricality functions along similar lines to a pun’ (2018, p. 22). 

Using Arthur Koestler’s notion of the ‘Then and There’ and ‘Now and Here’ matrices at play 

in theatrical performance, Purcell makes the case that the sudden switch made when a 

moment such as Jacques’ line above occurs, is a source of humour and, like the pun, ‘brings 

two separate ideas into humorous collision’ (2018, p. 22). The audience are constantly 

aware of the two matrices, but metatheatre arises out of moments when they collide. 

Counterintuitively, therefore, the direct address of a monologue to the audience is not 

metatheatre; eye contact with the audience is not metatheatre; the use of highly stylised 

language is not metatheatre; a staged death (when we all know the actor is still alive) is not 

metatheatre. All these moments remind the audience that they are sharing a room with 

other people who are play-acting, but they fall within the contract of stylised conventions 

mentioned above: they are highly artificial but are still then and there, part of the play. 

 Moments when the dialogue draws attention to these conventions, however, are 

metatheatre: they are now and here commenting on then and there; about the play and of 

the play simultaneously. By this definition, Besieged is not metatheatrical for, even though 

Oglander tells the audience that he is taking them back in time to see what happened for 

themselves, they remain inside the character’s (not the actor’s) version of events. There 

are, however, metatextual occasions in the play such as 1.4, which draws attention to the 

difference between verse and prose, and 2.2, in which Goring demonstrates how he 

manipulates language to achieve his wishes. Some audience members will simultaneously 

follow the scene (textual) and be aware that there is an opportunity to reflect on the artifice 

of the language being used (metatextual). 1.4 is particularly self-conscious as the notion 

that someone would extemporise blank verse is highlighted and made the subject of 

humour. There is an essential truth underneath this, however, in that quite a number of the 

historical Cavaliers were courtier-poets and their playfulness with language was one of the 

characteristics that marked them out to the Puritans as frivolous; arguably, this truth anchors 

the action in the world of the play so metatextuality does not imply metatheatricality. 
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 Returning to rhyme, Shakespeare uses it extensively in plays such as Love’s 

Labour’s Lost and Romeo and Juliet, but elsewhere it is confined to the ends of scenes, 

and then only in just over half of cases (Crystal, 2008, p. 119). I decided to use rhyme to 

end scenes where the characters are using verse as I feel it is a relatively well-known 

characteristic that speaks of the period and, in giving the audience a clear signal that a 

scene is ending, becomes part of the navigational language of the play. With the company 

adopting the modern approach that values meaning above metre in delivery, rhyme also 

became one of the few indications to the audience that what they were hearing was verse. 

 My preference is to find rhyming words of unequal numbers of syllables as in 1.2: 

 These roaring boys resemble all their fears, 

 Small wonder they now call us Cavaliers.  

If I sense a rhyme coming because an actor has emphasised the initial rhyme, I find I tend 

to anticipate a word of equal length as my brain sorts through the possibilities, perhaps 

because the stress pattern of the word stays with me as much as the rhyme; a word with a 

different number of syllables is more likely to take me by surprise, so I make the assumption 

that I am more likely to surprise an audience in this way. Why should the rhyme surprise? 

The end of a scene, whether comic or not, is in the manner of a punchline: it will define the 

ending more sharply if it finishes on a joke, hits a semantic nail on the head, or provides a 

new piece of plot. All of these will pack the line with a bigger punch if the audience do not 

see them coming. There is a little bit of linguistic legerdemain going on therefore as Brian 

Boyd points out: ‘we enjoy the unexpected, perhaps farfetched, move, and the unexpected 

word, that lead us to the right rhyme’ (2012, p. 22). When a rhyme works well, the audience 

know exactly where they will end up but enjoy it if they take an unexpectedly scenic route 

to get there; there is contrast between the novel and the familiar. 

 In discussing rhyme and the role of memory in oral traditions, David Rubin points 

out that ‘the first occurrence of the sound limits the choices for the second occurrence and 

provides a strong cue for it’ (1995, p. 75). Perhaps this process of limiting also lends itself 
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to the end of a scene as it brings things to a close. When watching a play and listening to a 

piece of blank verse in which the only end rhyme will come at the end of the scene, the 

audience may not know a rhyme is coming which would, of course, negate this process, but 

the shape of a scene often indicates its closure. Frequently in Besieged, one character is 

left alone – another kind of limiting – and turns to the audience for a final thought; an actor 

with a rhyme will also tend to give the first occurrence a gentle push, to set it up for its fellow. 

 There is less of a surprise when monosyllables rhyme because they seem easier 

and more predictable. We tend to associate them with nursery constructions of ‘the cat sat 

on the mat’ variety, but I let them in when they suggested themselves naturally or finished 

on a strong image as in 3.2: 

 England, thus strewn with tinder and dry lint 

 Awaited one poor fool to strike a flint.  

Influenced by Gower, the Chorus of Pericles, some of the rhymes were deliberately 

mundane, as Oglander sought to hand the baton over to the next scene while making 

himself invisible: 

 Suppose the Colonel now at Court, the Queen 

 There gives him audience. What more, shall be seen.  

This echoes Gower’s: 

 But tidinges to the contrarie, 

 Are brought your eyes, what need speake I. (Shakespeare, 2019e, 2.0.515-

 516) 

Here, the verse is a tetrameter as Shakespeare imitates the real Gower’s form, so pastiche 

strikes again. Gower is very much a character in his own right, unlike the Chorus of Henry 

V, for example, and so the rhymes vary in mood from dramatic, to playful, to satirical, to 

humble, to fretful: we naturally associate rhyme with lighter verse and humour, so Gower 

reminded me that it can operate just as well across a range of humours. 
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 As David Crystal notes, particular issues with word order in Shakespeare’s drama 

arise ‘in his verse, where he bends the construction to suit the demands of the metre’ (2008, 

p. 199). Crystal is concerned here with where the language deviates from modern English 

and, from feedback received, I would agree that the blank verse in Besieged was more likely 

to cause problems with comprehension than the prose. As a writer, however, I found it more 

difficult to find the voice of the prose, probably because it lacks the clear shape of blank 

verse. Poet, Clive James discusses this: 

Defenders of the formal poem could plausibly say that it has a better, not a 

worse, chance of joining the moments up, so that its ability to contain them, 

and intensify them with a symmetrical framework and a melodic structure, 

becomes a satisfaction in itself. (2014, p. 7) 

This symmetrical framework is a guide of sorts, whereas the prose sound was more elusive. 

The verse form can be seductive however: once the syllables have been counted and the 

stresses orchestrated, it can seem as if the line is complete when, in fact, it merely fits a 

pattern and may be opaque or lacking in dynamics.  

 Speed is no marker of quality, but with the slow pace I made in general because of 

the amount of checking and research I needed to do along the way, I noticed that I worked 

most quickly when adapting historical sources to passages of blank verse: I was safe in the 

knowledge that the vocabulary and subject were from the period, and the form ‘told’ me how 

to shape them. An example of this process would be Goring’s address to the town in 3.2 

when he finally reveals that he will declare for the King. The speech is recorded as follows 

in a pamphlet published on 13 August 1642: 

Gentlemen, and fellow Soldiers, the occasion of calling you together, is to 

let you understand and know His Majesties pleasure, and your dutie 

concerning this Town and Fort, which His Majestie doth expect to finde a 

place of singular trust and fidelitie; and therefore hath commanded me to 

put you into such a posture, that we may be able and ready, not onely to 

maintain his Majesties right in this place against any that shall dare to 
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attempt the contrary, but also that this place may be fit for the guard and 

safetie of His Majesties person. (True Newes, 1642) 

In Besieged 3.2, this became: 

 Good gentlemen and fellow soldiers, 

 His Majesty hath commanded me 

 To put you into such a posture 

 That we be ready to maintain his right 

 In Portsmouth ‘gainst those who, contrariously, 

 Would dare attempt to deny him: Portsmouth will 

 Provide the guard and safety of the King. 

As the emboldened words indicate, the speech is dense with those gathered from the 

source, closer to Shakespeare’s Canterbury than Enobarbus as discussed above, but 

Goring is briefer and more direct than the Archbishop. There is variation from the metre: the 

language lent itself to three opening lines of nine syllables, the missing 10th syllable and 

fifth beat creating some suspense and anticipation of what is to come after such a long 

period of ambiguous loyalties. The subsequent progression to 10 and 11 syllable lines 

builds the pace and power as Goring heads towards the declaration for the King. There are 

also words, such as ‘commanded’ and ‘deny’, that allow the phrasing to deviate from the 

metre. Here, then, I am following in the footsteps of the 17th century playwrights discussed 

in Chapter Two, but what about prose? 

 Verse and prose were used for a variety of functions but in this first attempt at 

pastorical 17th century drama, I wanted the signification to be clear and consistent. I 

decided that the Queen and her court would speak in blank iambic pentameter to reflect 

courtly decorum; the royalists also, except where they were dealing with pragmatic or earthy 

concerns, and they would enjoy their verbal flourishes; the Parliamentarians would speak 

in terse prose to reflect their puritan outlook and contrast the royalists’ flamboyance; and 

the ordinary folk of Portsmouth would also speak in prose, with the exception of Bigges’ 

speech mentioned above, but with more colour and humour.  
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 Besieged 1.3 is the first scene in which we meet the town millers and some of the 

soldiers from the garrison, so it was here that I had to cut my 17th century prose teeth. I 

wanted to populate the play with the ordinary folk as much as the nobility and Members of 

Parliament, and an anecdote in one of the pamphlets (A true relation, 1642) about the 

miller’s bed being hit by a cannon-ball, inspired me to create Thomas and Kate Beard, the 

millers who run the tide mill which existed just to the north of the town walls. I took their 

names from the garrison accounts of 1640 which John Webb found when researching his 

Portsmouth Paper (1977, p. 11). Thomas Beard was in fact a porter, but the name sounded 

like the solid, dependable fellow I wanted the miller to be; the two soldiers we get to know 

– Bigges and Yong – also got their names from the accounts. Although I had to invent the 

ordinary folk from scratch, at least I knew their names came from Portsmouth in the period; 

but how should they speak? 

 In 2015, I directed the SSA in The Merry Wives of Windsor, which David Crystal 

records as the Shakespeare play with the greatest amount of prose at 87.5% (2008, p. 211). 

I went back to the play to get a flavour of the prose and pick up phrases and vocabulary 

that would help me maintain the sound of the 17th century. In the following speech, the two 

wives realise they have been sent identical love letters from Sir John Falstaff: 

Mis. Page. Letter for letter; but that the name of 

Page and Ford differs: to thy great comfort in this my- 

stery of ill opinions, heere's the twyn-brother of thy Let- 

ter: but let thine inherit first, for I protest mine neuer 

shall: I warrant he hath a thousand of these Letters, writ 

with blancke-space for different names (sure more): and 

these are of the second edition: hee will print them out 

of doubt: for he cares not what hee puts into the presse, 

when he would put vs two: I had rather be a Giantesse, 

and lye vnder Mount Pelion: Well; I will find you twen- 

tie lasciuious Turtles ere one chaste man. (Shakespeare, 2019d, 2.1.614-

624)  
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The word order is straightforward, but there are several things going on which are less 

familiar. First, the use of ‘thou’ and ‘thine’: Page and Ford are friends and, following the use 

of ‘you’ in the formal greeting, use the more intimate pronoun with each other. Despite the 

advice of authors frightened of accidental Blackadderisms, I wanted to retain these 

pronouns not only because they evoked the past but also because of the way the thou/ you 

forms indicate hierarchy or intimacy, as mentioned in the Richard Brome extract above. As 

David Crystal (2008, p. 193) explains, in Early Modern English, ‘thou’ would be used from 

a superior to an inferior, and ‘you’ for the reverse; ‘thou’ was also used between the lower 

classes, while ‘you’ was used between the upper; ‘thou’ could also be used between any 

class to indicate intimacy, as is the case here with Mistress Page to her friend; also, ‘thou’, 

unlike ‘you’, can only be used in the singular (Blake, 2002, p. 42). 

 ‘Thou’ also changes the verb ending in the second person singular as in ‘thou liest’ 

(Shakespeare, 2019d, 2.1.596) which Page says to Ford earlier in the scene. In the fifth line 

above, there is also an example of the verb ending for the third person singular: ‘he hath’. 

David and Ben Crystal (2002, p. 481) tell us that this fashion was already changing in favour 

of the modern verb endings in both cases, and Shakespeare sometimes switches from one 

usage to the other, but these sounds were very much ones I wanted to retain, and they 

appear throughout Besieged.  

 In the sixth line, the word ‘sure’, meaning certainly or surely, appears, which we still 

use in some collocations (‘sure thing’), but gives a period ring in others such as ‘Is sure the 

man to story them my tale’ (Besieged, 1.4). In line 7, there is an example of an older 

collocation, ‘out of doubt’, where we might now say ‘without a doubt’; phrases such as this 

are instantly accessible but signify the past, and I used it in 1.3. In line 8, ‘he cares not’ 

demonstrates the typical reversal of our modern ‘he doesn’t care’, another technique that 

can be quickly adopted. 

 In line 9, Mistress Page says ‘I had rather be a Giantesse, and lye vnder Mount 

Pelion’, which is the type of classical allusion playwrights of the time used to add colour 

and, in this case, humour. The Arden edition tells us that Zeus buried the Titans under 
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Pelion as punishment for their attempt to climb Olympus (Shakespeare, 2014, p. 168), so 

this is a bawdy and vivid example of hyperbole. This hint of mythology was something I 

wanted to use but I kept to the more familiar figures such as Charon crossing the river Styx 

in 2.1, and a mention of sirens in 2.2. Blount mentions Achilles, and the less familiar 

Hephaestus and Myrmidons in 1.4, but the speech is supposed to be overly poetic and 

confusing, and is swiftly brought down by the bathos of Haselrig’s reaction. The construction 

‘I had rather be’ at the beginning of this phrase is an example of the ‘preterite subjunctive 

[which] expresses something hypothetical’ (Blake, 2002, p. 116); we would now say ‘I would 

rather be’, so this was another subtle difference which I used in such phrases as ‘I had 

rather stay in my hole as the dogs run by’ in 3.1. 

 The final line serves as a warning as the significance of ‘lascivious turtles’ is unlikely 

to register with a modern audience because of the denotative and symbolic confusion. 

Turtles here refers to turtle doves which, as ‘emblems of faithfulness [are] the opposite of 

lascivious’ (Melchiori, 2014, p. 168), hence the contrast with ‘chaste men’. A modern 

audience would understand Mistress Page’s general point, but the strength of her contrast 

is lost, reminding the pasticheur that any symbolism would have to be contextualised by the 

surrounding dialogue. Many lessons can be learned from even single speeches like this 

one, and online copies of the First Folio were a constant companion as I searched for usage 

and inspiration. 

 Words change meaning or usage over time and can become ‘false friends’, as David 

Crystal puts it (2008, p. 156); he gives a range of examples such as ‘owe’ which used to 

mean ‘own’ which I have given to Waller in 4.1. I used examples from historical sources 

where it seemed the context would make sense of them. At the time of the play, for example, 

‘bullet’ meant ‘cannon-ball’ as in this from a pamphlet from September 21, 1642: ‘the Miller 

commended it for a good thing to rise betimes in the morning, (for [...] said) if he had not 

risen early, he had been killed in his bed; for a bullet took away one part of his bed’ (A true 

relation, 1642). ‘Bullet’s’ salient modern meaning is of a small projectile, so I used the period 
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construction ‘cannon-bullet’ in the play to retain the unfamiliar but make the meaning 

immediately clear.   

 In addition to the theatrical resources available to me, historical research also 

provided a wealth of examples of 17th century language in pamphlets, letters, diaries and 

contemporary histories. As I researched the history of the piece and collated a chronology 

of events, I frequently came across words and phrases I wanted to include for a variety of 

reasons, mostly to do with the sound of history: evocative turns of phrase, difficult 

vocabulary that could work in context, unusual word order, a pithy remark, humour. 

Reflecting on the range of 17th century playwrights’ use of sources, as discussed in Chapter 

Two, provided a model for adaptation.  

 I also had an urge to give characters their own words, or words that were as close 

to theirs as possible: George Goring, the Queen, and William Waller all say things in 

Besieged that they wrote in letters; Oglander (and other characters) say things that he wrote 

in his notebook; John Pym and Goring say things from their speeches as recorded in 

pamphlets or government records; many characters say things as they were phrased in the 

pamphlets published during and shortly after the siege. Of course, these words were not 

written as drama but in the vernacular, and they helped me to develop a speaking style for 

the dialogue in prose, albeit with some adaptation in most cases.  

 This begs a question about how the incorporation of original material from the time 

affects the nature of a pastiche. My urge to give characters their own words was 

undoubtedly fuelled in part by de Groot’s authentic fallacy: I felt that by using words by or 

recorded from my characters, I was giving them moments of authenticity; and perhaps these 

moments would somehow legitimise the fictional material around them. Giving the character 

William Waller words to say which the historical man wrote is an example of verbatim or 

documentary theatre, which would seem, at first, to be the very opposite of pastiche in a 

true/false or real/imitation dualism. In verbatim theatre, the words are authentic (albeit this 

is problematised by performance, direction and interpretation, among other production 

factors), so can incorporating verbatim material bring pastiche closer to that which is 
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imitated? After all, verbatim and pastiche have a closer relationship than verbatim and 

modern dialogue in a historical piece. Of course, verbatim theatre is usually billed as such, 

so the audience are conscious of the authentic origins of the piece; in a play like Besieged, 

they would not know which lines are verbatim and which not. Some audience responses to 

Besieged revolved around their assessments of the amount of research I must have done 

to complete the play, however, and these would seem to be related to assumptions about 

the play’s authenticity in language and subject; it seems audience members will make a 

judgement about the authenticity of the piece which is connected to their affective response. 

 Turns of phrase from the sources suggested themselves: ‘the Sharpness, and 

Malignity of those Evils under which we have now many Years suffered, are fomented and 

cherished by a corrupt and ill-affected Party’, (The Petition, 1641). Selected from an 

otherwise prolix speech, this has a sinewy power to it which suited the subject matter of 

John Pym’s letter in 2.2: this is a scene in which seven different characters appear and 

speak their letters in quick succession, so the words needed to convey their mood quickly 

and distinctively, and this passage gave the actor something to literally get his teeth into. 

There are no difficult words here, but ‘malignity’, ‘fomented’ and perhaps ‘cherished’ are not 

commonly heard in 2019; ill-affected (meaning ill disposed) is an unusual construction; 

‘under which we have now many Years suffered’ is unusual word order, so the passage 

certainly spoke its period. 

 The following is from a letter by William Waller: 

An army compounded of these men will never go through with your service, 

and till you have an army merely your own that you may command, it is in a 

manner impossible to do anything of importance. (Waller, 1644, para. 23) 

The letter was originally written to the Committee of Both Kingdoms (the English 

Parliamentarians and the Scottish Covenanters) and indicates the frustration with a fighting 

force comprising local, ill-disciplined forces in the period before the New Model Army. I 

brought Waller’s words forward by two years as they seemed equally applicable to the 
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piecemeal force hastily assembled to support him in Portsmouth after Goring’s declaration; 

changing only ‘you’ to ‘we’, the passage stands. Without knowing it was a quotation, the 

actor playing Waller brought this passage to my attention in rehearsals as being awkward 

to deliver. He had the same difficulty in the following speech in 5.2 in which I had 

incorporated an extract from Exceeding Joyfull Newes From the Cavaleers at Nottingham 

(1642): 

Colonel Goring, since news of your weak posture and desire to yield up the 

town has reached the Cavaliers, we have rumour that the great spleen and 

malice they have took against you can by no ways be appeased, they 

having generally resolved to be your executioner, and to cut you in 

pieces, and to punish you with such torments, that never any Christian 

as yet endured, because you proved false and treacherous on both 

sides.  

As the text in bold indicates, I adopted the extract with only a change to the pronouns as I 

found it vividly worded and an excellent summary of the damage to Goring’s reputation at 

this stage of the siege. I also liked the jagged texture which spoke of the past, but was also 

the reason for the actor’s reaction.   

 When actors raised such lines with me, it was to see if I would be willing to redraft 

them to make them easier to deliver but, on hearing that they were quotations from period 

material, they were happy to persevere: it seemed the actors, too, were attracted by the 

notion of authenticity. Of course, these passages are from non-fictional prose as opposed 

to prose written to be spoken, so there is a choice to be made between the attractiveness 

of found writing and its potential as dialogue. As discussed in relation to the Archbishop of 

Canterbury’s speech in Henry V (Wells, 2002, p. 147), written prose generally requires 

some adaptation to ensure it becomes performable. The passages I had used without much 

editing were few and, because the actors formed new attachments to them once they knew 

the sources, I left them in to see how they would work with an audience. Where verbatim 

and documentary theatre use unaltered extracts from written prose in performance, it is on 
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the basis that, as Amelia Parenteau observes, it provides ‘access to essential human truths 

via “real” source material’ (2017, p. 20). This was the instinct which motivated me and, I 

suspect, the actors, in retaining words from the period at the cost of a little verbal 

awkwardness. If I were attempting an exact pastiche of a period play, further adaptation of 

these few passages would be advisable to enhance their performability, but I was 

comfortable with these ‘documentary touches’ given the distancing effect I wished to 

achieve.  

 In the ways described above, a combination of ‘found sounds’ from the historical 

sources and close reading of plays from the period helped me develop the prose and 

became new elements of the know-how of pastorical playwriting. In the years since I wrote 

the first version of Goring’s story, however, the environment in which I write has changed 

enormously, and I will now turn to some other resources that became central to my working 

practices. 

 The know-how of writing includes the environment in which the writing takes place. 

Where once I sat at a typewriter with books strewn about me, I can now access the books 

through the typewriter in the shape of a computer, and it is difficult to imagine how I would 

have developed the play without the resources that affords. That the characteristics of 

drama in 1642 were redolent of Shakespeare’s drama meant that I could draw on a selection 

of online resources emerging from research into his work. Following on from their glossary 

and language companion, Shakespeare’s Words (2002), David and Ben Crystal created an 

online version, ShakespearesWords.com, which incorporates a range of invaluable features 

for the pasticheur of the 17th century: a glossary linked to modern and original versions of 

each text; a Topics page in which things such as attention signals, exclamations and 

swearing are discussed with examples; a thesaurus (added after I completed the play); and 

a Themes page covering sixteen areas including classical mythology, gods and goddesses, 

and historical figures. I referred frequently to this website for definitions and usage, and 

sometimes came across vocabulary by accident: in searching ‘cautious’ in the glossary, for 
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example, I noticed ‘cautelous’ appear with two definitions, one of which was ‘cautious’. By 

following this, I was able to find the Headword Location link to an instance of its use by 

Brutus in Julius Caesar, which in turn linked to the text in First Folio and modern versions 

with definitions. Consequently, in 1.1, in response to Goring’s question about which of the 

Ladies of the Bedchamber is a spy, Queen Henrietta Maria replies:  

 Hush, Sir, I know not which, but cautelous 

 Must be our way’. (Besieged, 1.1) 

I took the gamble that cautelous was similar enough to its modern counterpart to be 

understood in the performance context, while contributing the sound of the past. 

 While the thesaurus on Shakespeare’sWords.com was added after I completed 

Besieged, the online Oxford English Dictionary (OED) had made its Historical Thesaurus 

available, and this provided many of the historical synonyms I eventually used. Five lines 

on from cautelous, Goring says: ‘An army? ‘Tis a most perspicuous thought’. In searching 

to see if ‘sagacious’ was in use at the time (it was, says the OED, but generally in reference 

to an acute sense of smell rather than to shrewdness or insight), I found ‘perspicuous’, a 

synonym for perspicacious. Perspicacious was also in use, but perspicuous again had the 

sound of the past. The glossary in Shakespeare’sWords.com only contains words which 

are no longer in use or which have changed meaning, because its main purpose is to help 

people understand the plays and poems; this is an excellent resource, but it means the 

pasticheur cannot use it to check if a word was in use at the time with the modern meaning. 

The OED’s thesaurus again supplied this need and provided examples of usage. 

 The University of Victoria’s Internet Shakespeare Editions (2015) was my third key 

online resource as it enabled me to search for usage by opening a complete play and using 

Control+F. Being neither a grammarian nor a linguist, I was relying a great deal on my 

memory and feel of 17th century language gained through twenty-four years working on 

Shakespeare plays and LAMDA monologues with students; this memory and feel frequently 

needed checking. I recalled that in using the comparative, for example, where we might 
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now say something was ‘stranger’ or ‘more strange’, a 17th century construction might be 

‘more stranger’. I verified this on the Internet Shakespeare Editions website: I often began 

a search with Hamlet, reasoning that the longest play would yield the most results, and by 

searching ‘more’ I quickly came up with ‘more richer’ (Shakespeare, 2019b, 3.2.2175-2176), 

while Coriolanus provided ‘more worthier’ (Shakespeare, 2019a, 3.1.1817). N.F. Blake’s A 

Grammar of Shakespeare’s Language (2002) provides an explanation: ‘double 

comparatives and superlatives, that is with both more/most and the inflection, are not 

uncommon, for grammarians had not yet purged them from the language’ (p. 46). The 

grammarians’ tardiness was my good fortune because this lack of standardisation is what 

gives the language a rich and playful quality to the modern ear; a quality that demands 

greater attention while it entertains.  

 These three websites were constant companions as I checked usage and searched 

for vocabulary, and it became my ritual to open them as I began writing. It would be difficult 

to overestimate their usefulness: in completing the research and checks needed to pastiche 

17th century language, I never achieved more than about a page and a half of dialogue a 

day. Without these resources, it would have taken even longer.  

 So far, I have been discussing a series of moments from Besieged; I will now turn 

to the development of structure, character and action. My first step was to research the 

historical background to the play and to create a chronology. I wanted to begin with those 

sources nearest to the events and, prompted by John Webb’s (1977) notes on his primary 

sources, I began with the pamphlets which are accessible via the Early English Books 

Online collection on the Historical Texts (2019) website. Published by both sides in the 

siege, and averaging 5-8 pages, these are the most detailed contemporary descriptions of 

what happened, written by people who took part in or lived near the action. Many of the 

scenes in the play come directly from these pamphlets.  

 The Earl of Clarendon’s History of the Rebellion and the Civil Wars in England 

Begun in the Year 1641 (1888) provided detail and some judgemental but colourful 

assessments of Goring’s character from a royalist perspective. Sir John Oglander, who was 
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the Deputy Governor of Portsmouth some twenty years before Goring became Governor, 

wrote his wonderfully reflective Royalist’s Notebook (1936) about life on the Isle of Wight 

which includes notes on recipes, animal husbandry, forestry, politics and family. Oglander 

records some episodes about Goring which I used, including his drunken speech on the 

gallows, and a conversation with a captured Parliamentarian which I adapted for the 

conversation with the Scottish Soldier in 4.3. Oglander’s character and wit come through 

his notebook so well that he suggested himself for the Chorus of the play, and several of 

his turns of phrase pop up in the dialogue of other characters. 

 Other sources from the period, alluded to above, included letters by Queen Henrietta 

Maria (1857) and Sir William Waller (1644), and the Journals of the Houses of Lords and 

Commons, available via British History Online (2019). I was also able to order copies of two 

letters from Goring (1641 a & b) to Oglander from the Isle of Wight Record Office, 

concerning resources which Goring is hoping Oglander will supply. Goring speaks one of 

these in the Chorus of Act Two and the actors enjoyed seeing the scanned copies of his 

handwriting and the original parchment – another connection which they perceived as 

authentic. A slightly later source was John Aubrey’s Brief Lives (1898) which provided 

background on characters such as Suckling. 

 While the action of the play was drawn from the contemporary sources, I used 

modern sources for background reading, chief amongst which was George Goring (1608–

1657): Caroline Courtier and Royalist General (2007) by Florene S. Memegalos, which 

helped particularly with the chronology. Henrietta Maria: The Intrepid Queen (1990) by 

Rosalind K. Marshall convinced me that my decision to foreground the Queen was 

workable; and colour for the Cavaliers and sobriety for John Pym came respectively from 

Reprobates: The Cavaliers of the English Civil War (2012) by John Stubbs and The English 

Civil War (2007) by Diane Purkiss. Prior to this project, the Stuart period had not been a 

particular focus for me, and background reading helped to orientate and flesh out the people 

before I came to write them. Of course, the internet is a constant fact checking facility, and 
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I also consulted websites such as the BCWPROJECT (n.d.), the English Broadside Ballad 

Archive (n.d.), and History in Portsmouth (2007). 

 As I found episodes and information I wanted to use, I created the chronology in 

table form with a new row for each date. Initially, I had thought that the play would be tightly 

focused on the events just prior to and during the siege but, as I read further into Goring’s 

life, it became clear that the Army Plots the previous year began the long game that said so 

much about him. The chronology eventually came to 11 pages.  

 The research phase also helped me to establish my characters: because this was 

to be a little-known story about the Civil War, I wanted to avoid the ghosts, as Marvin 

Carlson (2003) might put it, of previous representations. Charles I and Oliver Cromwell are 

the dominant characters who immediately spring to mind when the War is mentioned, and 

Alec Guinness and Richard Harris are the ghosts of those characters for me because of 

Ken Hughes’ film Cromwell (1970). I wanted the audience to be able to start with a blank 

slate and, fortuitously, the period of Besieged came before Cromwell had emerged as a 

leader of the Parliamentary forces, so I began to wonder whether I needed Charles on 

stage. One of the episodes from the research concerned the Queen deciding not to go to 

Portsmouth at the last minute, and so the idea emerged that she could represent royalty in 

the play. Her biography revealed a dynamic character: at first, a dancer and singer in love 

with the arts; later, a strong consort who slowly replaced the deposed counsellors, Laud 

and Wentworth, to become her husband’s main confidant and, some historians suppose, 

his motivating force. With John Pym in Parliament and Sir William Waller at the head of the 

army sent down to defeat Goring in Portsmouth, I avoided the ghosts with a new set of 

historical characters to tell the tale.  

 As mentioned above, the pamphlets and Webb’s booklet had given me names and 

a sense of the personalities of the ordinary people who emerged around Kate and Thomas 

Beard, the millers: I wanted to bring in the way Goring plundered the farmsteads for 

provisions in the siege town, so a family connection with a farm was established. To contrast 

Goring’s affairs and dismissal of his wife, there should be a positive romantic relationship, 
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so that between Kate’s younger sister, Anna, and a soldier from the garrison, Henry Yong, 

took shape.  

 Physical research also played a part: a visit to Little Woodham, the living history 

village in Gosport, bore fruit in introducing me to inkles, bag puddings and wise women. The 

inkle (a narrow strip of woven cloth used for clothing and tying things up) became the simple 

present I needed Yong to give to Anna (and eventually, the symbol of his death); the bag 

pudding supplied a reliable joke; the wise women (herbalist first-aiders) became the likely 

trio who would use their guile to slip messages past the soldiers. A visit to Petworth House 

provided the opportunity to see portraits of many of the people in the play, including Goring 

and Blount, and gave me the haunting image of van Dyck’s last portrait of Charles. Charles 

and Henrietta Maria face each other across the long expanse of the Carved Room at 

Petworth, but the notes reveal the artist died before he had completed Charles’ face, and 

another artist finished it after the Restoration.  

 Finally, a visit to Oglander’s house at Nunwell in Brading on the Isle of Wight was 

followed by a visit to the Oglander Chapel in St. Mary the Virgin in the town. The wooden 

carving of a knight on Sir John’s tomb is quite unlike the stone effigies of his relations: 

instead of lying piously on his back, Sir John relaxes on his side, propping his head up on 

his right hand and looking straight at his visitors. His choice of a ‘living’ effigy symbolised 

for me the spirit of inquisitiveness and reflection that comes across in his notebook and 

confirmed he was the right choice of Chorus to buttonhole the audience and guide them 

through the play.  

 With the characters, historical and fictional, slotted into the chronology, the next step 

was to mould it into a five-act structure to reflect plays of the period. Gustav Freytag’s 

definition of the acts helped me achieve this (Marder, 1964, p. 485): Act One (introduction 

and exciting force) introduces the key characters and demonstrates Goring’s Machiavellian 

dealings, climaxing in his seeming betrayal of the Queen and her strengthening resolve to 

help the King; Act Two (rising action) shows Goring clearing his name with the Queen but 

continuing to give royalty and Parliament the impression he is acting for them as he fortifies 
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the town; Act Three (climax) sees Goring reveal he is actually on the side of the King as he 

shuts the gates and the siege begins; Act Four (falling action) sees the forces of Parliament 

arrive to attack the town which will clearly fall without reinforcements; Act Five 

(denouement) sees Goring finally surrender and escape, leaving the townsfolk to pick up 

the pieces.  

 I had always wanted the shutting of the gates that begins the siege to mark the 

interval and, as is the custom with most Shakespeare productions, we played it in two halves 

with one interval, so I could have written it as a two-act play. The transitions between the 

acts are partly visible to the audience as the Chorus begins each one, but from Act Two, he 

begins to appear within the acts, so this becomes less clear. From the audience’s 

perspective, being conscious of where the breaks between acts come in a 16th or 17th 

century style play is not necessary for their engagement or understanding, but the choruses 

are intended to punctuate the changing rhythms and tones of each act. I also wanted the 

actors to feel the play came in a form suitable for the language. 

 This chapter gives a flavour of the various ways in which I attempted to gather the 

elements of the pastiche together and begin writing, and a list of general principles has 

emerged which I will return to in the Conclusion and Appendix P. In Robin Nelson’s terms, 

this has been an exercise in know-that informing know-how. The next chapter will explore 

the way in which my collaborators became involved, and how their know-how enabled me 

to stand back from my play and reflect on the know-what needed to refine it.  
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New friends and stranger companies: collaborators and the feedback cycle 

 

Chapters Four and Five comprise steps three and four of Robin Nelson’s practice research 

model: the collection of evidence and the recording of moments of insight (2013, p. 29). 

This chapter also demonstrates the imbrication of the three parts of Nelson’s epistemology 

as the know-how, know-what and know-that of the many collaborators involved in a 

theatrical production overlap. As part of the Subject Benchmark requirement for an 

‘exegesis relating to the genesis and execution of the creative work’ at doctoral level (Quality 

Assurance Agency, 2019, p. 16), this involves reflective, heuristic practices; an interrogation 

of assumptions which John Freeman sees as necessary if practitioners are to earn that 

epithet and avoid ‘the repetitive act repeated because it provides familiar responses to 

familiar stimuli’ (2010, p. 59). The taint of repetition clings to pastiche, too, and begs the 

question of how something new can be achieved by imitating something established enough 

to be recognisable; that recognition can sometimes mask what is new, which comes from 

the collision between the pastiche of style, the novel subject, and the ‘time out of joint’ nature 

of an audience consuming the two in synthesis. Through the exploration of feedback from 

collaborators, this chapter will explore how their Nelsonian know-how enabled me to 

develop my know-what, and demonstrate the iterative process ‘in which problems are 

identified and re-worked (if not always resolved)’ that Freeman identifies as central to 

practice-based methodology (2010, p. 68).   

 What follows explores the outcomes of the four phases of feedback during the 

process and the impact on the play as performed in March 2019. Phase one involved two 

pilot workshops, one with student volunteers (Appendix B) and one with a mix of 

professional and amateur actors, writers and directors (Appendix C). The first pilot 

workshop explored my first attempts at pastiche 17th century dialogue, and the students 

were immensely helpful in highlighting issues which needed addressing, and confirming 

that the pastiche and archaic vocabulary were not problems per se. There were lessons 
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both for the writing and the survey design, but also an initial indication that the play could 

successfully communicate its meaning. Phase two involved feedback from two readers on 

the first draft of each scene. Phase three was a series of five workshops with the Southsea 

Shakespeare Actors (Appendices D-I), and phase four was the rehearsal process. 

Following a brief description of the nature of these phases, the outcomes will be explored 

through examples from scenes and excerpts.  

 For the pilot and SSA workshops, I used paper questionnaires to collect the thoughts 

of the participants and made notes of the focus group discussions that took place at the end 

of each session. Initially, I asked participants to complete the forms after their work but, in 

recognition of the swiftly flowing nature of workshopping, this developed into using the 

questionnaires throughout to capture ideas as they arose. I kept to five open questions on 

one side of paper for the first pilot so it would not seem too onerous a task; the questions 

prompted participants equally for strengths and weaknesses and the fifth question simply 

asked for any other comments. By the second pilot, I had reduced the questions to thematic 

prompts, on the basis that this increased openness and reduced the pressure to answer 

specific questions, and this approach continued through to the SSA workshops with 

variations to reflect the aims of each session. In the pilot workshops, I began with contextual 

information to help orientate the participants before the workshopping; this was 

unnecessary in the SSA workshops which instead began with a statement of aims.   

 Two readers looked at the draft of each scene as I completed it. The first, Alison 

Habens, is a novelist, poet, playwright and academic, and she helped me interrogate the 

script on a word-by-word basis to find opportunities to improve thematic cohesion, 

playfulness and humour, awkward phrasing and imagery. The second reader was my 

director, Nick Downes, a professional actor and drama teacher who has directed the SSA 

on many occasions. Nick’s experience enabled him to test the performability of the play and 

accessibility for the audience; he knew I wanted to test the impact of challenging language 

but was quick to highlight passages he felt were too difficult. 
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 I had agreed with the SSA that the development of the play would be a collaborative 

process that allowed time for the feedback cycle to have an impact. Once the cast were 

assembled, the director and I regularly referred to our or your play in communications to 

emphasise that feedback would be valued at any stage. The rehearsals began on 

November 20, 2018 with the second draft of the play, and we agreed significant changes 

would be considered up until the end of December. The third draft was agreed for the 

beginning of rehearsals in January 2019, to enable lines to be learnt and blocking fixed. 

 My documentation is multi-modal: annotated scripts and emails from the readers 

gave me a permanent record of their feedback, and I kept notes in the script throughout the 

rehearsal period when key discussions took place. When I redrafted a scene, I saved a new 

copy of it to keep evidence of the changes made. Workshop responses to the 

questionnaires were summarised and I recorded my notes from the focus groups we held. 

Throughout the exegesis, and particularly in this chapter, I include excerpts from the play 

to demonstrate the writing process clearly. Nelson emphasises ‘the usefulness of such 

documentation in articulating and evidencing the research inquiry’ (2013, p. 88), which may 

seem a truism, but underlines the importance of planning to capture what emerges from 

ephemeral processes, discussions and experiences. 

 While I was generally a quiet observer in these scenarios, this does not imply a 

dispassionate distance because my play was constantly being consciously and 

unconsciously evaluated by actors and directors applying their know-how, and any moment 

might lead to a change in my know-what. As Nelson notes, positivist notions of neutral 

observation and objectivity are no longer considered the only ways of knowing, and the 

range of feedback I was able to collect reflects ‘the recognition that knowing is processual 

and a matter of multiple perspectives’ (2013, p. 53). Actors in a rehearsal process provide 

these perspectives, and embody the work in a way which the playwright can plan for but 

never fully anticipate; similarly, a director cannot fully anticipate the way in which actors will 

respond to directions or the offers they will make as they begin to speak words in a space. 
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All rehearsal decisions, therefore, are already collaborative. As they sit out for some scenes, 

actors also become early audience and help evaluate whether scenes are working as 

intended. In these ways, my collaborators helped me to explore Richard Dyer’s contention 

that pastiche is not disconnected from affect, and mine that this affect can coexist with 

critical engagement; these explorations directly address my research inquiries concerning 

the role of collaborators in the writing process and the creative agency of pastiche.  

 The Prologue is the obvious place to start, not only because it begins the drama, but 

also because that positioning brings with it some unique functions: it must introduce the 

subject matter, it must introduce the style, it must engage the audience, it must entertain, it 

is the first impression that will have no second chance. The first draft in May 2017 was of 

48 lines and began as follows: 

As Portsmouth Town once peered through gated eyes 

Upon all Portsea’s scattered farms and shores,  

So let this stone and ocean-aged tower 

Of Henry Tudor’s mould direct your gaze 

On intrigue, upset and intestine war.  

These very walls did witness to the end 

The siege that is our theme, and held within 

Ordnance and such a weight of gunpowder 

That had a lighted taper strayed too near 

The blazing, blasty fire that would destroy 

Old Portsmouth’s walls and leave her ash to wind, 

Would be the short-shrift matter of our play. (Appendix A) 

The whole speech was the focus of the first pilot workshop and people felt it was long, 

needed more context, contained passages which were confusing, and would need pace 

and character to bring it to life. I was always conscious of its length, although it grew from 

48 to 66 lines by the final draft. This is six lines longer than the prologue of Boudica 

(Bernays, 2017, p. 14-15), which some reviewers found ‘overlong’ (Clapp, 2017, para. 2). 

Bernays’ prologue sets the scene very well, but there are features missing from it which my 
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collaborators invited me to include, chiefly the opportunity for the actor to build a rapport 

with the audience to dilute the necessarily didactic background information.  

 Changes were suggested to make the speech accessible on first hearing and one 

respondent felt they needed to read it more than once to understand it. There were 

observations such as ‘the words make sense even without knowing meaning on their own’, 

‘a lot of unknown words are said with words that are’ and ‘many of the unknown/ more 

difficult words could be expressed through actions’ (Appendix B). The first two comments 

confirmed that in the context of a sentence, or coupled with accessible vocabulary, people 

will gather the gist of archaic words, such that those words provide the sound of history 

without being a barrier to understanding. The third comment raises the point that while 

actors in naturalistic drama tend to avoid figurative gestures, those in classical drama often 

use gesture to support meaning, and certainly this happened in Besieged.   

 Pilot 1 workshoppers selected words and phrases in the Prologue likely to evoke the 

historical period: siege, flagstones, chronicle, ague, flagon and gunpowder (Appendix B). 

These are not archaisms but fall into two categories which either suggest historical events 

and locations (chronicle, siege, gunpowder, flagstones) or are rarely in use (ague, flagon). 

They all date from the 14th or 15th century in the sense I was intending, except flagstone, 

which is first recorded in 1730. Flag existed as a verb meaning to pave with stones by 1615, 

however, so I felt it was only a slight anachronism. Pilot 2 workshoppers selected accompt, 

mould, intestine, drunk and blasty (Appendix C). The issue with accompt was simply the 

pronunciation, and it was felt that the context conveyed the meaning. One respondent felt 

the salient meanings of mould and intestine would interfere with the intended sense. They 

were cut but I did use intestine in 2.2 where a pun plays with the meanings of the internal 

or civil war and the guts, thereby making the two meanings clear. Although drunk existed 

long before 1642, it was felt it sounded modern and I changed it to the earlier sot. One 

respondent enjoyed blasty and intestine as new coinages that gave a sense of the period; 

intestine was not new, but blasty may have been in the sense of a blast of gunpowder. 
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 The quoted passage concerning the potential explosion was discussed at length 

again in Pilot 2, convincing me that it was inaccessible and needed to be cut. There was 

also confusion over the speech made by Goring from the top of the gallows: this was 

interpreted by some as an actual attempt to hang him rather than a drunken escapade, and 

I edited it to make it clear. The rhyme of knight and Isle of Wight was felt to be accidental, 

and suggestions were made to avoid it, but I had intended a note of humour in keeping with 

Oglander’s character, and it was retained, the actor drawing laughter from it in each 

performance. It was noted that ‘According to the morals of your time’, required stress on 

‘your’ where an unstressed syllable should be, but it was felt that this change in rhythm 

strengthened the point. Beyond this, there were some favourable remarks about the 

character of Oglander, audience engagement through Oglander’s direct address to them 

and the structure of the speech, so there was reassurance alongside the notes for 

development. 

 During rehearsals, the directors, recognising the responsibilities of a Prologue, 

eventually asked me to begin on a humorous character note for Oglander and add a brief 

background to the war, hence the overall increase in lines. This changed the tone of the 

opening entirely, and the actor playing Oglander embraced the new opportunity to 

‘buttonhole’ the audience: 

Good gentles, here’s a welcome to you all. 

I’ve marked my notebook, studied well my speech, 

And, though my wife would doubt my memory, 

I mean to give you every gory truth: 

For though this wrackful tale might seem outlandish, 

I swear ‘tis fact on fact. So, by your leave, 

Now you have supped some wine and found the privy, 

And thrust your luggage fastly ‘neath the chair, 

I’ll take the player’s part and so begin. 

King Charles the first is now upon the throne, 

A stubborn, pious and unyielding man 
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Who, finding Parliament would not agree   

His need of taxes lest he met their terms, 

Dissolved the House and ruled the land alone.  

Oglander’s personality now came through from the beginning and small domestic details 

contrasted the epic qualities of the story; this development was in keeping with the cue I 

had taken from Gower’s characterful chorus in Pericles.  

  I have made the case above that one of the functions of pastiche historical language 

is to emphasise the allegorical nature of the drama, and Alison reminded me that Oglander 

plays a key role in this. As the storyteller, he reminds the audience of the distance between 

the past, present and future of the play, as well as the audience’s present, and invites 

reflection. Alison advised consistency in this temporal playfulness which I attempted to 

provide throughout his choruses. 

 Pilot 2 also workshopped 1.1 which introduces Queen Henrietta Maria, her two 

Ladies of the Bedchamber, Colonel Goring and the court painter, van Dyck. One of the 

Ladies of the Bedchamber is a spy for Parliament: the Queen and Goring need to discuss 

the potential for the army to support the King but, suspecting they are overheard, do so 

surreptitiously under the guise of talking about a painting. The painting was Peter Paul 

Rubens’ Landscape with St George and the Dragon (1630-35), in which St George is quite 

clearly a portrait of Charles I, and the lady to whom he is handing the leash of the 

vanquished dragon is sometimes taken (less convincingly, given the lack of resemblance) 

to be the Queen. Various ways of representing the painting on stage to help the scene were 

discussed, but this was complex given the nature of the staging. In their conversation, the 

dragon in the painting would symbolise the Parliamentary enemy: 

GORING. 

 And if we had been there to see St George 

 In his design to rein the monster in, 

 What actions, what particulars, might we 

 Descry that made him master of the beast? 
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This covert conversation was confusing to some and various suggestions were made to 

remedy it. Rather than change it immediately, however, I wanted to retain this different 

conversational mode to see how it worked after further rehearsal. Although there was 

general recognition that 1.1 was harder to understand than the Prologue, advantages were 

perceived in this: ‘Contrast between the ease of Oglander’s prologue and the more knotty 

language of scene 2 [1.1] will educate the audience in how much work they are going to 

have to do’ (Appendix C). This alluded to the interpretative work necessary with a text of 

this kind, and we discussed the way the play can train the audience by gently introducing 

them to the language.  

 At this stage, the Queen, van Dyck and Goring spoke in blank verse in this scene 

while the Ladies of the Bedchamber spoke in prose; the group noticed that I had accidentally 

rendered a number of prose lines in iambic pentameter, and I had to learn to monitor this 

as the rhythm was surprisingly hard to shake when writing prose. This was an early 

exploration of contrasting verse and prose but, given that the Ladies of the Bedchamber 

were aristocratic members of the court, they too spoke in verse in the final version to reflect 

the schema I eventually settled on.  

 Positive feedback indicated that people were interested to know more, that the 

characters were beginning to come through and that some of the language was appealing, 

so here again was reassurance as well as work to do. Crucially, both pilot workshops helped 

me to focus on the nature of the challenge I was presenting to the audience but also 

indicated enough was working to prevent it from charges of obscurity. 

 We returned to 1.1 in the first SSA workshop. Vocabulary that was queried included 

classical allusions referring to the goddess Flora and the Queen of Amazons. Given that we 

derive our modern word from the Roman goddess of flowers, and the Queen of Amazons 

is readily suggestive of a warrior, I had hoped these were not too obscure, but they 

disappeared from the final draft anyway as a result of cuts to reduce the playing time. This 
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was also the case with ‘glozed with glazes’ which respondents in Pilot 2 liked but caused 

confusion here. I was using ‘gloze’ in the sense of flattery, and liked the mellifluous, 

seductive sound produced by the repetition of the sibilants, but it was not helped by the 

context here. It worked in 2.2 because the adjective that follows makes the intention clear: 

‘thou can’st gloze my father with honeyed words’. One respondent also raised contractions 

such as ‘I’d’ and ‘I’ll’, feeling that the uncontracted versions would ‘sound more of the 

period’; such contractions were in use, but this highlights the point that authentic period 

usage does not necessarily meet with people’s expectations.  

 The coded dialogue between the Queen and Goring in 1.1 continued to cause 

confusion, and we decided to focus on it again in the third SSA workshop. The assistant 

director worked on the section with two actors for an hour in a separate room while the 

director led the planned workshop. Seeing 1.1 following this detailed work, one participant 

found it much clearer to the extent that she thought I had edited it, which demonstrated that 

dialogue which seems initially difficult can be made accessible through rehearsal. However, 

there were still significant differences of opinion, and the point was made that it might be a 

risk so early in the play when the audience ‘have to do some work to tune into the language’ 

(Appendix F); I rewrote it with the Queen and Goring simply whispering to avoid the 

eavesdroppers.   

 In Act one, scene two I was attempting a dramatic summary of the convoluted Army 

Plot and a depiction of the very different natures of the two factions of Royalists involved. 

Despite collapsing two meetings into one and reducing the personnel, this still left many 

new characters to introduce. One workshopper responded: ‘maybe it’s a bit relentless? 

Break it up a bit more. Love the loosening up where they share half lines’ (Appendix D). 

There were indeed too many events and off-stage characters in the scene, and it was 

subsequently cut considerably. The observation about split lines ‘loosening up’ the dialogue 

provided confirmation that the technique quickens the pace of an exchange, breaks up the 

regular rhythm and offers the tonal contrast of actors’ voices.   
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 Workshoppers raised the contrast between verse and prose in this scene, and 

between Suckling’s poem and the conversational dialogue. The scene was entirely in blank 

verse, except for the quotation from Suckling’s ‘Upon My Lady Carlisle's Walking in 

Hampton Court Garden’, so the first observation emphasises the difficulty of telling verse 

from prose unless there is a rhyme, or the rhythm is forced in the playing; the many split 

lines were taken for prose. Suckling’s tetrameters in couplets contrasted my blank verse but 

chiefly because of the rhymes. When actors delivering pentameter emphasise the sense, 

rather than the metre, the difference between four or five feet in a line becomes hard to 

discern as the audience focus on semantic units of uneven lengths. If a point is to be made 

to the audience by contrasting verse forms therefore, as in the example of Romeo and Juliet 

discussed in Chapter Two, rhyme schemes and the conscious playing of metre will be 

important.  

 One workshopper commented that ‘Suckling’s last speech “But must I go” – sounds 

like/feels like a question that nobody answers – if it was Shakespeare I would change it’ 

Appendix D). If delivered with the right inflection, such lines emerge as statements rather 

than questions, but it is interesting that this respondent would happily ‘fix’ the word order I 

was attempting to pastiche, viewing it as a communication barrier. 

 The number of characters in 1.2 caused confusion and it was felt that a lack of 

historical knowledge was a barrier to understanding the action. I tried to improve this in 

editing, but the success of this was hard to assess because difficulties were further 

compounded in production by the necessary doubling of actors who appeared either side 

of the scene as different characters. A combination of five new characters, the mention of 

others off-stage and the complexity of the factionalism mean this is a scene I would want to 

redraft in any future production.  

 In trying not to introduce character names too obviously, I had sometimes failed to 

signpost a character’s identity sufficiently or at all. Lucy Hay, Countess of Carlisle, is 

referred to in 1.2, and the audience should realise they have met her in 1.1. One of the cast 
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noticed in rehearsal that I had not named her in the previous scene. The actor playing 

Goring improvised the obvious ‘Lady Olivia; Lady Carlisle’ as he made his exit, and 

emphasised the contrast between flirtation with the first and antipathy with the second; this 

was at once amusing and an entirely appropriate character note for all three, so we kept it 

in. 

 Act One, scene three is the first scene in which the townsfolk of Portsmouth appear, 

and their prose dialogue was largely felt to be clear. One of Kate’s lines was thought to be 

difficult to deliver and understand on first hearing: ‘While thou stand’st there gaping at other 

men’s work my sister will be busy in the fields. How woulds’t thou fill a sack of flour without 

the grain she brings thee for the millstone?’ I realised the line was unnecessary in terms of 

information, and the actor playing Kate delivered the preceding insult to her husband with 

such energy that the character note was firmly in place, so I let it go. The actor delivering 

Anna’s line ‘In the present pamphlet’ felt ‘present’ was too formal, and so I took it out; 

working on little details in this way helped the company feel some ownership of the piece.  

 There were differing views on whether the relationship between the sisters needed 

more work or whether this would come through in performance; I could see potential for 

further dialogue but hoped, with the issue of playing time, that the performances would 

sufficiently bring them to life. One workshopper liked the fact that the townsfolk in this scene 

had ‘knowledge and insight into the historical situation’ (Appendix E) as well as those with 

higher status, which was useful feedback given that I wanted the audience to relate to the 

townsfolk as their historical counterparts with the same insight but less agency.  

 Act one, scene four is the first scene in which the Parliamentarians appear, and had 

been written with the Royalists, Goring and Blount, speaking in pastiche Early Modern 

English (EME) and the Parliamentarians speaking in Modern English (ME). The idea was 

twofold: first, having some dialogue written in ME would allow the audience to contrast the 

impact of both types of language the better to evaluate the pastiche EME; second, speaking 
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in ME would symbolise Parliament’s relatively modern intentions to reduce royal authority 

and provide stable government and taxation (Appendix N). 

 Some workshoppers reacted favourably to the contrasting languages enjoying the 

direct style of the Parliamentarians, the humour produced by the two modes clashing, and 

the way the contrast would make the Royalists seem less progressive. Two made the point 

that the audience might not pick up on the contrast immediately which would render it inert. 

Others were less keen, with one feeling my use of the word ‘knackered’ was out of place, 

possibly as too obvious an anachronism; one suggesting that there could be ‘more 

straightforward’ EME rather than ME; and a third reflecting that it would be doing a 

disservice to all the hard work put into pastiching EME. With this difference of opinion, I 

agreed with the directors that we would test this in the fourth workshop by exploring the 

present version of 1.4 and a new version in which the Parliamentarians also spoke in EME 

but retained their terse style. There were arguments on both sides when we tried this, but I 

was swayed by responses like ‘powerful’, ‘attack’ and ‘liked the same language – took the 

breaks off’ (Appendix G) in relation to the version that was in EME throughout, and so we 

decided to go ahead with that version. This collaborative decision enabled me to complete 

the other scenes involving the Parliamentarians. 

 There is a further issue here which cuts to the heart of a piece of practice research: 

where practice is intended to enable the testing of a hypothesis or exploration of a theme, 

to what extent, if at all, should the methodology of the research impinge upon the artefact? 

It would never have occurred to me to write part of the play in ME except for the fact that a 

comparison of two modes would be useful in evaluating the impact of the pastiche. This is 

not to say that it is not a good idea for an approach to a play, but it was not an organic 

development for Besieged as originally conceived and, while I had posited the idea to help 

the research, I came to feel it was a kind of functional intrusion. Conversely, I felt 

comfortable with the feedback from the collaborative element of the methodology impacting 

on the play. I feel then that the methodology can impinge upon the artefact as long as its 
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integrity is maintained. This is related to question eight in John Freeman’s list which asks 

whether the research is ‘in, on or for practice’ and how this might have an impact on its 

development (2010, p. 273). Indeed, to achieve Freeman’s intended symbiosis or Nelson’s 

imbrication between artefact and exegesis, the methodology must have an impact upon the 

artefact; the question of how this happens is vital to the outcome but must depend on the 

nature of the research. In my case, collaboration is a natural part of playmaking but creating 

the right circumstances for a survey, though essential for the research, is external to the 

artefact. 

 Continuing the collaborative spirit, we had always intended to devise some scenes, 

and this took place in the fifth SSA workshop. The play was cast by this point, so we were 

able to invite the actors who would be in the scene to participate in its development. We 

focused on 3.3 which, as the scene that would begin the second half, was intended to 

incorporate a range of lively performance modes to reengage the audience. Set in the 

Diggle family’s farmhouse, the action includes the singing of a broadsheet ballad adapted 

from a period piece, an improvised puppet of Goring, and a party atmosphere which is 

broken up by Goring’s soldiers arriving to sequester all food and livestock for the siege by 

force. 

 The directors designed a workshop plan (Appendix H), and I produced a draft of the 

opening of the scene with some contextual information and options to help focus the 

evening’s work (Appendix I). Rather than using a questionnaire, I collected in the improvised 

questions the actors came up with for the interrogation of the Goring puppet, and these 

formed the basis of that section of the script. In staging the song, improvising the comic 

interrogation and seeing how the tone changed on the entrance of the soldiers, the company 

helped me explore and establish the dynamics of this post-interval scene.  

 Actors make various kinds of offers in responding to a script, and an example from 

3.3 demonstrates how the simplest line can be given significance. I wanted the audience to 

get to know the Beards and the Diggles, so as to appreciate what it would be like to be 
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caught up in the events. I could not, however, devote too much playing time to every 

relationship within the family, so when Thomas and Kate visit, I gave Walter, her father, and 

Thomas the simplest of greetings to one another following Kate’s effusiveness with her 

mother: 

KATE.  

 Good even and twenty; what joy to see us all together. 

WALTER.   

 Thomas. 

THOMAS.  

 Walter. 

The actor playing Walter followed his instinct for contrast, and played it with an action of 

‘warning Thomas’, implying a subtext of ‘you are not in my good books at the moment’. The 

actor playing Thomas accepted this offer, and replied with an action of ‘acquiescing’ with a 

subtext of ‘I know to be wary around you’. The actors avoided the obvious choice of joining 

in the positive welcome, and instantly created some comic domestic tension which drew 

laughter from the audiences. Every line a playwright composes is an offer, and there are 

times when small details such as this relationship can be left to actors and directors to 

develop. 

 Focusing now on specific textual changes, Alison, as a reader, identified passages 

where I could address underpowered words, missed opportunities or awkward phrasing. 

‘Rarely that’ became the more emphatic ‘Never that’ (2.1); ‘dragged you to a watery 

conclusion’ became the darker ‘dragged you down’ (2.2); ‘Prize ope a simple flaw’ became 

the harder and more specific ‘Prize ope a tiny crack’ (3.Chorus). Though small, each of 

these added dynamism to the scene. 

 Vocabulary became more active or thematically cohesive: instead of a painting of 

Charles on horseback ‘resting’ on an easel, it was ‘mounted’ there (3.Chorus); instead of 

‘seeing’ his prey escaping, the king was ‘spying’ them do so (3.Chorus); ‘Until your baying 

sweetens into cheers’ confused sound and taste, and so became ‘Until your dog-like baying 
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turns to cheers’ (2.4). There were some twee phrases to expunge: the Queen’s ‘And 

slumbery dreams await to soothe my brow’ became the sharper ‘Now matters of import 

draw me away’ (2.1), which gave her a more pointed exit from the duplicitous Goring. 

 Anachronisms were spotted: ‘To use his limp to gain her sympathy’ became ‘His 

halting gait may gain her sympathy’ (2.Chorus) because limp only existed in that period as 

a verb, not a noun. As mentioned above, ‘Bullet’, meaning a small ball used in hand-held 

firearms did exist at the time, but more usually it meant a cannon-ball, often appearing as 

‘cannon-bullet’; to avoid confusion, I adopted it as the latter only and changed ‘I near forgot 

that bullet in your ankle’ to ‘I near forgot that fragment in your ankle’ (2.1).  

 There were matters of emphasis: when Parliament was demanding Goring confirm 

his loyalty, ‘They press me so’ did not convey the pressure he was under, and so it became 

‘They hound me so but, like to a fox, I had rather stay in my hole as the dogs run by’ (3.1). 

In 3.Chorus, when the Queen has lost sight of Charles as she waves to him from aboard 

the ship to Holland, she recalls an unfinished painting: 

 QUEEN. 

  When van Dyck died they found his easel, 

  A portrait of the King was mounted there: 

  On horseback in his armour, he looked out 

  But with no eyes to see, the face not finished. 

It was felt this image, a portent of the King’s fate, needed time for the audience to engage 

with it; equally, I did not want to overwork it, so added: 

 OLIVIA.   

 No semblance there? 

 

QUEEN.      

    A pale orb, that was all. 

   

OLIVIA.   
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 Let’s go below, my lady.  

 There were other places where ideas needed to breathe and characters needed 

fleshing-out: when encouraging Wentworth to be creative in writing a dissembling letter to 

the Queen, Goring said: ‘If your muse wants subject, invent!’ To this, I added: ‘You could 

turn her frock to the finest lace if you flourished your pen as you flourish your sword’ (2.2). 

When answering Wentworth’s criticism of too much rhyming in his verse, Goring replied 

‘There is no help for it. ‘Tis ingraft’; Alison suggested the answer should win the argument 

with yet another rhyme, a technique reminiscent of those discussed in Love’s Labour’s Lost, 

and so it became ‘There is no help for it: it is ingraft:/ My rhythm is a bow with rhyme the 

shaft’ (2.2). I added the missing syllable to the first line to enable the rhythm to support the 

timing of the punchline.  

 Nick Downes, as director, was quick to highlight passages he felt were opaque. In 

2.1, for example, he queried the Queen’s reference when recalling her childhood: 

  QUEEN. 

  What joy ‘twould bring to clamourers at the gate 

  Who call for my confinement or my death 

  To hear my brother prisoned me in France 

  When silencing my mother. 

Realising I had summarised the facts too briefly, I added some detail: 

 QUEEN. 

  What joy ‘twould bring to clamourers at the gate 

  Who call for my confinement or my death 

  To hear my brother prisoned me in France 

  When, reaching his majority at last, 

  He took our mother’s regent power away  

  And banished us to Blois.  

 Often, Nick and I agreed to test potentially difficult passages in rehearsal to see if 

the actors could convey their meaning. He raised concerns about the speech at the end of 
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2.1 in which Lucy lets Goring know that she is aware he was exaggerating his war wound 

to gain sympathy from the Queen: 

 LUCY. 

  I near forgot that fragment in your ankle; 

  Pray that its use won’t make the wound to rankle.  

The idea is that, in exaggerating his ankle wound to gain sympathy, Goring may accidentally 

aggravate it and cause it to fester. Though subtle, the actor playing Lucy made it work in 

rehearsal through the use of movement, and drew laughter from the audiences each night.  

 Both readers drew attention to the original last line of 3.1 in which Henry Yong 

tackles the thorny issue of writing a love letter: ‘‘Tis safest to read: to write is to ope a whole 

barrel of worms’. They felt it was unclear, and I was never happy with the worm metaphor 

which was too familiar. I changed this to ‘Reading is easy; writing can put a man at much 

peril’ (3.1) which sharpened the antithesis and the comical jeopardy. 

 Continuity was sometimes an issue: in editing 4.2, I had taken out a line which 

explained that the Parliamentarians had to break through a barricade before taking the fort 

at Portsbridge. Nick also felt the business with the two letters smuggled in by the Wise 

Women was confusing which led me to clarify the military source of the important letter 

which Waller keeps, and make it clear that the letter he gives back to the women so they 

can get their pay is unimportant; I also added a reference to the smuggling of letters in 4.1 

to foreshadow the events. As mentioned earlier, Nick’s feedback also led to the 

development of Oglander’s final speech in the Epilogue which he felt lacked emotional heft: 

the extended speech reminded the audience that it is the ordinary people who have to pick 

up the pieces after a war. Nick’s know-how, manifested here in his sensitivity to the shape 

of the drama, was vital, and his ability to understand the work on the page and imaginatively 

conceive the play in production greatly supported our developmental dialogue.  
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 Rehearsals are a true test of how well the words on the page are designed to 

accompany movement, expression, lights, sounds, props and scenery. They also make 

some things more obvious. I noticed, for example, I had used the exclamation ‘a fico for’ in 

4.3 and 5.1 as an expression of contempt. The repetition weakened its power, so I changed 

the first instance to ‘by cock and pie’, meaning ‘by God and the service book’.  Some dull 

passages also stood out, such as Oglander’s ‘I manage good resources – Goring’s hand’ 

in 2. Chorus which I changed to ‘I’m importuned for help – ‘tis Goring’s hand’.  

 Another test for the playwright is whether the plot is consistent and supported by the 

action. On occasion, I had developed an idea and forgotten to go back and make sure it 

was seeded sufficiently in a previous scene. In 2.1, for example, Steve Blackham, the 

assistant director, noticed the Queen assumed that Suckling and Jermyn had died as a 

result of Goring’s betrayal. In 1.6, however, in which the Queen first hears this news, she is 

merely told that they ‘have fled abroad’. I wanted to keep the assumption of death as a 

dramatic note, and so changed this last to the more ambiguous ‘are condemnéd men’, and 

gave the Queen the line ‘So Suckling, Jermyn, die by Commons’ rule’ to consolidate the 

notion. 

 When 2.3 had to be cut, the actor playing Lucy noted this would mean the loss of 

the only section of dialogue in which we see Lucy speaking to Pym, embodying her switch 

of loyalties from royalty to Parliament. It was regrettable to lose this character note, so I 

transported that section of dialogue to 2.4, following a new speech by Oglander which 

summarised the facts from the missing 2.3. I also gave Lucy four extra lines to develop her 

final speech in 3.Chorus: as a sophisticated and sympathetic character who switched sides 

because of the King’s failure to protect her lover, she deserved a better exit. I also 

embellished other scenes where moments felt underpowered or incomplete, giving Goring 

a closing speech at the end of 2.4 to underline his glee at fooling Parliament with a punning, 

Machiavellian rhyme.   
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 Clarity was the main reason for changes, however, and I made a series of small 

amendments to improve this. At the beginning of 5.1, for example, Bigges had the line: 

‘From the castle you may see the town perfectly; if we but stir they will know it’. In rehearsal, 

people were getting confused between Southsea Castle and the fortified town so, to make 

the danger clearer, it was changed to ‘From the castle, we may be seen perfectly; if we but 

stir they will know it’.  

 To summarise the impact of the first rehearsal phase, I sent out a new draft of the 

play with 124 changes in January 2019. In February, a further draft was sent containing 

cuts and new lines which ensured important information was not lost in the editing. By the 

end of February, we agreed to cut 2.3 to shorten the play because of the licence curfew in 

the venue, and I wrote the new speech for Oglander to make a smooth transition between 

2.2 and 2.4. Between the second draft of 22, 616 words, with which we began rehearsals, 

and the eighth draft of 19, 987 words, which was performed, the play was reduced by 2, 

629 words, and developed greatly in terms of clarity and drama.  

 It is desirable to work collaboratively and seek feedback during the process with any 

play but, when seeking to create dialogue that has the potential to confuse an audience, it 

is essential if the meaning is to be clear. This chapter also demonstrates the value of 

balancing the predominant outsider accounts of arts practice with insider accounts which, 

as Robin Nelson notes, provides a ‘new perspective valuable to practitioners in learning 

about other processes and compositional strategies’ (2013, p. 89).  

 From this process, a checklist emerges for the playwright: is the language as active 

as it can be? Does the vocabulary support the imagery? Has the language become clichéd 

or twee? Are the dynamics of the drama supported sufficiently by the dialogue? Are there 

places where further elaboration would allow ideas to breathe and characters to grow? Is 

there clarity? Is additional detail or foreshadowing required? Can actors speak the lines? 

 Other considerations in relation to the pastiche arise: partnering archaic words with 

synonyms can retain the rich aural quality without occluding the meaning; people will 
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perceive historical texture from the aural quality of a word which is quite separate from its 

salient meaning; a pastiche needs to consider audience expectations as well as historical 

fact – certain words or constructions may be in period but sound anachronistic; a playwright 

must suspend the intended meaning of a passage and let collaborators test the meaning 

that comes across in the playing; extra complexities – such as coded or euphemistic 

expressions - on top of pastiche language can confound the listener. 

 The processual and multi-perspectival nature of collaboration in the manner 

explored above demonstrates creativity abundantly. Critiquing, workshopping and 

rehearsing a play are inherently creative acts, but the consideration of pastiche adds an 

extra challenge. Collaborators go through the same process of interpretation and 

exploration they would go through in working on a genuine 17th century piece, but knowing 

they are testing a new pastiche, and can influence its development, extends their creative 

licence. Pastiche undoubtedly has creative agency in the process but what about the 

performance?     

 The final phase in the feedback cycle, and the only phase that involves an evaluation 

of the play in performance – the text rather than the work - involves the audience. The 

feedback of most audience members is limited to ritualised applause which signifies little 

more than the end of the play and, when the creatives meet the audience afterwards, they 

are often met with the briefest of feedback. Audiences have a creative role in a performance 

too, but often, and understandably, do not have a shared language or platform to discuss 

their response with the creatives. Focused discussions designed to find this language are 

rare, meaning that the play/audience dialectic is broken. The next chapter will explore an 

attempt to facilitate the learning of useful lessons by the playwright.
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May it please you to resolve me in my suit? Responses to the audience 

survey 

 

In his manifesto for performative research, Brad Haseman suggests that ‘the current 

repertoire of qualitative methodological tools — particularly discursive prose — will not 

accommodate completely the surplus of emotional and cognitive operations and outputs 

thrown up by the practitioner’ (2006, p. 104). The emotional and cognitive outputs of the 

audience are at the heart of my enquiry, and this chapter is the nearest I can get to the 

creative dialogue that took place between them and Besieged during the performances. 

Haseman discusses the way performative researchers must adapt methodological tools ‘to 

complement and enrich their work-based practices’ (p. 104), and this chapter will explore 

the responses to the questionnaire I designed to enlist the audience’s help in responding to 

my research inquiries. 

 Audiences are creatively implicated in art, and long-form art such as a play requires 

a complex sequence of creative responses from them. In Nelsonian terms, the audience 

also bring their know-how to a play, and will assume the role they find most comfortable, 

whether consciously or not. Some will watch as disinterested observers, for example, alert 

to the play’s signifiers; others will be emotionally open and responsive to each twist and turn 

of the plot. No position is good or bad per se and each will yield different kinds of response. 

The difficulty in designing a questionnaire to capture responses of any kind is in formulating 

questions that will elicit enough detail in a shared language that can help the playwright 

develop the know-how of writing practice.    

 Given the evanescent nature of dialogue in a play, I decided to incorporate brief 

extracts alongside each question to provide the opportunity to examine dialogue closely. I 

also wanted to keep the survey short and clearly focused, and designed a pilot draft 

comprising seven questions addressing the way language affects engagement in general, 

how stylisation affects understanding of the plot, how language evokes the period, how a 
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play of this type can contribute to local history knowledge, the presence of archaisms and 

of blank verse; the last question asked for any other comments (Appendix J).  

 The pilot survey was completed by two local writers who came to see a full rehearsal. 

In response to their feedback, I modified the questions to improve clarity and provide 

context, and an eighth question was added focusing on the way language served the 

various characters (see Appendix K). In the pilot survey, question three was ‘How does the 

rendering of the dialogue in a pastiche of 17th century drama affect your sense of the 

historical period as you watch the play?’ One respondent replied: ‘In a strictly academic 

sense it might be a pastiche, but it seems too harsh a word for the language of Besieged’. 

This resonates with the discussion in Chapter One about the predominantly negative 

connotations of the term, and I removed it from the wording to avoid contamination of the 

responses. 

 Nelson notes that questionnaires are ‘frequently not completed in sufficient numbers 

to be useful’ (2013, p. 88) and, as there was no way to predict how many of the audience 

members would respond to the online survey, I planned a survey night for the dress 

rehearsal on March 5, 2019, to which I invited an audience of 33 people including academics 

in the fields of Creative Writing, Performing Arts, Film, Design History, and History; 

postgraduate peers from the fields of Creative Writing and Creative Technologies; contacts 

from the film and television industries; and local playwrights, novelists, poets, actors and 

directors. This group were likely to give detailed, reflective answers, and this is 

demonstrated in the richness of the feedback. These participants were invited to attend for 

free in return for completing a survey. 54 responses were received from the audience: 33 

paper surveys were returned on the survey night and 21 people responded to the online 

version during the run. While the survey night audience responded anonymously, their 

membership of that group was clearly known to me, and they were people with an interest, 

and often occupation, in languages and the arts; the respondents to the online survey were 

fully anonymous and self-selected from the 340 people who attended the run. It was 
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possible to track the same respondent through the eight questions on the paper survey 

recorded in Appendix L, so references will take the form of appendix, question number, 

respondent e.g. L1-4. It was not possible to track the same respondent through the online 

survey recorded in Appendix M because nil responses were simply omitted and therefore 

changed the sequence, so I have numbered these straight through e.g. M38.  

 Where it is instructive, the analysis of the responses to each question will be 

prefaced by a table indicating the general trend of the answers. My rationale for the 

categories for questions 1-3 is as follows: positive responses are wholly so, positive/ issues 

includes comments which are partly favourable but raise issues, negative responses are 

wholly so, and descriptive responses are not evaluative. These statistics are simply 

suggestive of the cross-section of responses and not intended to be quantitatively 

conclusive.  

 Nelson comments that ‘research integrity requires the reporting of those (hopefully 

few) who did not experience the piece as the makers hoped, but it may be that the balance 

of responses bears out the claim for its impact’ (2013, p. 88). Also, more may be learnt from 

negative feedback, so I have been careful to address the range of qualitative responses to 

each question. 

 

Describe the ways in which you experienced the language of the play. The meaning, 

sound and imagery may be of interest. 

 

Table 1 
% responses to question 1 

 Positive Positive/ issues Negative Descriptive No Response 

Paper 55% 27% 6% 9% 3% 

Online 48% 43% 5% 0% 5% 

Total 52% 33% 6% 6% 4% 
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Among the positive responses, the language was variously described as eloquent, beautiful, 

rich, poised, witty, Shakespearean, poetic, pithy, lyrical, accessible, entertaining and 

dynamic. Metaphors were felt to be arresting, enjoyable and evocative and furnished ‘the 

reader with new perspectives towards not only the action on the stage but the play’s broader 

thematic connections both to the time it portrays and the time it was written’ (L1-1). The 

pastorical characteristic of allegory is recognised here and the respondent is open to 

political themes. M6 commented that ‘the writing captured the language of the 17th century 

but also had the quality to be accessible to the audience’ which implies a recognition of the 

pastiche and an assessment of its adaptation of the referent.  

 Just over half of the responses were wholly positive and some detail was given to 

justify this attitude with L1-28 and L1-29 quite emphatic in their positive appraisal of 

pastiche: ‘I think the play would have been less powerful with modern language’; ‘modern 

language wouldn’t work’.  

 Some respondents described the way they adjusted to the style: ‘there’s a process 

of tuning in to the language, almost like flicking a switch’ (L1-4); ‘problems diminished as 

the play went on, probably because my “ear” became attuned to the language, the 

characters and the context’ (M5). The ‘tuning in’ process described may be sudden or 

gradual, but the pastorical playwright must somehow write it into the early scenes to help 

the listener. My first act included complexities on top of the language and, despite some 

editing, still requires revision in this respect. Simplifying the army plot with the royalist 

factions in 1.2 is a prime example.  

 The most common issue that arose was that of comprehension: L1-10 felt the 

language was ‘necessarily more dense than a contemporary audience is used to and 

requires focus and concentration. The meaning is sometimes lost in specific cases but 

overall it comes across’. Attitudes to this issue differed with some quite happy to let things 

go: ‘I let some of it just flow over me and was content to watch the play and enjoy the sound 
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of the language rather than worry about getting every word’ (M8); some amused by the 

challenge: ‘it felt like a puzzle that opened up as it went on – almost impenetrable at first – 

but then the musicality broke it open for me – never quite crystal clear – but a delightful 

puzzle’ (L1-17); and some more perplexed but determined to find something to value: ‘it 

seemed a bit overwhelming. I found it hard to keep up. If there were no actors I think I would 

not understand any of it. However, in a sound point of view it was very engaging and I liked 

to listen in a visceral sense’ (L1-27).   

 The more sanguine respondents confirmed that context was important: ‘even when 

the exact meaning of a word or image weren't entirely clear…the general sense came 

across vividly’ (M10). This is fortunate but does not necessarily mean that the obscure 

words have served a purpose. 

 Some respondents indicated an unsatisfactory experience: ‘some of the language 

flowed past’ (L1-16); ‘rhythmically is how I experienced it – I’d get lost in the cadence and 

the words would run together’ (L1-15); ‘found the switch between blank verse and prose 

jarring at first. Took a while to realise that used to distinguish between types of characters’ 

(L1-31). For one respondent, the stylised language was a barrier which they experienced 

‘as archaism. As effect. As a narrative device. Awareness of writer/ writing over and above 

character/ plot. It emphasises surface (assonance etc.) over depth of meaning’ (L1-33). This 

is a perfectly valid response which resonates with the mainstream view that writers should 

not attempt this type of pastiche, and I expected more in this vein. In this research, however, 

the majority did not dismiss the pastiche and their responses demonstrated imaginative 

engagement.   
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How does the stylised language in this play affect your engagement with the plot? 

 

Table 2 
% responses to question 2 

 Positive Positive/ issues Negative Descriptive No Response 

Paper 39% 52% 9% 0% 0% 

Online 38% 43% 14% 0% 5% 

Total 39% 48% 11% 0% 2% 

 

Responses here confirmed my suspicion that Act One was not a helpful introduction to the 

style, even after the denser sections of 1.1 and 1.2 had been edited. This was my test of 

how far I could go, and the feedback indicates that Act One went too far; L2-5 puts it very 

nicely: ‘At the beginning I found it hard to immerse myself in the language and this meant 

that some parts of the plot were hard to follow. But after the letter writing scene with Goring 

it was much easier’. Act One not only sets up the convoluted plot to demonstrate Goring’s 

duplicity but also contains more royalists speaking blank verse, and this respondent 

correctly identifies where this trend changes. Despite reducing the complexity of these 

scenes, I did not manage to convey the plot entirely effectively for many of the respondents. 

 21 respondents were entirely positive, even offering a version of the case Paul 

Kingsnorth makes for using historical language: ‘By using the language of the time you enter 

the mindset of the people' (L2-20). Pleasingly, some who anticipated problems found the 

play clear: ‘I have little knowledge of old English [sic] or Shakespeare so imagined I would 

struggle but I didn’t! I thoroughly enjoyed both the rhythm and the language. It added 

authenticity’ (L2-3). Many of the positive/issues respondents also made favourable remarks: 

‘There may have been one of Goring’s tricks that I didn’t quite follow, but mostly felt totally 

engaged (and that made us feel clever and informed)’ (L2-7).  
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 Six respondents continued to find the language a barrier: ‘I find it alienating – for me 

the stylised language (& stylised acting and verbal delivery) serve to distract me – or maybe 

not distract, but compete with – the plot’ (L2-15); ‘Found it too complex, making engagement 

with the plot difficult initially’ (M37). Undoubtedly, I would aim to improve the clarity of Act 

One if I restaged the play. 

 

How does the dialogue affect your sense of the historical period as you watch the play? 

 

Table 3 
% responses to question 3 

 Positive Positive/ issues Negative Descriptive No Response 

Paper 82% 0% 6% 9% 3% 

Online 86% 5% 0% 0% 10% 

Total 83% 2% 4% 6% 6% 

 

In question 2, the percentage of people having issues with the plot exceeded those with 

none, but the trend is reversed here and the support for the impact of the use of historical 

language is clear: ‘Feels an authentic window into past…Makes us feel clever, and makes 

the play feel old and established’ (L3-7); ‘The dialogue gives a better sense of history where 

modern language can displace the events’ (L3-16); ‘Conjured it perfectly. Helped my sense 

of immersion in the plot’ (L3-24). Authenticity was referred to by eight respondents to this 

question and, despite the term’s problematic nature, it emerges as an understandable 

measure of pastorical mimicry. Some recognised that their judgement was more about what 

seems right than what they know to be right, confirming the shared recognition of 

characteristics central to pastorical drama: ‘as we associate the historical play with 

Shakespearean language it seemed to fit convention and met my expectations’ (L3-14). 
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 ‘I do wonder if the "common" people sounded a bit too educated,’ offered M53. This 

came up in a couple of discussions during the run and it highlights some writerly guesswork: 

we do not have existing dialogue from many ordinary people except that quoted by the 

authors of pamphlets, but ordinary people in 17th century drama are often shrewd and witty, 

and I wanted to show their ability to analyse the activity of the elite.  

 L3-33 commented that the dialogue evoked ‘a ‘played’ periodicism – it is historicizing 

whilst a contrivance’. Of course, all drama is a played contrivance, but I infer they felt the 

artifice was too pronounced. Whether this respondent feels that pastiche of this kind should 

not be attempted or that I had done it badly, is not clear. This is a reminder that not all 

distancing has a positive impact and, for this respondent, it seems the writing was a barrier 

to engagement.   

 

Does the local nature of the story affect the local audience’s relationship with the play? If 

so, what impact does the use of historical language have on that relationship? 

 

Eighty percent of the respondents felt the local nature of the story was significant, and many 

described some connection with local places, people or factors through the experience of 

the play:  

From what I could tell at the performance I attended, the local setting and 

subject matter of the play were crucial factors in its positive reception. It 

seems to me that the Square Tower, as a real location in the historical 

narrative, as a ‘textual’ location in the fictionalised narrative and as the 

physical location where the modern play was performed, is a kind a 

palimpsest onto which different cultural meanings have been projected by 

different generations of local people at different moments in Portsmouth 

history. Besieged has made an important contribution to this process of 

inscribing meaning. (L4-1) 

This places Besieged in a historical continuum which is recorded in the building. The notion 

of the palimpsest evokes some erasure of each layer of meaning as the next is written over 
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it, so the re-inscription of lost meaning to put it into play with current circumstances becomes 

a function of pastorical drama. In combination with the pastiche, the location can, in Richard 

Dyer’s words, ‘allow us to feel our connection to the affective frameworks, the structures of 

feelings, past and present, that we inherit and pass on. That is to say, it can enable us to 

know ourselves affectively as historical beings’ (2007, p. 180).  

 Many respondents gave insights into their affective response: ‘picturing these 

turbulent events in places that are so familiar to me, was very powerful’ (L4-4); ‘there’s more 

ownership of the story by the audience’ (L4-12); ‘It [mention of locations] strangely gave 

those place names more gravity and importance’ (L4-14); ‘It affected my relationship with 

the plot and being able to relate to the history and the familiarity of place, made the language 

easier to engage with’ (M75). For this respondent, familiarity supported interpretation. L4-2 

was very much immersed and described what Bruce McConachie (2008, p. 18) would call 

an instance of imaginary transposition: 

It was powerful to imagine events unfolding here, giving the audience an 

investment in the outcome. When the gates were locked and those ‘without’ 

stood silent the audience were with them & we felt their fear as though it 

were ours. The end also where Goring threatens to blow us all up. It was 

tangible. 

These responses definitely expressed a ‘localism’ which Mike Featherstone explains as:  

associated with the notion of a particular bounded space with its set of close-

knit social relationships based upon strong kinship ties and length of 

residence. There is usually the assumption of a stable homogeneous and 

integrated cultural identity which is both enduring and unique. (1995, p. 103) 

For M72, this identity took on a David and Goliath aspect: ‘It was nice to hear the local 

historical references. I think the fact it was a bit "Portsmouth versus the world" that made it 

so engaging to a Portsmouth audience. The berating of Gosport was particularly enjoyable’ 

(M72). Touring comedians will often ask the theatre staff for some local place names to 

drop into their act, knowing that this is likely to get a reaction, and Besieged elicited the 
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same response in portraying the battle between Gosport and Portsmouth. Somehow, this 

was without malice: some of the cast, many of the audience and the assistant director live 

in Gosport, but they too enjoyed this ‘berating’. Was it ‘Portsmouth versus the world’? It was 

a story about Portsmouth people surviving, and if the audience have identified with the 

characters as members of their tribe, then a sense of solidarity is likely to emerge. Though 

they are different types of plays, it would be interesting to produce Besieged and Richard 

Bean’s The Hypocrite as companion pieces in Hull and Portsmouth, and explore the 

different reactions to ‘home and away’ dramas.    

 ‘A useful sense of distance’ was described by L4-30, and L4-17 noted ‘a certain 

sense of national and local pride, but more a sense that we of the living are repetitions and 

resonances of them – and the language is a measure of distance’. There is evidence here 

of the Verfremdungs+affect: a form of distancing created by the language that begs 

questions about our comparative relationship with our forebears.   

 Of the seven respondents who felt that the local nature of the story had no effect on 

the audience’s relationship with the play, three interpreted this as a question about the 

play’s viability elsewhere; they felt it was not so bound up with local themes that it would 

not play in other parts of the country. The others simply felt there was not an impact. 

 

While many of the words are similar enough to modern English to be understood, others 

are much less familiar. How did they work for you? 

 

The responses here are more difficult to categorise, so a table would be less helpful. The 

most confident responses were offered by respondents who had considerable familiarity 

with the works I was pastiching. L5-7 responded: ‘I’m a classicist so most are fine; but the 

actors always seemed to know what they meant which made us feel at ease’. L5-30, who 

declared a background in teaching Shakespeare in question 2, demonstrated expertise by 
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providing accurate meanings for three of the difficult words in the extract and correctly 

guessing the fourth. 

 By far the most common response involved discussions of context and how the gist 

of the sentence or the performances made the meaning clear. L5-18 wrote: ‘Performance 

and context within the dialogue reveals the meaning – if not the strict definition – of the 

words’; M90 felt that ‘not every word registers but the meaning is conveyed by the well-

presented context of the scene and the actor’s intention’. This confirmed reactions from the 

workshops that unfamiliar words can add to the sense of history and will be understood in 

context: ‘I felt these sorts of words enhanced the play and gave a reality to this insight into 

17th century life’ (M85). 

 Where people did not understand words, this was frequently felt to be unimportant. 

In L5-6’s experience, although some words were difficult, ‘that seemed satisfactory as I felt 

I was listening to something first said hundreds of years ago so it would have felt wrong to 

understand everything’. L5-9 wrote: ‘Less familiar words enhanced the feeling of the period, 

and the lack of understanding them did not detract at all.’ L5-11 added: ‘Many of the words 

I didn’t understand but no matter the richness and context of words worked. The flow of the 

piece and the mix of serious, humour, history and storyline meant the whole was absorbing’. 

It was not my intention for people to feel they were not understanding words, and surprising 

that, for about 74%, unfamiliar words did not present a problem and were even welcomed 

as part of the experience. 

 Six respondents were clear about the difficulties they faced: L5-20 ‘sometimes got 

confused as to who was who’; L5-27 ‘lost track of what was going on and couldn’t 

understand some passages all together’. There is a balance to be struck and M89 

addressed this directly: ‘There would be a tipping point where the unfamiliar occurs so often 

that it becomes alienating, but that didn't happen here’. This was the feeling of the majority 

although I must accept there were significant issues for others: ‘I don't feel very comfortable 
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when I don't understand a word’ (M87); ‘I have very little experience of this use of language 

and therefore did not understand words that were not familiar to me’ (M97).  

 When I go to see a drama from this period, I accept that I will not understand every 

word or phrase but hope to follow the gist; the question is whether a pastiche of such work 

should be so slavish as to reproduce occasional incomprehensibility or whether complete 

accessibility should be the aim. As a writer, I admit that I want to use some archaisms 

because of their rich, historical sound, but accept this is a choice and a question of balance, 

the balance mostly being worked through in the rehearsal process. 

 

Describe your awareness of the blank verse as you watched the play and any effect it had 

on your reception. 

 

Table 4 
% responses to question 6 

 Aware & 
Positive 

Not 
aware 

Found 
prose 
easier 

Aware of a 
difference 

Descriptive Not 
sure 

Blank 

Paper 52% 27% 3% 12% 9% 0% 0% 

Online 38% 19% 5% 10% 14% 5% 10% 

Total 46% 22% 4% 11% 11% 2% 4% 

 

Given that modern productions of 16th and 17th century drama generally prioritise meaning 

over the preservation of form in delivery, it is often difficult to hear switches from verse to 

prose and the playwright must consider the worth of writing in this style. This question 

demonstrated that around 61% of respondents were aware of the different styles although 

slightly less than half were explicit about a positive impact. A significant 22% did not notice 

the switch.       

 Of those who recorded a positive impact, L6-1 commented: ‘I did notice – and indeed 

relish – the difference between the discourses of the Royalists and Parliamentarians. I felt 
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it helped to cement the conflicts – dramatic and otherwise – between them’. M108 

connected blank verse with pace and status: 

The iambic pentameter provides an underlying beat which drives the action 

forward. The less formal and structured use of prose provides a contrast and 

helps to highlight the differences in status. The heightened blank verse tends 

to suggest a certain authority and formality.  

The contrasting forms were felt to be helpful: ‘Noted it more here when it was thrown in 

relief by the prose of the Portsmouth townsfolk’ (L6-13). Blank verse was also felt to assist 

with comprehension: ‘it can greatly assist by giving the dialogue rhythm which gives it a 

pattern and thus easier to listen and comprehend’ (M115). M100 ‘was delighted as soon as 

I heard it [blank verse], and held my breath to see whether it would be maintained. It was, 

often with clinching rhymes at the end of speeches’. A specific effect which I had deliberately 

used was noted by L6-8: ‘It was noticeable that speech switched into blank verse at the 

death of Henry Yong – lending the words said over his body a more noble aspect.’  

 For some, the contrast served to highlight difficulties: ‘I had no awareness of blank 

verse, though I was aware that there was a difference between how the Royalists and 

Parliamentarians/Portsmouth people spoke. I found the latter easier to follow and relate to’ 

(M103). This view was shared by several respondents across the questions and highlights 

that, while both prose and blank verse were stylised, the verse form necessitates more 

reversals of familiar syntax and generates a rhythm which tends to increase the pace. For 

others, the challenge was there but had positive as well as negative effects: ‘you have to 

listen a bit harder to follow what's being said but it made the play feel very genuine’ (M106). 

 An unintended consequence of the survey was that some respondents reflected on 

their own awareness of verse form: ‘For me the difference between blank verse and prose 

did not register to any great extent, but it probably did on a subconscious level. I was never 

very good at the whole iambic thing’ (L6-10). L6-27 went as far as to say: ‘I had no 

awareness of this…because I am stupid I think I didn’t realise people were using different 
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language at all’. Both respondents indicated in other questions that they enjoyed the play, 

but this is a reminder that some people have a fixed mindset about verse drama and the 

use of it will be a barrier to them. 

 M116 commented: ‘My awareness of this is zero and I have no understanding 

around this question’ and L6-20 ‘wasn’t very aware of this as it was going on’. The contrast 

in language can serve no conscious impact for these respondents, but this did not 

necessarily relate to their enjoyment. 

 

Which characters did you feel were well or less well served by the language? 

 

This question was an addition following the pilot survey designed to add the dimension of 

character, and I worded it poorly: a small number of respondents alluded to difficulty in 

interpreting it. Inevitably, a lot of people identified the major characters as they were the 

most memorable and had most to say.  

 Goring was frequently singled out with L7-2 commenting ‘the language here, 

particularly, carried the persona (excellently done)’, and L7-14 adding: ‘It particularly suits 

Goring’s character as I feel the double-speak and Machiavellian plots are well served by 

the metaphor and verse. We are as much seduced by Goring’s language as the victims of 

his plots’. M127 felt ‘Goring's slipperiness was well conveyed in his elaborate use of 

language’ also pointing out that ‘Oglander's measured use of blank verse gave him the 

authority of the wise commentator’, which neatly describes the synthesis of acting and 

language. 

 The townsfolk were the cause of some dispute: on the positive side, L7-8 felt ‘the 

prose of the people of Portsea made them credible as farmers, millers etc.’, while L7-33 

noted that the ‘townsfolk seemed well served by the fluidity of prose for comedy’ and M134 

wrote: ‘I like the "working class" and tradespeoples’ use, which was well pitched I felt. It 
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contrasted well with the more flowery eloquence of the aristocrats’. By contrast, the topic of 

the townsfolk’s level of education emerged once more: ‘the poor folk did seem - in quite a 

lot of cases to be a bit too well spoken and knowledgeable ... or better spoken than I would 

have thought they would be’ (M129); M130 concurred: ‘Occasionally I found the ordinary 

people's language a little too educated for their status’.  

 For the most part, the historical record does not contain the ordinary people’s 

language, but historians such as John Walter demonstrate the considerable evidence of 

political awareness and organisation amongst ordinary people in the period, and ‘the strong 

sense of rights that informed collective actions’ such as the enclosure riots (2007, p. 20). 

Although the lower classes are often the agents of humour and victims of scorn in the drama 

of the period, this sense of rights comes through. As Andrew Barnaby (1996, p. 387) notes, 

Shakespeare tackles the issue of rural working-class conditions and absentee landlords 

directly in As You Like It, in which the shepherd, Corin, eloquently demonstrates his 

consciousness of the situation: 

My master is of churlish disposition, 

And little recks to find the way to heaven 

By doing deeds of hospitality. 

Besides, his cote, his flocks, and bounds of feed 

Are now on sale, and at our sheepcote now, 

By reason of his absence, there is nothing 

That you will feed on. (Shakespeare, 2009, 2.4.79-85) 

Thomas Dekker’s plays, such as The Shoemaker’s Holiday, deal explicitly with class 

distinctions and social mobility, and The Life and Death of Jack Straw allows the rebels 

some powerful speeches even if the status quo is restored by the end. Despite some 

audience expectations, examples such as this demonstrate an analytical and lucid lower-

class perspective was represented in the drama of the period. 

 In commenting on styles of speech, L7-33 wrote of the townsfolk: ‘They appeared 

less contrived. The gentry seemed consonant-laden’. This respondent was not positive 
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about the verse and here offers something specific. Whether the consonant-laden effect is 

produced by a proliferation of hard consonants or fewer long vowels, is something I would 

wish to explore in future work.  

 

Any other comments about the writing or production? 

 

Respondents enjoyed the tragicomic mixture: L8-7 felt there was ‘tight writing, nothing 

spare, good scene lengths, and variation between high and low characters, between serious 

and lighter scenes’; L8-9 noted a ‘good balance between the drama of the siege and the 

occasional interspersion of comedy’; and L8-14 wrote: ‘What surprised me was how 

‘authentic’ (and I know that’s a troublesome term) it felt as an historical play’.  

 People enjoyed the playfulness with language which particularly came through in 

2.2, which most identified as ‘the letter scene’. L8-2 ‘loved the meta level where there was 

reference to language/ words e.g. at the death of Yong’; L8-33 thought ‘it was nice to have 

written language as a motif within the narrative’. 

 To balance the positivity, six respondents felt the play was too long, particularly Act 

One. Further suggestions for improvements included having more fun with Goring ‘as a 

villain we love to hate’ (L8-7), the thought that it would need more than one viewing to 

understand the plot (M143), and an observation that ‘the double dealing of Goring seemed 

to be done a few times’ (M147). 

 Some respondents discussed the political allegory: L8-11 said the ‘timing of 

Besieged reminds me of modern politics! Betrayal and negotiations – so feels relevant! The 

pace of the narrative sweeps you [a]long nicely’. M140 commented: 

That verse by Oglander was quite inspired; it gives a timelessness to the 

play, pitched to us in the future. The character of Col. Goring was clearly 

Shakespearean as well as historical in that he had his fatal flaws (the seeds 

of his own destruction) within him. 
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 Crucially, there was further affirmation that the pastiche had worked for some: ‘Full 

of character and historical tone. I wouldn’t have enjoyed it half as much in modern language’ 

(L8-3); ‘I was impressed by the amount of research that must have gone into the language 

of the period. There were no anachronistic words or idioms which can sometimes make you 

wince in historical drama’ (M148). 

 Finally, it is interesting to reflect on elements and words which stayed in people’s 

memories as they came to respond to the survey. Scenes that were recalled included 

Goring’s letter scene, the love-letter scene between Anna and Henry, Henry giving Anna 

the inkle to tie up her letters, the death of Henry, the musical elements, the Goring puppet, 

the wise women, the trumpet scene, the humour in the scenes with the Beards, and 

Oglander’s diary. Humour, visual stimuli or both are central to all of these moments, which 

is a useful note when considering how to keep an audience engaged.   

 As well as the rhymes, swearing and insults, words that were remembered, or half-

remembered, included ‘this stony square’, which was spotted as my version of ‘this wooden 

O’ from Henry V; ‘brandishing the burning twigs’, from Kate’s first attack on her husband, 

which employs alliteration; ‘By cock and pie’, one of Goring’s more vivid exclamations; 

Oglander’s ‘blood for ink’ phrase, which I adapted from his notebook and was singled out 

as moving; and ‘bootful use of this intelligence’, which appeared in an extract on the survey 

but stood out for two people.  

 These responses demonstrate that most of the audience were willing to accept 

pastiche dialogue as a valid technique for dramatising historical events, with some vivid 

responses supporting Richard Dyer’s assertion that ‘pastiche is not something superficial, 

disconnected from the real and, especially, from feeling’ (2007, p. 2). A small number of 

respondents felt the pastiche, particularly the iambic pentameter, drew attention to the 

writing rather than the action of the play, but most found it engaging even if there were some 

difficulties. A major concern was accessibility and a significant number of respondents felt 

they would like to have been able to understand more. This engagement with the audience, 
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in addition to the feedback discussed in Chapter Four, will form the basis of my 

recommendations for pastorical drama in the Conclusion and Appendix P.     
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Great freedom within great order: Rhythm and Metre  

I wanted to know why one line was good and the other bad; and this, 

scansion could not tell me. The only way to learn to manipulate any kind of 

English verse seemed to be by assimilation and imitation, by becoming so 

engrossed in the work of a particular poet that one could produce a 

recognisable derivative. (Eliot, 1957, p. 27) 

T. S. Eliot’s reflections on training the ear by studying poems, not poetry, describe my 

approach to writing Besieged as a pastiche: I relied on my ear to recreate the sound of 17th 

century drama, rather than a study of scansion, on the assumption that my audience and I 

would have noted a similar range of characteristics, largely because our main source of this 

sound would be the shared experience of studying Shakespeare in the education system. 

Television and film adaptations would be the next most likely shared experience, this time 

of hearing, rather than reading Shakespeare. As my research questions indicate, my 

intention was to test the creative agency of pastiche with an audience, and the response to 

the survey indicates that Besieged was sufficiently effective as a pastiche of 17th century 

drama to test this hypothesis.  

 Of course, my play was never likely to be a perfect reproduction of the richest drama 

of the period; indeed, as I have discussed, I deliberately wanted to animate some of the 

more awkward characteristics because those very difficulties can be potent signifiers of the 

era. The time following the production affords the opportunity to look further into matters of 

prosody, however, in search of ideas to help refine the work. The intention of this chapter 

is to identify ways in which the main considerations of English Renaissance playwrights, 

and their struggle to apply classical prosody to English, might support such refinements. A 

brief chapter cannot encompass the wealth of scholarship that exists on poetry and drama 

as it evolved during the 16th and 17th centuries, so the following is intended to use a blend 

of history and literary scholarship to provide context and extract what might be useful to the 

playwright.      
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 The quotation from Eliot is from his essay ‘The Music of Poetry’, and a brief reflection 

on those two forms is a useful preface. The link between music and poetry has been a 

stimulus for art and philosophy since the ancient Greeks: Aldo Brancacci demonstrates the 

power of the two forms coming together in song in the works of Homer, and the relationship 

of music and poetry to the Muses (2016, p. 12). For O. B. Hardison, their combination means 

that ‘poetry is constitutive rather than imitative. The music of each metre allows the poet to 

“body forth” images of the real that would otherwise be inexpressible’ (2019, p. 259). 

Throughout his analysis, it is clear that Hardison feels this music is created by playful use 

of metre, not strict adherence to it. Saussure might observe that all languages are 

constitutive (Culler, 1988, p. 22), but the discussion of music emphasises the difference 

between prose and poetry: there are prose passages which have musical qualities, but this 

effect is heightened in poetry by the more obvious rhythmic patterns - regular or not, 

durational or in pitch - and the heightened focus on the choice and arrangement of each 

word. In poetry, the sound of the language is semantically entwined with the writing to a 

greater degree. 

 Recent scholarship tells us this interplay of poetry and music has material 

significance: neuroimaging and electrophysiological studies in music demonstrate that 

changes in pitch are related to what Assal Habibi and Antonio Damasio call an ‘affective 

code’: 

it is conceivable that the usage of pitch rises and falls in music may have 

begun as a biological device for conveying a particular emotive state…the 

autonomic nervous system activation that we feel when we hear well-crafted 

music may be related in part to the variation of acoustic frequency present 

in the music. (2014, p. 95) 

Moreover, as Wassiliwizky, Koelsch, Wagner, Jacobsen, and Menninghaus have 

demonstrated, while poetry shares changes of pitch with music, it also has distinct impacts 

on listener affect demonstrable near the ends of lines, stanzas and whole poems, as the 

metre and rhyme, if present, enable the anticipation of climax. They also note increased 
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responses to passages containing social address, implying an interlocutor (2017, p. 1235-

1237).  

 So, word order, metre, changes in pitch, rhyme and social address all have 

measurable affective impacts. While it can be tempting to think of poetry as occupying the 

liminal space between prose and music, in fact it has distinct qualities that may in part 

explain Hardison’s ‘bodying forth’, the expression of what is inexpressible by words or music 

alone. As Eliot puts it, ‘the music of poetry is not something which exists apart from the 

meaning’ and ‘the poet is occupied with frontiers of consciousness beyond which words fail’ 

(1957, pp. 29-30), so neither words nor music can entirely define poetry. Poetry can 

combine the erratic rhythms of prose and phrase with the regular rhythms of (most) music, 

and this counterpoint of phraseology and metre is central to the following analysis.    

 In Shakespeare's Metrical Art, G.T. Wright suggests that Shakespeare’s use of 

metre ‘becomes fully coherent only as we grasp, link by link, the chain that runs back to 

Chaucer’ (1988. p. xi). Inevitably, a chain also runs back from Geoffrey Chaucer (ca. 1342-

1400) to Latin, French and Italian poetry. He is generally held as the ‘first fashioner of iambic 

pentameter lines’ in English (Wright, 1988, p. 21), which Martin J. Duffell confirms through 

the application of probability modelling demonstrating that ‘Chaucer, unlike any previous 

poet before him, in any language, avoided placing prominent syllables in odd-numbered 

positions in the line (except the first). In other words, he invented the metre we call the 

iambic pentameter’ (2000, p. 269).  

 Duffell identifies the Vie de Saint Alexis, a poem in Old French, and the Occitan 

Boecis, both dating from the 11th century, as ‘the earliest surviving decasyllables in a 

modern Romance language’ (2000, p. 270). He charts the development of this line from 

examples containing two parts with a fixed caesura, to a unified decasyllabic line that 

emerges in response to music, ‘because having a regular number of syllables is more 

important to syllabic music than lexical stress’ (2000, p. 270); in this way, music ‘papered 



Chapter Six 

142 
 

over’ the caesura. Through the influence of Provençal troubadours, the position of the 

caesura in verse as well as music became flexible, and there are also lines with no caesura. 

Given the major influence of Latin prosody on English versification, it is worth noting that in 

Latin, a caesura is a break that splits a metrical foot, while diaeresis is a break that ends 

with the foot. However, since this usage has not become common in English, Joseph A. 

Dane suggests this differentiation has become largely irrelevant (2009, para. 15).  

 As an English courtier and diplomat of the 14th century, Chaucer necessarily spoke 

French, allowing him to read authors such as poet and composer Guillaume de Machaut 

(ca.1300–1377), whom Elizabeth Leach feels was remarkable for ‘the importance he 

ascribed both to the music within his poetry, and to the musical performance of his works’ 

(2014, p. 1). Leach surveys the clear evidence of Chaucer’s assimilation of Guillaume de 

Machaut’s work citing, for example, a line from Qui es promesses de Fortune se fie: ‘Sans 

foy, sans loy, sans droit et sans mesure’. Chaucer renders this decasyllabic line as 

‘Withoute feyth, lawe, or mesure’ in The Book of the Duchess (2014, p. 213), an octosyllabic 

work that demonstrates the twin inheritance of French octosyllabic poetry and the non-

syllabic line of four accents used by his English predecessors (Shannon, 1913, p. 277).   

 J.I. Wimsatt conjectures that Chaucer and Guillaume de Machaut may have met in 

Reims during Edward III’s campaign of 1369-70. Machaut wrote a humorous complaint 

about his enforced involvement in the defence of Reims called ‘A toi, Hanri’, at a time when 

Chaucer was captured there. Wimsatt calls it ‘one of the few works in French or English to 

provide a real antecedent for the decasyllabic couplets of the Canterbury Tales’ (1993, p. 

79), and demonstrates its influence on a later decasyllabic work by Chaucer, The Complaint 

of Chaucer to his Purse, written to another Henry: Henry IV.  

 More unusually for the period, Chaucer could speak and read Italian and, through a 

structural analysis of French, Italian and Chaucerian decasyllables, Duffell concludes that 

‘Chaucer’s model was clearly Boccaccio’s endecasillabo and not the French vers de dix’ 
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(2000, p. 283). This may seem odd given that the Italian endecasillabo is a line of verse 

which normally has 11 syllables (but may have 10-13), while the vers de dix has 10, but the 

endecasillabo requires a stress on the tenth syllable. So here, within the continuum from 

Chaucer’s first use of something resembling iambic pentameter, to the poetry and drama of 

the 17th century, a complex picture of influences from classical Latin, medieval Latin, French 

and Italian on English verse emerges.  

 French and Italian accent also affected the interplay between phrase and metre: ‘In 

the syllabic prosody of the romance languages, accent arises from phrase and clause 

units…rather than from natural accents of words arranged so they objectify a succession of 

units called feet’ (Hardison, 2019, p. 3). Syntax, therefore, is led by rhetoric, not by metre. 

This also begins to demonstrate the difficulty of applying the manner of Latin, French or 

Italian prosody to the writing of verse in a Germanic language such as English: accent works 

differently not only in the construction of verse but in the language itself. English words 

largely retain their stress patterns when syntactically arranged, for example, while French 

words ‘yield their individual accent-potential to the group, and the group accent falls on the 

last accentable syllable of the last word of the group’ (Scott, 1903, cited by Hardison, 2019, 

p. 6).  

 The view of Chaucer as the progenitor of the English iambic pentameter, though 

widely expressed, is not shared by all. Dane, for example, sees it as anachronistic as it 

defines ‘Chaucer’s verse as a variant of an idealised verse form developed much later in 

English history’ (2009, p. 45); but Chaucer clearly develops a decasyllabic line and Duffell’s 

evidence indicates the emergence of an iambic pattern to it, so there are good reasons to 

situate Chaucer at the beginning of a continuum that led to English iambic pentameter.  

 Assuming Chaucer is using iambic pentameter, Wright (1988, p. 22-25) draws out 

useful characteristics for the writer: metrical substitutions of trochees and spondees, a light 

and quick pattern, enjambment, and the use of many monosyllabic words to increase the 
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pace and lend emphasis to the stressed words. There are also headless lines, in which the 

initial unstressed syllable is missing; broken-backed lines, in which a midline break is not 

followed by an unstressed syllable; and the line with an epic caesura where the midline 

break is preceded by an extra unstressed syllable. Wright demonstrates that these 

techniques can be used to various effects, the general rule being that an extra syllable or a 

stressed syllable in an unstressed position draws attention. 

 There is then a gap in the continuum: 

the century and a quarter of versification between 1400 and about 1525 left 

iambic pentameter in so strange a state that, instead of taking off from where 

Chaucer had left it, poets from Wyatt on had, in effect, to begin all over again. 

(Wright, 1988, p. 28) 

The language was changing, and developments such as the disappearance of the final 

syllabic ‘e’, of which Chaucer appears to make frequent metrical use, meant that his 

methods were not easily imitated by his successors. 

 According to Gary Waller, Sir Thomas Wyatt (1503-1542) lifted his versification out 

of this ‘strange state’ by avoiding the ‘lumbering, broken, heavily end-stopped lines’ (1993, 

p. 110) of his predecessors and contemporaries. This is not to say that his approach was 

transparent: for Derek Attridge, ‘Wyatt’s metrical intentions remain one of the most enduring 

of prosodic mysteries’ (1982, p. 345). In ‘They flee from me’, for example, Attridge identifies 

lines of four and five-beat metrical sets and others which could be read as either. Concluding 

that there is no point trying to look for a regular metre in the poem, he recommends that ‘the 

reader has to be true to the rhythms of the language, and let the passages of regular metre 

emerge of their own accord’ (p. 346), thereby giving primacy again to phrase, not metre. 

For Wright, Wyatt, influenced by Italian poets such as Petrarch, deliberately used variations 

from regular metre to reflect tone or emotion and was an ‘inventive metrist struggling to 

invest a brisk and racy metrical system with a flexible expressiveness that is at this point 

literally foreign to it’ (1988, p. 32).  
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 Wright also analyses ‘They flee from me’ and offers a four-part interpretation of 

Wyatt’s technique including breakdowns of metrical forms, metrical variations, syllabic 

procedure and accentual conventions. This is a complex scheme intended to marshal a 

very wide range of variations and if it was, in fact, Wyatt’s technique, Wright admits it would 

not have been appreciated by his readers at the time and is still perplexing now (1988, p. 

34). After all, variations such as trochaic or spondaic substitutions can only have an impact 

if the listener can identify the metre from which they depart. In a live drama, the listener may 

experience such variations as the actor’s or character’s emphasis and, indeed, that would 

be the point. Unsurprisingly, responses to Besieged did not demonstrate analysis of metrical 

feet, although there were acknowledgements of shifts from verse to prose which indicated 

awareness of form.     

 It is in Wyatt’s later work that Wright observes a tighter rein on the variations of line 

which enable him to achieve an eloquence that points to the later, more confident use of 

iambic pentameter. Wyatt’s development is symptomatic of the struggle to find a measured 

but expressive form in Early Modern English, and this struggle was necessary to lay the 

foundations for later poets and playwrights whose line is ‘more economical; it permits fewer 

variations from the norm…but those few (along with a more mobile midline pause) allow it 

to bring into play an immense range of quickly recognizable speech-patterns (Wright, 1988, 

p. 37). 

 The use of decasyllabic and iambic lines was in flux and Hardison identifies the way 

in which the four prosodic systems which came to bear on English renaissance poetry 

caused further complications (2019, p. 6). Accentual alliterative metre, as mentioned in 

Chapter Two, can be seen in Old English poetry, and generally uses four stresses split 

either side of a caesura; alliteration may be used to link stressed syllables on either side of 

the break. Quantitative prosody stemming from Greek and Latin models provides the major 

crux of attempts to write poetry in vernacular English because it is based on the durational 

idea of long and short vowels rather than accentually stressed and unstressed syllables; 
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two short syllables can be substituted for one long, for example, such that it is time based 

rather than accent based. Syllabic metre is defined by the number of syllables in a line, as 

in the description of Chaucer’s decasyllables, above, although variation can be achieved by 

using uncounted, weak syllables; it cannot be divided into metrical feet but ‘its measures 

and accents give it a strong syntactic rhythm’ (Hardison, 2019, p. 10). Lastly, accentual foot 

metre is plainly described by G. S. Fraser:  

We should not have learned to write stress-syllable, or accentual foot metre, 

except that poets like Chaucer borrowed syllable-count metres, with rhyme 

of eight and ten syllables, from French and found a foot pattern imposing 

itself, because of the importance of stress alternations in our language. 

(2018, p. 16)  

This suggests an organic development of English versification arising from Chaucer’s 

French and Italian influences, which complements the deliberate influence of classical 

quantitative prosody on English education.  

 The period of experimentation between Chaucer’s development of his decasyllabic, 

proto-iambic line, and the flexibly creative use of iambic pentameter that Shaw feels begins 

with Marlowe (2007, p. 38), saw poets struggle to fit the English language to classical 

models. Much of the iambic pentameter written before Marlowe obeyed the line strictly, and 

was viewed as poor in comparison with the richness of classical quantitative metre. As 

Derek Attridge notes, the English renaissance poets, in trying to apply their grammar school 

training, were struggling to reconcile the English language with a quantitative dynamic that 

had even disappeared from vernacular Latin a thousand years before: 

although the Romans may have heard the apparent disparities between the 

stress-accents of words and the durational quantities of syllables in verse 

lines (and this subject is very obscure), changes in the pronunciation of Latin 

by the fifth century A.D. "meant. . . that the quantities on which Latin verse 

was based ceased to be a property of the spoken language and had to be 

learned for the purpose of scanning and writing poetry in classical metres". 

(Attridge, 1974 cited by Wright, 1988, p. 38) 
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Over time, English poets took the lessons from the ancient convention, which they were 

taught in the grammar schools, and synthesised them with the phraseology of their own 

language.  

 In William Shakspere’s Small Latine and Lesse Greeke, T.W. Baldwin surveys a 

wide range of 16th and 17th century pedagogical works to give a thorough account of the 

way in which children attending grammar schools in that period would have engaged with 

Greek, Hebrew and, primarily, Latin texts: ‘lower grammar school aimed to teach the boy 

grammatical Latin…upper grammar school aimed to use the classics so to teach rhetoric 

(including logic) and poetic as to increase morality’ (1944, Vol. 2, p. 667).  

 One of the key texts for learning the rules of grammar and prosody was A Short 

Introduction of Grammar by William Lily (ca. 1468-1522), first high master of St Paul’s 

School. Hardison notes that ‘the “prosody” section of a renaissance Latin grammar is an 

abbreviation of a Latin ars metrica’ (2019, p. 97); Lily’s follows that of Aelius Donatus, a 

fourth century Roman grammarian. Lily goes on to identify types of two and three syllable 

metrical feet and commends prospective versifiers to ‘measure it well by the feet which they 

call scanning’ (Hampton, 1672, para. 11). He then provides examples of types of verse, the 

writing of genre and the identification of long and short vowels. As Ros King explains: 

the Latin language was endowed with a natural ‘quantity’ or length of time 

for each syllable. In poetry, however, a vowel followed by more than one 

consonant, whether in the same word or consecutive words, should be 

deemed long whatever its natural length. The length of the syllable (its 

quantity) need, therefore, have nothing to do with the normal pronunciation, 

stress or accent of the word. (2000, p. 238) 

Bearing in mind Attridge’s evocation of the later Romans having to learn this to appreciate 

the poetry of their forebears, we can imagine the Tudor or Stuart pupil, at an even greater 

remove, learning to come to terms with such an unfamiliar approach to language before 

applying it to their own. 
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 The first part of Lily’s Grammar, ‘An Introduction of the eight parts of Latin speech’, 

is in English to help younger children who had yet to learn Latin. The second part, 

‘Brevissima institutio seu ratio grammatices cognoscendӕ’, is in Latin, and contains four 

sections: the Orthographia, the Etymologia, the Syntaxis and the Prosodia. This last, 

following Donatus, is concerned with pronunciation and divided into ‘Tonum, Spiritum & 

Tempus’ or ‘the tone (or tune), the breathing (in pronunciation) [and] …the time for 

pronunciation of a long syllable or a short’ (Hampton, 1672, para. 1). Hardison notes that 

Syntaxis includes a discussion of construction which he defines as ‘the control of syntax 

and syntactical rhythms and hence of the grammatical forms that shape vocal performance’ 

(2019, p. xii). Such a discussion always comes before the discussion of verse in grammars 

from the classical period and this sequence suggests ‘the priority of syntactic rhythms to 

metre in verse [that] is given by sixteenth-century grammarians…Experienced readers 

emphasise meaning – in other words, their reading is shaped by construction’ (2019, p. 4). 

The very order of Lily’s grammar therefore reminded schoolboys that they should pay 

attention to the rhetorical meaning of a line before its metrical form; they had to listen to the 

sentence and the metre and hold ‘two different rhythms – a formal, quantitative, metrical 

one and a natural, accentual, verbal one – in their heads simultaneously’ (King, 2000, p. 

238). 

 Committing verse to memory was common at school ‘so as to fix the rhythm in the 

heads of the boys as the best preparation for writing verse’ (Baldwin, 1944, Vol. 1, p. 160). 

Extracts from texts such as Ovid’s Metamorphoses were also memorised, which would 

explain frequent allusions to them by poets and playwrights of the period. Indeed, while 

there is no direct evidence that Shakespeare attended a grammar school, Baldwin 

concludes he must have done given the content of the educational satires in The Merry 

Wives of Windsor and Love’s Labour’s Lost, as well as many allusions to school texts 

throughout the plays and poetry.  
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 School activities would include close analysis of verse form and structure in the 

original languages such that lines of verse would be broken down, the feet marked out and 

named, and a description of the syllables in each given. Next, students might ‘set the mark 

of the time or quantity over every syllable in every foot, and give…the reason (according to 

the rules) why it is there noted long, or short’ (Baldwin, 1944, Vol. 1, p. 648). Feet and metre 

would be identified, sentences parsed, verses scanned and proved, and tropes explained. 

Pupils would be required to translate works into English and back again, also converting 

verse into prose and the reverse. Working in prose, whether in Latin or English, would 

precede verse on the understanding that the compact nature of the latter is more 

demanding. Whilst fitting English to the patterns of Latin examples, however, a certain 

substitution of equivalent emphasis would have taken place: ‘The difference between writing 

Latin and English verse would have been that the English words are fitted by matching 

accents rather than vowel quantities’ (Hardison, 2019, p. 109).  In this way, pupils mastered 

grammar and prosody before creating their own work. Imitation of technique and pastiche 

of style were therefore central to the way in which pupils learnt to use English and Latin: 

pastiche was the bedrock on which they built their own means of expression in creative and 

non-creative forms.   

 The schoolmaster John Brinsley (ca. 1566-1624) gives an account of the way in 

which this systematic approach to the writing of verse would eventually lead to daily 

‘contractions’ of seven or eight verses to four or five, culminating in the opportunity for 

creative talent to emerge: 

Those who take a delight in poetry, and have sharpness and dexterity 

accordingly, will in a short time attain to that ripeness, as that they who know 

not the places which they imitate, shall hardly discern in many verses, 

whether the verse be Virgil’s verse, or the scholar’s. (1917, p. 194) 

Here is an education system encouraging creative growth through the assimilation of the 

classical canon. However, this also underlines the gulf that existed between those who 
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attended such schools and those who did not: not everyone in a theatre audience would 

share the frame of reference that underpinned the drama.      

 Brinsley also recommends textbooks, such as John Stockwood’s Progymnasma 

Scholasticum (1597), in which ‘one verse is turned by transposing the words 104 ways’ 

(1917, p. 197). In light of this process of ‘precept, example, imitation and invention’ (Baldwin, 

1944, Vol. 2, p. 406) and the exercises suggested by Stockwood, it is easy to see how poets 

and playwrights might leave grammar school with a thorough understanding of the 

construction of verse and prose and the ability to use this knowledge in the creation of 

original work in English. Indeed, these exercises make Shakespeare’s subtly varied sonnets 

appear an obvious extension of the exploratory techniques he learnt at school.  

 Having left school, the discussion of prosody would continue in the essays written 

by poets chronicling the development of English verse. George Gascoigne (ca. 1535-1577) 

seems to suggest a strict adherence to the requirements of metrical form in an essay entitled 

‘Certayne Notes of Instruction concerning the making of verse or ryme in English, written at 

the request of Master Edouardo Donati’ which appeared in The poesies of George 

Gascoigne Esquire (1575). Having demonstrated his impatience with those who do not stick 

to the same measure throughout their work, he supplies this advice: ‘in your verses 

remembre to place euery worde in his natural Emphasis or sound, that is to say in such 

wise, and with such length or shortnesse, eleuation or depression of sillables, as it is 

comonly pronounced or vsed’ (1575, para. 7). So instead of allowing for Wright’s interplay 

between the phrasal and the metrical, the former is to be made to fit the latter. Gascoigne 

appears ambivalent, however, in that he ‘laments’ that the iambic foot has become dominant 

and that English poets ‘are fallen into suche a playne and simple manner of wryting’ (1575, 

para. 10). Nevertheless, he exhorts his readers to keep to the iambic metre and alter syntax 

to ensure words are positioned in keeping with their natural stress patterns; metrical 

substitution to avoid a repetitive rhythm is not recommended. He also warns against using 

Latin word order and gives the example of placing the adjective after the noun as in ‘house 
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high’ rather than ‘high house’. He does not rule it out altogether, however, ‘for in some 

places, it may be borne’; presumably where it supports the achievement of a greater effect 

(1575, para. 23).     

 Regarding the number of syllables in a word, Gascoigne recommends using as 

many monosyllabic words as possible as a mark of fidelity to the English language. He 

positions himself on the purist side of the Inkhorn Controversy in suggesting that 

unnecessarily long words derived from Latin or Greek should be avoided; other purists 

would add French and Italian derivations to the list. He also offers the metrical justification 

for monosyllables that they will enable the poet to find words that match the metrical stress 

more easily, and advises the best place for a caesura in a decasyllabic line is after the fourth 

syllable. 

 Such rigid compliance to iambic metre, ‘ancient English’ vocabulary, English word 

order and a regular line break might seem to deny the poet some of the techniques that can 

bring variety and elasticity to blank verse. However, Gascoigne does allow for ‘per licentiam 

Poēticam’, and admires Chaucer’s syllabic flexibility in that he: 

hath vsed the same libertie in féete and measures that the Latinists do 

vse…although his lines are not alwayes of one selfe same number of 

Syllables, yet beyng redde by one that hath vnderstanding, the longest verse 

and that which hath most Syllables in it, will fall (to the eare) correspondent 

vnto that whiche hath fewest sillables in it: and like wise that whiche hath in 

it fewest syllables, shalbe founde yet to consist of woordes that haue suche 

naturall sounde, as may séeme equall in length to a verse which hath many 

moe sillables of lighter accentes. (1575, para. 10) 

Hardison suggests that this seems to equate quantitative with syllabic measures (2019, p. 

106); it also mixes reference to metrical feet with what could equally be a description of Old 

English verse in which the beats in each line are equal while the unstressed syllable count 

can vary. Hardison further asserts that Gascoigne ‘comes close to the concept of English 

metre as a series of regular feet – or more precisely, a series of stressed and unstressed 
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“positions” independent of the particular poem’ (2019, p. 109). This suggests the ‘dum-de-

dum’ that would be strict iambic pentameter, but Lily and Gascoigne have already indicated 

that these positions do not imply two fixed levels of stress.     

     In addressing the binary notion of iambic stress, Wright identifies a third, 

intermediate syllable ‘that may appear either in a stressed or unstressed “position”, and that 

acquires interest and an emotional resonance by being different’ (1988, p. 3). In Metre, 

Rhythm and Verse Form (1996), Philip Hobsbaum identifies four levels of stress: ‘primary 

stress, secondary stress, tertiary stress and weak stress’ (p. 7). In any case, stress is a 

relative term as Duffell explains: ‘the only metrically relevant aspect of stress is whether a 

syllable is given more or less stress than its neighbours’ (2000, p. 285). There is no rule 

therefore that each stressed or each unstressed syllable should be of equal value. 

 For the playwright, there is also the process of experimentation in rehearsal to 

consider: the intended stress patterns of the writer may not survive the work of the actor 

and director who will compare various ways of emphasising a line to find the one that 

supports the character’s intention. ‘Listening’ actors will also vary their rhythm and stress 

patterns each night in response to modifications in the cues they receive. No-matter, 

therefore, how many interpretations are offered of the metrical nature of a line in a play, no 

prediction can be made about the rhythm or the stress patterns an audience will experience 

in any given performance.  

 The nature of Gascoigne’s writing is indicative of the difficulty for English 

Renaissance poets of attempting to develop English verse in response to classical prosody. 

Some attempted to match what was most admired in Latin verse by developing a 

quantitative English measure. Meanwhile, other writers sought to use iambic pentameter 

more strictly, as Gascoigne advises, and found that while this failed to reproduce the beauty 

and flexibility of Latin verse, it did at least reduce the heaviness of Old English accent still 

audible in early Tudor verse (Wright, 1988, p. 42). Moreover, Wright feels it was necessary 

to let this new form, with its insistence on a certain number of syllables and accents, midline 
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breaks that largely fell after the fourth syllable and lines which were mostly end-stopped, 

establish itself before further experimentation could take place. Already, however, many 

techniques to achieve variety had been identified: headless lines, broken-backed lines and 

epic caesurae; heavily end-stopped lines; variations of metre to reflect tone or emotion; the 

use of monosyllables to increase pace; metrical substitutions involving trochees, pyrrhics 

and spondees (and, more rarely, trisyllabic feet); removing or varying the position of midline 

breaks; enjambment; long sentences that challenge metrical integrity; feminine endings; 

words that split metrical feet; the effects of consonant clusters and open vowels; everyday 

phrases that do not adhere to the metrical line; ambivalent words and syllables that may or 

may not take stress. Any of these can help to tease the phrasal rhythm away from the 

metrical rhythm to emphasise a change of tone, an emotion, a new idea, a sudden thought, 

danger, ecstasy, introspection and so forth. The playwright must remember that any 

intended rhythm or stress in the writing is only provisional because of the theatrical process; 

the actor should remember that too many variations of the metre in addition to those present 

in the writing threaten to disrupt the appreciation of the tension between metre and phrase. 

 How did the playwrights coming after the establishment of this new form seek to 

move on from the use of regular, emphatic, heavily end-stopped verse on stage? 

Elizabethan dramatists moved towards a style more imitative of the patterns of normal 

speech, with a reduction of rhyme, less prominent metre, speeches that reflected individual 

character to a greater extent and the effect of dialogue rather than an exchange of 

speeches. Christopher Marlowe created what Ben Jonson called his mighty line with 

extended sentences overflowing the boundaries of the verse in a sequence of enjambed 

and metrically varied lines. Shakespeare also increased his variations, which Wright 

categorises as ‘departures’ from iambic pentameter, such as prose, song and different 

verse structures; deviations from pentameter, such as long and short lines; and deviations 

from iambic feet, such as trochaic inversions (1988, pp. 105-106). The list runs to almost 

30 items, which may seem an intimidating checklist for the pasticheur but, of course, the 
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writing process leads the use of these techniques, rather than the opposite. Certainly, I was 

unaware of some of the items when I was writing the play, but many have been discussed, 

and I mostly took an organic approach, reflecting on lines when they came out as long, 

short, or non-iambic, to see if they suited the character in that moment. Nevertheless, 

Wright’s list is a provocation to ‘depart’ more frequently: he demonstrates how the regularity 

of the early Shakespeare loosens into the mellifluousness of the middle plays; then a 

sharper, more fragmented disruption of the line develops in which many short sentences 

appear to imitate natural speech; finally, he blends elements of the last two in The Tempest.  

 In a persuasive analysis of Prospero’s ‘drown my book’ speech in 5.1, Wright 

demonstrates that the play of phrase and metre is enriched by two further dynamics: 

It is this polyphony, this fourfold rhythm — of line, sentence, argumentative 

detail embodied in imagery, and accumulating rhetorical impact — that 

underlies most of Shakespeare's impressive dramatic poetry and is audibly 

present in this speech. The four are, of course, different in function and 

operation: the last two are carried forward on the first two — semantic 

content and emotional design ride on the meter and the syntax. But any 

account of the way a speech like Prospero's works must notice how all four 

proceed in time to achieve their collective design, which is complete only 

with the final word. (1988, p. 228) 

Many creative writers would recognise in this the finely balanced synthesis they seek, but 

taking existing work to pieces does not necessarily provide a plan for creating new work. 

There are certain devices that can have identifiable effects, such as using a spondee to 

make a forceful point, but a spondee can create a range of effects as can all devices. The 

sharper, fragmented disruption Wright mentions above might seem closer to natural 

speech, but it might also underline a character in torment. The techniques discussed above 

are not an instruction manual, so writers must approach them as choices which could add 

a dynamic to a line in sympathy with its subject, or the mood of the speaker. While they are 

not an instruction manual, knowledge of the range of techniques is empowering, however, 
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because it shows how malleable and expressive something as seemingly rigid as iambic 

pentameter can be.     

 In recalling Gascoigne’s poetic licence, the many variations from iambic pentameter 

discussed above are a clarion call to relax more from the line and test the relationship 

between phrase and metre. In Beseiged, there are places where I have used many of the 

techniques: enjambment, split lines, long lines, trochaic inversions, headless lines and 

feminine endings, for example. However, there are also scenes in which the variations are 

not as frequent as they could be, and the insistent beat of the metrical line is intrusive rather 

than in complementary tension with the syntax. Too many lines are end-stopped and 

consonant clusters often interrupt the flow.          

 In Besieged 1.6, the Queen receives the news of Goring’s betrayal, and responds with 

a speech which moves through phases of shock, denial, despair, renewed strength and 

resolution. Already, a series of departures and deviations are present: short phrases, 

breaking up the line; enjambment; feminine endings; varied midline breaks after the second, 

third and fourth syllables; lines without breaks; headless lines; metrical substitutions; elision; 

pausing; and a final long line that builds pace and imagery towards the climax. However, of 

24 lines, 19 could be considered end-stopped which, despite the combined effect of all other 

variations, tethers the phraseology too strictly to the metre. By comparison, Prospero’s 

‘drown my book’ speech has 25 lines, only seven of which are end-stopped. Some of the 

enjambed phrases are decasyllabic but they are few, and Shakespeare varies midline 

breaks after all but the first, third and eighth syllables.  

 The following is an attempt to reduce the number of end-stopped lines in the Queen’s 

speech and experiment more deliberately with the lengths of sentences: 

What say you? How can this be? Goring   

Betrays us? He is our Hector, whose potent,  

Rousing words embolden us. His charm beguiles 

The King, but beguiling means not just to charm 
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But cheat; are we his gudgeons? Or gulls 

That he hath led us in this jig? But stay:  

This is some new device. Dissembling is 

With him a second skin, and with the slough  

Cast off, he will discover us the substance  

Of a true and loyal friend. Oh, frown!      

I see from thy dark, disliking eye 

It is not so. Then are we 

Disfurnished of all our cavalleria. 

He keeps his life, our friends are lost. Now Suckling, 

Jermyn die by Commons’ rule, and Goring’s  

Sole survivor of this plot. Through his  

Falsehood, Portsmouth’s locked. Oh, thought-sick image   

Of a sanctuary become a gin-trap,  

Slamming shut on all hopes.      

And so we start anew: with glistering jewels   

That have adorned queens’ throats, and plate  

Whose worth gave lustre to the King’s table, 

I will find passage to France and there purchase    

Such an army that, all pale-visaged,  

Parliament will cower and shrink away, 

Till he who is my husband takes his throne 

And greets the people with his majesty. 

 

Most of the images and phrases remain but are now often playing against the iambic 

pentameter. In the phases of shock and despair, short lines and enjambment begin to 

obscure the metre. With the hopeful denial, the sentence becomes longer and more fluent 

as the Queen tries to convince herself, only to be brought up short by the frowning lady of 

the bedchamber. In the last two lines, to underscore the strength of the Queen’s resolve, 

phrase and metre are again in harmony. This new draft reduces the number of end-stopped 

lines considerably. 

 This feels very different. Of all techniques, it seems the rationing of end-stopped 

lines is central to loosening the connection between phrase and metre. I use many of the 
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other techniques addressed above in Besieged, but analysis of the difficulty of developing 

verse in English in response to classical prosody reveals that the difficulty provides the 

greatest dynamic: the distance between the two allows for divergence and convergence, 

creating tension and harmony (Wright, 1988, p. 16). In exploring the contrasts between 

music and words, romance and Germanic languages, strict metre and natural phraseology, 

durational and accentual stresses, ‘de’s and ‘dum’s, we find the major interest lies in the 

spaces in between.  

 Two major editing approaches emerge from this exploration of the development of 

rhythm and metre: the reduction of end-stopped lines, without losing the expectation of the 

metrical beat entirely; and more frequent use of the full range of techniques to move away 

or return to the metre, suggesting the affective journey of the characters. These will be 

considered in the Conclusion alongside the findings from the previous chapters.             
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Conclusion: Pastorical Drama and Hamlet’s advice to the playwrights 

 

Hamlet famously gave some advice to the players but what would he have said to the 

playwrights? And what would he say now to the modern playwright trying to capture the 

characteristics of a bygone age? Brad Haseman tells us ‘the practice-led novelist asserts 

the primacy of the novel’ (2006, p. 101), and for me, of course, the play’s the thing. Instead 

of catching the conscience of the King, however, it is the audience’s consciousness of their 

reaction to the play that I have attempted to capture.  

 As the artefact in the present submission, Besieged constitutes research in terms of 

the many iterations it went through in workshops and rehearsals, as collaborator feedback 

taught me the new praxis involved in preparing a pastorical drama for performance. The 

workshops and rehearsals constituted research as I designed and redrafted questionnaires, 

designed workshop and rehearsal plans, and led focus groups to encourage participant 

reflection. The performances constituted research in that 53 people responded to the 

questionnaire, allowing me a far greater insight into their dialogue with the play than would 

be the norm. All these processes helped to identify the emotional and cognitive operations 

collaborators and audience experienced in response to the dialogue and action of Besieged. 

Chapters Four and Five of the exegesis must stand as the only way to record these 

responses. The collaborator feedback had an enormous impact on the work, and the final 

audience feedback will have an impact on future work. In conclusion, I will return briefly to 

my methodology and use the findings to respond to my research inquiries. I will also discuss 

further ways in which I would improve Besieged and offer a taxonomy for pastorical drama.     

 To return to the methodology: Robin Nelson’s practice research model emphasises 

that the exegesis partly exists to make the tacit knowledge from the praxis explicit (2013, p. 

44); throughout, I have attempted to demonstrate the imbrication of know-how, know-what 

and know-that in the mixture of practice, reflection and theory. The critical reflection required 

by ‘know-what’ is demonstrated in Chapters Four and Five in which the methodology yields 
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much fruit from the range of techniques used to create a feedback loop, stemming from my 

collaborators’ know-how and know-what, as they too engaged in practice and reflection. 

Here, my ‘habitual ways of seeing’ (Nelson, 2013, p. 45) were challenged, as demonstrated 

in the development of the play and the lessons learned which are described below.  

 The ‘know-that’ has stemmed from the research in the other chapters which 

suggested that pastorical dialogue could create both critical distance and affect; theoretical 

ideas have been contextualised, and then embodied and tested in practice. The impact was 

tested through the audience questionnaire and subsequent reflection. Inevitably, Nelson’s 

three strands of knowing have informed each other as the ‘iterative, dialogic engagement 

of doing-thinking’ (Nelson, 2013, p. 19) progressed. So what implications does all this have 

for my key research inquiries?  

 The first inquiry was a reflection on the possible ways in which collaborators can 

help the playwright develop pastorical dialogue. The many examples provided in Chapter 

Four of feedback that led to improvements in the play clearly demonstrate the value of 

collaboration. Many playwrights have worked in such a way but there are considerations in 

relation to pastorical drama associated with ensuring that the pastiche dialogue is 

accessible. Accessibility is not just a question of language but of performance, and writer, 

director and actor know-how is needed to test it.  

 Readers must also work creatively in imagining the words on the page in 

performance. Choice of readers is important, therefore, and I was fortunate in having an 

experienced writer and director to feed back on the creative, dramatic, historical, 

grammatical and performative aspects of the writing. 

 Workshopping scenes is clearly a useful way to test their qualities and I was 

fortunate in being able to involve the Southsea Shakespeare Actors, a group used to 

working with the language of English Renaissance drama. It is unreasonable to expect all 

participants to become as immersed in the historical background and sources as the 
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playwright, so a variety of stimuli was shared and the SSA’s rehearsal room became strewn 

with maps, letters, portraits, summaries and props to help the company connect with the 

period and the events. In workshops and rehearsals, actors and directors made creative 

offers in response to the work which were not anticipated, thereby enriching the 

performance. Instruments were designed to capture these spontaneous offers, whether tacit 

or explicit. 

 Avoiding too much exposition is vital when dramatising historical events as the 

playwright must convey enough context without sounding like a history lesson. In looking 

for the intentions behind every line, actors and directors will help by attempting to bring any 

exposition to life as spontaneous thought, and this process will quickly demonstrate issues 

with the writing. I used a chorus to impart much of my story which, as respondent M148 

implied, can be an overly didactic technique. Director feedback led me to change the first 

words spoken on stage to establish Oglander as human, humorous and engaging where I 

had started in a dramatic mode with some challenging syntax. The new version enabled the 

actor to build a rapport with the audience that welcomed them into the play and helped them 

‘tune in’. This would not have been a consideration in a modern language drama. Plays are 

problems which directors and actors solve and, trusting them to do so, playwrights can write 

moments which are an open offer but must revise when collective know-how fails to make 

them work. 

 A pastorical play, as I have defined it, is not history, it is a telling of it with the intention 

of creating allegory; an instance of historiography but with a ratio of fact to conjecture that 

is different to that of the history book. In Beseiged, I retained the correct timeline and many 

of the events from the period form the basis of the action in the play; however, I simplified 

things such as the army plot, chose key figures to represent many more, created fictional 

characters to interact with the historical ones and created the majority of the dialogue. This 

may seem self-evident but is interesting to review in the light of pastorical drama when 

people have an expectation of authenticity, even when they acknowledge the term is 



Conclusion 

161 
 

problematic. The playwright must make a choice about how much of the history is required 

to give the play integrity and be ready to edit if collaborators disagree.  

 Lastly, the audience can collaborate in their response to the performance. Too often, 

their reactions are not recorded and so the dialectic which begins between performance 

and audience is broken. Sometimes, plays are rewritten during preview performances, 

during the run or between productions, but information about the extent to which this is 

driven by audience reactions or company assumptions is not widely available; neither have 

accounts of audience-led changes informed the literature designed to guide playwrights. 

The marketing surveys theatres carry out and the box office numbers are not the sort of 

feedback that can help playwrights develop their writing; development and testing of the 

kinds of surveys that would provide useful feedback would be desirable. The questions in 

the survey need careful thought and piloting, and I would redraft some of mine to improve 

their effectiveness in future research, but the opportunity to mend the dialectic is there.   

 My second inquiry was to explore whether audience members engage with 

pastorical dialogue emotionally and critically. Robin Nelson asserts that any ‘research 

inquiry into how the arts function in production, composition and reception has great 

potential to produce new knowledge. The resonance – or dissonance – between insider and 

outsider accounts can be very illuminating’ (2013, p. 89). Audience responses to the 

questionnaire provide both resonance and dissonance for the illumination of my writing 

process, but there is clear evidence that the pastiche dialogue elicited affective and 

politically reflective responses. While respondents identified some problems with the 

dialogue, the pastorical style of Besieged had positive impacts for most respondents. The 

test I carried out in retaining the complexities of Act One yielded several lessons: the 

opening scenes of the play should enable the audience to attune their ears to the style; the 

plot at the beginning must be particularly clear; characters must be easily identifiable and it 

is best not to introduce too many in quick succession; unfamiliar words must be supported 

by context. A challenge I faced with Besieged was that the background to Goring’s character 
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in Act One involved complexity because of his duplicitous dealings and, in response to the 

questionnaire, I would restructure it and strive for greater clarity.  

 Audiences will adopt different approaches to the text and the playwright must expect 

this: some will relish it and thoroughly enjoy the wordplay; some will enjoy the challenge of 

interpretation; some will happily expect some words and passages to pass them by and be 

content that they get the gist; some will be occasionally distracted by not being able to 

understand certain things; some will be frustrated by the barrier they perceive to be created 

by the style; some will blame themselves for not being able to understand everything; some 

will blame the playwright for not being able to understand everything; some will feel the 

pastiche has been poorly attempted; some will feel the pastiche should not have been 

attempted. All of these positions are evident in the feedback but the response overall, 

particularly to question three, shows that over 80% of the respondents felt the historical 

dialogue had a positive impact even though many wished for greater clarity. There is work 

to do, but the audience feedback demonstrates that many do not share the assumptions 

examined earlier that pastiche is second-hand, misguided or a pale imitation of an authentic 

other. 

 In Chapter One, I posited a Verfremdungs+affect meaning that distancing and 

emotion are not mutually exclusive. Some respondents explicitly addressed the distancing 

effect as a positive impact of the dialogue because it stimulated thought about the subject 

matter as well as the style. Conversely, for L33, the awareness of the style overwhelmed 

meaning and plot, but this was not a common complaint.  

 I also suggested that pastorical dialogue provides more stimuli than modern 

dialogue for the audience’s physical/emotional response. I did not conduct a comparative 

test for this assertion but there is evidence for it: responses included the vocabulary of affect 

and some observations provided emphatic endorsements of the use of pastorical as 

opposed to modern dialogue.   
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 A range of vivid descriptions of the play and its impact can be found among the 

survey responses which demonstrates that some people engaged imaginatively, reflectively 

and emotionally with the dialogue and were not distracted from doing so by a simultaneous 

awareness of the stylisation. By redrafting Act One, I suspect I could increase the proportion 

who would respond in this way. This links to the third line of inquiry which was to examine 

the evidence for pastiche as a creative agent. One of the greatest insights emerging from 

responses to the questionnaire is in seeing the imaginative life of the audience manifested. 

Of course, an audience is not a homogenous mass but a collection of individuals who, even 

if a production can make them laugh or weep in unison occasionally, will leave with highly 

individual impressions of the experience. But impressions imply a passive response, and 

the questionnaire reveals the creative activity going on as audience members make sense 

of a performance.  

 The majority of respondents accepted pastorical dialogue as a valid form and did 

not reflect Hilary Mantel’s assertions that ‘pastiche is not creative’ and ‘we don’t need our 

characters to mouth the words of another century’ (2017). On the contrary, there were many 

endorsements of those words and no condemnations of particular elements, such as thy 

and thou pronouns, which writers’ guides suggest may sound a false note. L33 used the 

word ‘contrived’ but, apart from that, there were no other suggestions that the artifice of the 

language in general became a barrier. I do not dismiss this response and would expect it to 

feature in any future research of this type but, on this occasion, most people accepted the 

technique as valid. The language was a barrier in places because of my handling of it, but 

this did not lead respondents to question the use of pastiche and, if I were to attempt a 

pastorical play in the future, I feel the lessons from this experience would enable me to 

improve clarity without losing the historical feel of the words. 

 In considering pastiche as a creative agent in the generation and performance of a 

play intended to operate a Verfremdungs+affect, Mark Radford’s description of creativity is 

pertinent: ‘we can think, hypothesize or “play” at the boundaries of sense. Such explorations 
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might result in changing those boundaries, thus transforming the conceptual space’ (2004, 

p. 53). The conversations with my collaborators that arose from the process of creating an 

affective journey revolved around the way the performance of the pastorical dialogue could 

engage the audience in the conceptual space between play and spectator. The production 

of any play is likely to include such discussions, but the additional element of the unfamiliar 

language stimulated more evaluative and imaginative discussions with actors who were 

generally enthusiastic to solve problems rather than suggest editing; the need for creative 

responses was greater and, as people who are drawn to working with Shakespeare and his 

contemporaries, the actors enjoyed the business of interpretation and the mouth-feel of the 

words.  

 Actors are generally committed to knowing ‘a’, not ‘the’, solution to the playing of a 

scene, and this knowing, Radford asserts, is connected to feeling: ‘knowing and thinking 

intelligently require emotional dispositions to certain kinds of knowledge and 

construction…the creative individual has to feel the sense of quest, the desire to reconcile 

unknown elements within the informational system’ (2004, p. 64). The audience are the final 

collaborators to be brought into this space and spectators with an open mindset will have 

this sense of quest as they create their own meaning in response to the play in form, content 

or both. The imaginative quality of some responses to the pastorical dialogue demonstrates 

a creative response to the pastiche and confirms its role in adding a potent dimension to 

the drama. 

 Having summarised my findings in relation to my research enquiries, I will now turn 

to the lessons for my own writing. Chapter Six gives a full account of the research completed 

after the performance which has resulted in a greater understanding of the development of 

blank verse in the period. I have learnt techniques which would help me to achieve variety 

and use the metric more creatively to reflect character motivations, actions and reactions. 

The process I went through to form the play from the historical research and render it in 

language of the period fully occupied me in the year leading up to the performance; had I 
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completed the research for Chapter Six by then, it would have helped me to loosen the 

rhythm of the blank verse and allow the convergence and divergence of phraseology and 

metre to support the dynamics of the drama. I have summarised lessons from throughout 

the project in Appendix P: How to Write Pastorical Drama. 

 If I return to Besieged, there are a number of things I would do to improve the play 

which have become clear at various stages of the process. The example of the Queen’s 

speech in Chapter Six demonstrates how greater use of deviations from the metre can 

enliven the material and convey a character’s state of mind. The use of more enjambment 

to reduce the frequency of hard end-stopping, and the variation of caesura positioning to 

vary the length of phrases were particularly effective. There are a number of speeches and 

passages of blank verse dialogue in the play, not least the opening Chorus, which could be 

redrafted in this way. Goring’s speech in 5.1, in which he attempts and fails to rally the 

troops, has some variation of line lengths but the end-stopping is far too regular; further 

fragmentation here could indicate his desperation as his resources dwindle.  

 Act One needs careful editing to convey the complexity of the plot without complexity 

of narrative. Several scenes were heavily edited before the performances, such as the 

clandestine discussion between the Queen and Goring in 1.1, but the army plot and rapid 

introduction of royalist factions and characters is confusing and needs attention. Audience 

feedback indicates clearly that a pastorical drama must create a form of induction to enable 

the audience to tune-in; while Oglander’s opening speech enabled him to create a rapport 

with the audience, the long act then lost some people. More use of Oglander to explain and 

signpost might be one solution, but it may also be that I reframe the narrative, so it begins 

later in the story with some dialogue conveying Goring’s Machiavellianism. 

 This was very much a story of the people of Portsmouth brought to grief by an 

unstable and self-serving governor. I missed opportunities however, to show how public 

opinion is also often divided. Some of the townsfolk, easily impressed by the smooth words 

of an authoritative figure, would have whole heartedly supported Goring, and opposing 
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sides and arguments between them would have added realism to the debate. I have argued 

against the feedback that the people came across as too intelligent, but perhaps what those 

respondents were picking up was that the people’s anti-authoritarianism was too consistent. 

In 1.3, Thomas is generally in favour of Goring’s administration, and it would be interesting 

to see how the scenes would develop if he maintained a pro-Goring stance in opposition to 

his wife and her family. Tragicomedy, for Guarini, entertains oppositional opinion between 

and within classes, so this should be an element of the pastorical. 

 While the humour of the spoken love-letter scene between Anna and Henry worked 

well for the audience, it would be interesting to use a rhyming verse structure elsewhere to 

show their developing relationship. Romeo and Juliet’s shared sonnet is a major precedent, 

of course, but a looser sequence of quatrains, perhaps stopping and starting or varying in 

rhyme scheme, could indicate the tussle of Anna’s confidence and Henry’s gaucheness. 

Humour might also be found in Goring and Lady Lucy, two versions of the Machiavel, having 

a sparring match with rhymes indicating who is getting the upper hand.  

 In simplifying Act One, I would need to be careful not to begin adding again, but I 

can imagine a different introduction to Henrietta Maria in rehearsals for a masque, allowing 

the pageant-like performance style to dominate briefly before Goring’s entrance disrupts the 

rehearsal and accidentally exposes the fragility of the propaganda. In fact, each scene with 

the Queen could have seen the slow deconstruction of royalist ideology depicted in further 

disruptions to the carefully stage-managed masque. However, like Suckling bartering a new 

ending in exchange for the loan of fine stage scenery, I would have found my resources 

wanting in terms of the spectacle of a masque. 

 In synthesising the enormous amount of feedback generated by this project, I 

propose the following taxonomy for Pastorical Drama (Table 5) which, used in conjunction 

with Appendix P, could provide a guide for attempting work in this mode. The descriptors 

follow from the research and findings throughout the project and represent the new know-

that emerging from Robin Nelson’s imbricated epistemologies.    
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Table 5 
Taxonomy of Pastorical Drama 

Pastorical Drama: politically inflected historical pastiche designed to provoke affective and 
critically reflective responses, and promote audience/play dialogue. 

Agreement For the pastiche to serve a function, it must focus on the 
characteristics of the referent(s) likely to be recognised by the 
audience. 

Accessibility with 
challenge 

The degree of immersion in the characteristics of the referent(s) 
should be balanced to require reflection but promote accessibility.  

Allegory The themes which the playwright wishes to resonate with the 
drama might shape the chosen structure, events and characters.  

Sources Historical, fictional and physical sources of information should be 
researched to stimulate a range of the playwright’s senses and help 
them establish style and structure. 

Genre The mixed genre will reflect realism of subject if not of form and 
contain inter and intra-class debates. 

Induction The initial scenes of the play should allow the audience to grow 
used to the style. 

Verfremdungs+affect The writing of pastorical drama accepts that affect and reflection 
can operate simultaneously, and need not depend on the 
disruptions and episodic nature of epic theatre.     

Gist Difficult vocabulary or phraseology must be explained through 
context or adjacent synonyms. 

Collaboration The balance of accessibility with challenge should be assessed 
through the engagement of reader, actor and director know-how. 

Audience at Play The performance space should engender a creative relationship 
with the audience. Methods for generating and capturing audience 
feedback should be designed to reveal the creative power of 
audience/drama dialogue.  

 

 Regarding the limitations of this research, it would have been useful to have a 

comparison between a historical play in modern dialogue and a pastorical piece. I do not 

regret the decision to use pastorical dialogue throughout Besieged as the possibility of the 

contrasting scenes with the Parliamentarians was an afterthought and never felt of a piece 

with the rest. However, another play, in which contrasting styles suited the theme, might 

work very well. Alternatively, an audience might be presented with two shorter pieces, one 

in each style but set in the same period, to enable a comparison.  

 The audience survey I designed began a fruitful dialogue but was not an entirely 

effective instrument. There are questions I would review as some responses indicated that 

my meaning was not clear. More time to lead a focus group afterward a performance would 
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also improve the depth of analysis and detail as the dialogue develops mutual 

understanding. I would not want to give the audience the script during the performance as 

that would be a distraction, and reading a play is not indicative of experiencing a 

performance of it. Questionnaires were also less useful than discussions during the 

workshops and rehearsals, and boxes were often left empty. Rather than suggest themes 

on questionnaires, I might simply encourage note taking as an aid to memory in the 

subsequent discussions in future research.    

 Respondent L4-20 suggested I ‘do the excommunication of Portsmouth’ next and I 

am keen to explore further pastorical treatments of local history. Collaboration with local 

people before the first draft of a play would be interesting to see how a potential audience 

would seek to influence the design of the drama. A project which used devising techniques 

to develop action with the pastorical dialogue layered over the modern language 

improvisations would also promote ownership by the collaborators.  

 In researching useful advice for the playwright and mending the dialectic between 

audience and play, further audience research might lead to a wealth of new information that 

would help keep plays and theatre relevant to public debate as well as provide 

entertainment. Since film and television can present naturalistic drama so well, and have 

been locked into that mode by the economic imperative, the theatre is free to be much more 

playful, exploratory and challenging in its performance modes. In small scale, local theatres, 

producing drama with semi-professional or amateur companies is relatively inexpensive, so 

there is less jeopardy in trying something different. What I wanted to do was create a model 

and a precedent for pastorical drama to demonstrate that an audience will respond to a 

demanding treatment of local history.  

 As discussed in Chapter One, audiences in the theatre have a stronger affective 

and intellectual connection with the drama than those in the cinema or living room, and this 

research has been an attempt to explore that connection and create an experience that 
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increases engagement, stimulation and dialogue. The survey reveals this was partially 

successful and that the idea was not rejected per se by the majority.  

 The vocabulary and style of many periods of history provide rich pickings for the 

playwright who is not put off by the injunctions of Hilary Mantel and like-minded writers and 

publishers. Pastiche can be creative, and pastorical drama can elicit reflective responses 

from an audience, some of whom experience a closer connection with the past, a historical 

distance that enables them to reflect on the present, and a new relationship with their 

environment, because of the style of the language. Good drama asks questions about the 

human condition and society, and pastorical drama can serve to amplify our curiosity about 

how the lessons of the past elucidate the present as we ask questions like Oglander’s at 

the beginning of Besieged 5.2: 

If we could ope George Goring and look in, 

  What reason there, what matter would we find?
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Appendices 

Appendix A Act 1 Chorus Workshop Copy 

 

Chorus 1                                              
 

Enter Sir John Oglander. 
 
Ogl.   As Portsmouth Town once peered through gated eyes 

Upon all Portsea’s scattered farms and shores,  

So let this stone and ocean-aged tower 

Of Henry Tudor’s mould direct your gaze 

On intrigue, upset and intestine war.  

These very walls did witness to the end 

The siege that is our theme, and held within 

Ordnance and such a weight of gunpowder 

That had a lighted taper strayed too near 

The blazing, blasty fire that would destroy 

Old Portsmouth’s walls and leave her ash to wind, 

Would be the short-shrift matter of our play. 

But stay, before our cousins’ blood runs swift 

Across the flagstones of our grim tale,  

I’ll say my office and my life’s accompt,  

And how this fits me for your company:  

Bethink me now your guide who loved this town 

And served her in the office of a deputy  

Unto the Gov’nor, two-score year ago. 

I’m Oglander, and have, for good or ill, 

Been magistrate, High Sheriff and a knight; 

My forebears with the Conqueror arrived 

And now I’m settled on the Isle of Wight, 

From where I keep safe distance and record 

All matters from my cellarage expense, 

Then cramps and agues, I have scarce withstood, 

My wife’s great virtues and my neighbours’ faults, 

To notes of King’s and Parliament’s travail. 

My chronicle or diary – what you will – 

Now lights upon George Goring who one Spring 

With men more used to flagons than to flags, 

Went roistering through Newport to the gallows 

Whence at the ladder's head he made a speech 

Of tipsy gravity to all the crowd. 

Would that this dying speech had been his last, 

But sad to tell this Goring is now Gov'nor 

Of Portsmouth Town. His reputation in 

The bloody field of combat bows to none; 

His limping gate a mark of musket balls 

That might have paid us all with higher aim. 
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One man but many severally alive: 

To some a dexterous officer on the spur, 

To others, cruel, rapacious and a drunk. 

But here he be, and you must judge him now 

According to the morals of your time, 

For I am shaped o'er-much by what has passed. 

Suppose the Colonel now at Court, the Queen 

There gives him audience. What more, shall be seen. 

 

Appendix B Pilot Workshop 1 Responses 

 

Workshop 1 Survey Feedback 25/05/17 

11 student volunteers attended drawn from a mixture of the first, second and third-year Musical 

Theatre and Drama and Performance programmes.  

Notes: 

1,2 and 3 felt the opening section was confusing and possibly had difficulty with the structure – it 

is a long sentence with a lot of imagery crammed into a short space, so this may need attention. 

2, 8 and 9 felt the speech was long. 

2 and 3 discuss punctuation which reminded me that I forgot to tell them my approach – taking 

my cue from the First Folio, I have deliberately avoided too many short sentences as a tip to the 

actor to keep things fluent and swift. Commonly, modern editions insert more full stops which 

lead the actor into a more fragmented delivery. 

Question 1  What do you think of the speech as a way to start the play? There may be a mixture 
of successful/unsuccessful things. 

1. First 4 or 5 lines rush into the scene very bluntly. The bits that work are the comedic parts 
about drunkenness. 

2. Feels very long without really knowing the story e.g. with Shakespeare you are already 
familiar with the story! Might need some acting out as well? 

3. Punctuation is key, the very first part, was confusing, but the rest seemed to flow fine. 

4. It works as long as it fits with the upcoming scene. 

5. Good, I enjoy it as it sets a good close relationship up with the audience. 

6. Very good. Informative yet entertaining. Only improvement I can think of would be to add 
context of the time, like “year of our lord” or “time of our civil war”. 

7. It follows the Jacobean style of a prologue and lets the audience know what they are 
feeling. I think the actor needs to have character not just narrate. 

8. I feel that it’s quite long but strong way to start and engage the audience. 

9. I think it is a good way to set the play as it is reminiscent of many of Shakespeare’s plays 
and so is relatable to an audience although speech is a little long and maybe tells too much 
of the story. 

10. I think it’s a good way to start as it allows you to set the scene. As long as the actor says it 
with pace and doesn’t take too long it will be fine ??? and many elements of comedy. 

11. Very successful. With the right atmosphere would feel like being taken to that time. 

Question 2  Audiences only hear the words once and cannot stop to look things up and explore 
meaning – how well do you think an audience would understand this speech? 
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1. Very well & as the words make sense even without knowing meaning on their own, it 
works. 

2. After I read it 2 or 3 times I was understanding the story, however the first time was a 
struggle. 

3. A lot of unknown words are said with words that are. An audience can draw its own 
conclusions. 

4. It has a clever way of using classic narrative but with undertones of contemporary features. 

5. Very well, it’s easy to understand due to the light-hearted way of possible acting. 

6. Fairly well for those who have a basic historical knowledge. Well understood for those who 
know the context. Not well for those without historical understanding. 

7. You understand the meaning as words that are difficult are placed with understandable 
words. Again character behind Oglander will help. 

8. I think they’ll understand it quite well as it’s easy to follow. 

9. I think that whilst some may find the speech hard, many of the unknown/ more difficult 
words could be expressed through actions. 

10. I think they will understand it however a few words may need to be changed and adapted 
in order to clean up the meaning. 

11. I believe that an audience for this show would already have an understanding. If not a Q 
and A with some of the script might help? 

Question 3  Are there parts of this speech which you feel successfully evoke a sense of 
‘history’? (Examples might include particular words, phrases or images.) 

1. Yes. Mention of Queen/Kings etc. Maybe add a couple of lines about the current state of 
the country. 

2. Character names etc. 

3. Anything referring to the town or famous figures – Henry Tudor. 

4. Oglander’s annoyance with the governor works well with conveying the history. 

5. Talk of Portsmouth places set a good set of history. 

6. These very walls did witness to the end. 

7. Seige, flagstones chronicle. 

8. Blank. 

9. Ague – used a lot in Shakespeare for example King Lear. 

10. When he talks about the tower and the gunpowder. Also the use of flagon to suggest and 
old ???? for drinking. 

11. Just the way the words are spoken. 

Question 4  Are there parts of the speech which you feel are likely to be inaccessible to an 
audience?   

1. No, perfectly constructed. 

2. First stanza? Feels like one long sentence. 

3. The beginning, it sets the scene but it is confusing. 

4. Only if the audience/observer struggles to follow the poetic nature of old English theatre. 

5. No, I feel like it’s a well written speech. 

6. Only certain words that you spoke of and have said are to be addressed. 

7. No. 

8. Blank. 

9. N/A. 

10. Not really, it is clear and understandable and with the era of the stage it would have a 
bigger impact. 

11. Some maybe, but the rest of the speech and actions will help. 

Question 5  Do you have any further comments about the speech or anything else we’ve 
discussed in the session? 
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1. The speech portrays a really diverse & fun character. I feel that it is a tiny bit too similar to 
Shakespeare but still great. 

2. Punctuation feels non-existent – very long sentences. 

3. Punctuation needs more!!! 

4. It’s a strong starting point. 

5. Very enjoyable session, very informative. A very intriguing play! 

6. N/A. 

7. I love the line ‘These very walls did witness…’ Really paints the scene. 

8. Blank. 

9. Some work needed on the iambic pentameter of speeches. 

10. No. 

11. Blank. 

 

Appendix C Pilot Workshop 2 Responses 

 

Pilot Workshop 2 31/06/17 Responses 

Section One 

Table copied exactly from handwritten surveys. 

Vocabulary 

1. ‘Accompt’ or ‘account’ when spoken? ‘Glozed’?  

2. Glozed – nice word! 

3. Generally very clear meaning where even the archaic words are understood by their 
context. Enjoyable luxuriating in some of the language – “blasty fire”, “tipsy gravity”, “One 
man but many severally alive”. 

4. Understandable – yes. Even unknown words are understandable. 

5. Blank. 

6. The vocabulary feels entirely appropriate to the overall feel of the piece with a couple of 
exceptions – mould – will ring with its modern meaning, defeating the context. The same 
may be true of intestine. 

7. Intestine war I didn’t really understand this word in this context. 

8. Some good neologisms? Blasty    intestine? Gives a good sense of period. 

Prose and verse 

1. ‘the morals of your time’ balance of the arcane and direct in language. 

2. Blank. 

3. Act 1, Sc 1 – Set up for the painting metaphor could be clearer 

4. Rhythm – Blocks work in lower (handwriting not clear- may not be ‘lower’) form. Story 
moves well. 

5. Blank. 

6. Blank. 

7. Blank. 

8. Wight – Knight needs to be unrhymed? – or Og’s ‘mistake’ 

Word Order 

1. ‘ordnance/within’? 

2. Blank. 

3. Blank. 

4. Blank. 
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5. & audience engagement. Good use and placement of ‘you’ and ‘your’ to engage audience 
directly. 

6. Just occasionally the word order feels continued to fit the rhythm – but I can’t now find an 
example! 
The Isle of Wight rhyme could be avoided by changing the order if you wanted to avoid ‘the 
joke’ 

7. Blank. 

8. Sounds authentic. 

Sentence Structure 

1. When it comes down to it, actors will be able to make 98% of it work. 

2. Confusion over the Oglander “hanging”. 

3. Chorus 1 – lots of ideas in one sentence from “My forebears…” but this may be dealt with 
in further work with the actor. 

4. I think characters emerge clearly from text. 

5. Overall – great movement, rhythm, shape. 

6. Blank. 

7. These very walls did witness to the end…would be the short-shrift matter of our play. Felt 
too long and clunky to read. 

8. ‘These very walls’ section is a nice sentence that only makes sense at the end. – I like it! 

Character 

1. Oglander as chorus – I like the fact that he’s aware of talking across the centuries. 

2. Engaged & empathised with Oglander & want to know more of his story. 

3. Characters are already well delineated. Enjoyed Oglander’s withering remarks followed by 
his distancing “I am shaped o’er-much by what has passed” 

4. Blank. 

5. Good – interesting & engaging – want to hear more from him. Audience will be pleased to 
see him return! 

6. Oglander comes across clearly & performs a vivid intro to the play. 

7. Blank. 

8. Oglander is promising as an observer with bees in his bonnet – Goring, his own wife, 
himself! 
Van Dyke & Queen also. 

Dramatic Structure 

1. Contrast between the ease of Oglander’s prologue & the more knotty language of scene 2 
will educate the audience in how much work they are going to have to do. 

2. Blank. 

3. Enjoyed the setup of Chorus 1  
The first paragraph acts very much like a film trailer before Oglander pulls it back to the 
present and declares his bias and his own involvement – great! 

4. Blank. 

5. Liked the “sections”: introduction of broad subject – digression to introduce self – then, 
bam! Into the direct subject of Goring – his own view - and inviting audience “in”. 

6. Blank. 

7. Blank. 

8. Blank. 

Audience engagement 

1. Make them work to get your play!! 

2. Found Queen/Goring conversation confusing for an audience. I needed clearer signposts to 
what was going on. 
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3. Oglander’s direct address to audience brings them along for the ride – a good opportunity 
for commentary. 

4. Blank. 

5. Great – as above. 

6. The chorus will engage the audience. The opening scene is harder work. 

7. Comic elements can be hugely effective in bringing the whole audience together. 
Personally speaking, I benefit greatly from having a character (s) clarify to me what is/has 
happened. This language and style is something I am slightly afraid of for fear of not 
understanding. So for anyone in the audience in the same boat as me these characters will 
offer reassurance. 

8. Tricky in the painting scene to follow the thread. 

Any other reflections 

1. Blank. 

2. My overall feeling is I really want to know what happens next – there is a good feeling of 
expectation throughout the 2 scenes & I want to know more. 
Colonel? – unclear is Goring 
Nice potential change of pace with slow Dyck, rushed Queen & flamboyant sleazy Goring. 

3. Blank. 

4. Blank. 

5. Blank. 

6. Chorus. Story telling – not clear that Goring was roistering on the gallows, not awaiting 
execution which was how I read it. 
Act 1 sc 1 – the heightened language of the Queen’s opening speech seems to slow down 
the urgency of her restlessness. It flows better when read aloud than from the page. 
The play’s ‘voice’ could be Oglander’s to give consistency of tone throughout. 

7. And glozed with glazes layering such hues 
As would make tender Flora blush to see. 
I love those lines! 
Your chamber’s breached? Which is the one? ‘Tis she  
Whose face like stock-fish dries there in the breeze? 
I love these lines, too! 

8. Blank. 

 

Section Two 

Further notes from annotations on scripts: 

Chorus 

1.1 Underlined ‘leave her ash to wind, Would be’ 

1.2 Question mark after ‘record’ 

1.3 Underlined ‘severally’ 

2.1 Suggested replacement line for ‘Would be the short-shrift matter of our play’: ‘Our play would 

not have seen the light of day’ (this wouldn’t make grammatical sense of the line and I think arises 

from a misreading of ‘That had’. However, the point is that the line is, for some participants, too 

long.) 

2.2 Suggested swapping of magistrate with knight to avoid the rhyme. 

2.3 drunk. ‘Bit modern?’ 

2.4 ‘What more, shall be seen.’ ‘The rhyme works but the rhythm is a bit too soft to give a final 

punch. 
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3.1 These very walls section bracketed and ‘(within)’ written after Ordnance. 

3.2 ‘Colonel’ underlined. (The point being that I haven’t used that title earlier so likely to be 

confusing.) 

 

Act 1, sc 1 

1.1 Of Anne and Olivia – ‘Would they thee/thou each other?’ 

1.2 ‘He goads me so. His words are as hot pins’ – iambic pent. 

1.3 ‘His wife (note inserted word ‘being’) in Ireland,’ 

2.1 First Dyck speech – ‘perhaps deliver slowly’ 

2.2 First Queen speech – ‘perhaps deliver at speed’ 

2.3 To echo my own features in her face – underlined ‘in her face’ and noted Princess! 

 

Section Three 

My notes from discussion. 

Chorus 1 

1. Some people found ‘These very walls’ passage too difficult to make sense of while others felt 

it could work if the actor was directed correctly. 

2. Swap ‘ordnance’ and ‘within’? 

3. Some noted a sense of Oglander’s diffidence contrasted with his gravitas. 

4. Want to know what happens… 

5. Is Oglander henpecked – a suggestion that his wife’s influence might be interesting to play 

with. Is she off stage giving instructions? Discussion around the need to develop his story too. 

6. ‘Colonel’ used suddenly having not been attached to Goring, so may confuse. 

7. Some like ‘blasty’ and mentioned Damon Runyon dropping in ‘odd’ words. 

8. ‘Your time’ reverses the iambic emphasis but works as makes a point of itself. 

9. Liked ‘musket balls’ line. 

10. Roistering – everyone had interpreted this as an intended execution rather than a drunken 

stunt, so needs to be clearer. 

Act 1, scene 1 

1. People got that the Queen is impervious to flattery. 

2. Suggestion that the Queen’s opening speeches are too long to suggest her restlessness, and 

shorter, pithy lines would contrast with the later elaborate subtext. 

3. Go into prose more obviously – in fact my first and third prose lines accidentally have ten 

beats with the third being iambic too! 

4. ‘Pin’ singular would make the joke more obviously. 

5. The idea of the painting needs to be set up more carefully – possibility of seeing it? If it cannot 

be seen, the two levels of conversation are too difficult to navigate on first hearing. 

6. Suggestion that the ladies of the chamber might interpret the conversation either during it or 

afterwards, although I’d want to avoid the impression of having to ‘explain’ it.  

7. Is the whole play mediated by Oglander’s voice? Not sure this can be maintained and I would 

want the freedom to give characters their own manner of expression. 

8. The scenes mix the high blown with the accessible and the first scenes teach the audience 

how much work they will have to do. 
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9. How much convolution can the audience take? 

10. There’s a balance of the intriguing and the understandable – ‘carrot and stick’! 

11. Kneehigh’s Tristan and Yseult referenced as an interesting model. 

12. Caryl Churchill’s Serious Money referenced as uses verse structures. 

13. Edward Bond’s Restoration referenced as an example of a playwright subverting the 

restoration style. 

 

Appendix D SSA Workshop 1 Responses 

 

SSA Workshop 1 10 May 2018  Survey Summary 

 

Scenes 1.1 and 1.2. 

 

 Vocabulary 

1 Use of imagery and innuendo works well – potentially very funny. 
Accessible to audience, with possible exception of some classical 
references. 
 

2 1.1 “Poke at others with his pin” – great euphemism. 
“Charm the pigment from his palette” – effective and seemingly era-
appropriate (very Shakespearean). 
 
1.2 “Makes gentle poesy of my savage mind” – great line! 
 

3 Acting it needs lots of enunciation 
 
Hot pins? – digs or flirts. 
 
Bath of mercury? 
 
Crux, crooks [Must have wondered if heard correctly]. 
 

4 Pins, great link between male virility, blacksmithing and ladies’ needlework, 
even if unintentional. 
 

5 ‘Bath of mercury’ 
 
‘Across the commons’. 
 

6 Glozed with glazes? = Glazed with glazes?  
“Look you!” (Always gonna sound Welsh!) 
 

7 Are abbreviations like ‘I’d’ and ‘I’ll’ of the 17th century? Perhaps trying ‘I 
would’ and ‘I will’ might sound more of the period. [They were used but 
interesting reaction.] 
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8 Sc1 G: glozed with glazes? 
 
Sc2 – “give echo” or just a hearing? 
 
Sc2  The town and harbour is of great import. Unintentional or confusing 
pun?? Not really a problem. [It was unintentional!] 
 
Sc1 “Descry” ? – see? It seemed to mean describe xxxxxxx? 
 

9 Quite straight forward. 
 
 

10 Disturbéd? 
Bestirred (tick) 
Seeds? 
Amazons – allusion (tick) 
Glazes etc? 
Names in portrait stuff? – Jermyn Suckling 
Stockfish? 
Cautelous? 
If peace? (if or were) 
 
Like the rhythm and allusion and enunciation and delivery will make 
meaning as clear as poss. 
 

11 Scene 1 – The odd word only may sound unfamiliar to an audience eg 
cautelous. It felt modern even though the sentence structure was not. 
 
Scene 2 – Consistent use of language. 

 The use of blank verse 

1 The rhythm of the lines is enjoyable to listen to, actors need to be cautious 
about them sounding too ‘rhymey’. 
 
There was perhaps not enough contrast between Suckling’s poem and the 
conversational dialogue. 
 

2 Blank 

3 Blank 

4 Blank 

5 - Not clear definition ATM between verse and prose, but no obvious barrier 
to understanding [There was no prose in the scenes.] 

6 Act 1 sc 2: maybe it’s a bit relentless? Break it up a bit more. Love the 
loosening up where they share half lines – ‘Bring the army south – to the 
tower’ etc. 

7 Most effective when the right rhythm is found. 

8 Sc 2 verse works – but not all blank. A character trait for Suckling to use 
rhyme. It’s a characteristic of “wits” to improvise rhyming reposts. Good. 

9 Blank 

10 Good rhythm if delivered correctly. 
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11 Feels natural. So much so that rhyming couplet at the end did not 
immediately seem evident. 

 Word order 

1 Blank 

2 Blank 

3 2 – Suckling’s last speech “But must I go” – sounds like/feels like a 
question that nobody answers – if it was Shakespeare I would change it. 
“But hear me on” – similar thing. 

4 Blank 

5 Blank 

6 Perfectly acceptable! They’re all in the right order! 

7 Seems right – it’s certainly not 20th Century. 

8 Blank 

9 Blank 

10 Not unlike Shakespeare – again delivery important. 

11 Blank 

 What’s it like to act with the lines? 

1 Feels good to read as an actor. 
 
I enjoyed reading and reacting to the lines – felt like I wanted to experiment 
with inflection and intention. 

2 Immediately clear what’s going on in the scene and what the status of each 
character is and their relationship to each other. 
 
Implicit meaning and intention is given to each line e.g. “My lady, Lord 
Goring waits without” is delivered with perfunctory and excessive 
sweetness. (?) 
 
Immediately more engaging and audience feels as if they were “in on it”.  

3 Suckling is lots of fun – I would get rid of the cribbage reference – feels like 
it’s just been put in to show you know it. [Possibly could go but it was 
written to be a funny line as he flounces out which wasn’t how it was 
played in the workshop, so may be worth another go.] 

4 Blank 

5 Blank 

6 Enjoyable. Act 1 Sc 1. 

7 Blank 

8 Needs the usual work to get the meaning of the verse across as well as the 
rhythm. Not a fault but a caution when judging how effective the scene will 
be when properly rehearsed. 

9 Blank 

10 Comfortable and pleasant. 

11 The intentions in italics aided interpretation of the lines fairly quickly. It 
would take longer and a director’s input in a usual rehearsal situation. 
However, lines had good flow and didn’t trip your tongue up! 

 Character 

1 Queen – immediately strong, powerful, likeable  
 
2 – Suckling, Jermyn and Goring well drawn and likeable from the off. 
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2 – Contrast and tension between the 2 groups. 

2 The two female characters who are not the queen work well at playing the 
part of the audience/ helping the audience understand the scenes and the 
intentions of Goring and the Queen – bridge the gap between the audience 
and the scene. 

3 Characters are very well established – the two bickering sides. 

4 Blank 

5 Van Dyke – the Old Master has met his master! 

6 Obsequious Goring nice. 
Lively Queenie! 
Characters come through – Suckling, Goring accessible. 

7 Blank 

8 Sc2 Nice delineation of the different characters. 

9 Blank 

10 Suckling a buffoon – ‘fingering gold lamé curtains.’ 
Downstage more for fencing P and G. Doggerel! 

11 Scene 1 Early establishment of different characters and beginning of 
depiction of relationships. 
 
Scene 2 Lost track of who was who in the initial readthrough and what the 
role of each character was. I know who they weren’t because they talked 
about other people. The first one I picked up was Jermyn when he was 
mentioned by name. I tried to concentrate on the second readthrough but 
still didn’t know who the first group in the scene were. I don’t understand 
who the protagonists are. 

 Dramatic Structure 

1 Blank 

2 Blank 

3 Blank 

4 Blank 

5 Blank 

6 Blank 

7 Page 2 How does Olivia know Col Goring is waiting? Because her 1st Line 
P.1 says so! [Question crossed through as worked it out!] 

8 Sc 1 Why does G go so abruptly? He is in the middle of discussing policy 
and suddenly says he must go. 

9 Blank 

10 2. A lot of ‘plot’? points of campaign officers etc. 
Clearer later? 
Use names? 
P’s gang sounds like they know the score G’s a bit loose. 

11 Blank 

 How well might an audience understand this dialogue on first hearing? 

1 The ‘St George’ section requires very careful interpretation. 
2 Banter and conversational dialogue very accessible, plotting not so easy 
to understand. 

2 Blank 
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3 First hearing had very little idea of what was going on in the conversation 
between Queen and Goring. 
Dancing is not all upon the stage? 
Is one of them a snitch? 3rd time through of the first one. 

4 The exchange between O and L is clearly and very accessibly, about G’s 
wayward (flirtatious) nature away from his wife. 

5 Blank 

6 Act 1 Sc 1: There are maybe some confusing passages where Goring and 
the Queen talk in code regarding the Rubens painting. Given that it’s so 
close to the start. 

7 Providing diction is clear/ not rushed – not a problem. 

8 Sc 1 – Expand the “coded talk” with the painting – point up the good/ evil 
parallels between St George (the King protecting the Queen) the dragon 
(Parliament). 
The army at York? How does the queen expect Goring to arrange this? Do 
about it? 

9 1 I didn’t understand it but I think that was more that the actors hadn’t read 
the script in advance. It became more understandable once it was staged. 
 
If actors understand what they are saying it feeds to the audience. 
 
2 The plot wasn’t clear to me. 

10 It was clear to me but we did not hear the “Chorus” and delivery/ diction 
etc. 

11 The gist is clear even if not every word or construct is immediately 
understandable. People used to Shakespeare’s language will find it easier. 

 How effectively do you think this dialogue will evoke the period for the 
audience? 

1 I have no real knowledge of the period but the dialogue evokes images of 
wigs and powdered faces! 

2 Blank 

3 With good costumes and stuff it will work brilliantly. 

4 Very well, blacksmithing, playful flirtations etc. and mild political matters 
contrasting one another, within the same dialogue. 
 
Difficult to understand the politics discussed by Q and G. 

5 As with Shakespearean dialogue, as long as the performer is clear in their 
own understanding of meaning and intention, I think the audience will 
derive a sense of time/ place. 

6 It has overtones of Shakespeare, but seems more accessible as there 
don’t seem to be clauses embedded within clauses within clauses! Your 
sentences are just the right length to be understood – the history is another 
thing! 

7 Dialogue has the feeling of the 17th Century (or there abouts) as long as 
spoken with gravity and decorum. 

8 Blank 

9 Blank 

10 Pitched just about right. Not too obscure but clearly not 2018. 
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11 Scene 1 Dialogue alone may be hard to place in period, but the language 
together with staging, costume and scenery has the potential to do this 
well. 

 Any other thoughts? 

1 Blank 

2 Blank 

3 History and stuff – Need to know when we fit into the history of the piece 
overall. 
 
XXXXX about the bit about the “Tower of London”. Do we need a line or 
two about why we need to take it? 
 
It’s history history all the time. 

4 Love the “bath of mercury to cool hot pins” line. (Mercury ironically linked to 
beauty methods of the time). 

5 If the Queen is fidgeting throughout the sitting, might she stand up and 
move about at the first opportunity? 

6 Given that you’re ‘faking authenticity’ or at least looking into that, I wouldn’t 
choose a title with ‘Pompey’ in it. Even though I think Pompey, Besieged is 
the most evocative. 

7 Blank 

8 Blank 

9 Staging helps enormously to understand the dialogue. 

10 Blank 

11 At this stage, I feel I am confused because my historical knowledge of this 
period is sparse. If I had already an understanding of the events of the 
time, I would have derived more from the piece. 

 

Further points from focus group. 

Act 1 Sc 1 

The commons/ Commons double meaning was picked up. 

The relationship between the queen and Van Dyck was appreciated. 

“Her face” too long after allusion the Princess is mentioned to be clear. 

One participant felt everything should be delivered at a measured, stately pace, 

although this was contested by other participants. 

Olivia and Lucy grounded it. 

Gossipy bits good. Political stuff problematic. 

Allow Olivia a reaction to “poke others with his pin”. 

Maybe take longer to create the Court and give the queen a relationship with Lucy. 

Liked imagery and verse. 

Queen set up well in Van Dyck scene. 
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George and Dragon needs expansion.  

 

Act 1 Sc 2 

Got the stand-off between the two groups. 

A lot – move from humour to politics. 

Maybe more shared lines. Got the main points. 

Get the names in there so we know who’s who. 

Didn’t feel transported back. Actors must sell the period. 

Plot difficult – not clear. 

One person used to senses, word order and pronunciation (in other words, felt it 

was doable). 

Suckling and Aguecheek. 

Political fencing – Percy and Goring face off. 

Understood it all – read it without difficulty. 

Would change word order – does with Shakespeare! 

Historical knowledge is a problem. Need more help. 

Rehearsal would help to a degree. 

 

My notes 

Act 1 Sc 1 

“That now I tread to entertain the crowd.” – make something more of the actual 

situation. 

“Where is she?” Too straight? (See comment above). 

Change threats to threat (period). 

Queen’s description of the painting needs gestures to make it work. 

 

Act 2 Sc 2 

Line in Suckling’s long speech became lost! 

“Well be with you gentlemen.” Would Percy bother with this? 

Suckling’s departure is intended to be comic – a flounce. 

Ashburnham – “These moneys that were promised” speech not working. 
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Percy - “The Parliament, in content” Substance? 

Jermyn - “Where Parliament cannot forget its woes” not clear. 

 

Appendix E SSA Workshop 2 Responses 

 

SSA Workshop 2 30 May 2018  Survey Summary 

 

Prologue, 1.3 and queen’s speech from 1.6. 

 

 Vocabulary 

1 Blank 

2 Blank 

3 Credible man/wife relationship – he more of a dreamer – here with her 
finger on the pulse (in dialogue). Conveys political situation v. adequately. 
The words paint a picture [some notes difficult to read] Felt a bit more 
needed – Mr Bigges – could be drawn a bit larger. (Kate / Anna 
relationship needed more – touch). Anna as more the country girl (nice 
scene). 

4 Act 1 Sc 3 no problems. 

5 Act 1 Sc 3 Understandable. Can’t discern royal v parliamentarian language 
[that doesn’t take place in this scene]. 

6 1.3 Always clear. Your stuff and the original lang. of the pamphlet work 
well. 

7 Act 1 Sc 3 Love the sarcasm – allows for ease of understanding and 
emotional state of character (Kate and Anne) – shows intelligence clearly.  

8 Vocab seemed appropriate for the time period. The language is enjoyable 
to listen to from an audience’s viewpoint. 

9 Great use of insults! “I’d like to see thee fill…” line has been difficult to 
work/ emphasise correctly though. 

10 “Lumpish barren spirited ox-head” feels unnatural – too wordy for an angry, 
off the cuff insult. […?] works. Like “Goring’s the lover…yield up the 
treasure.” – fun! Q: Why does Kate ask if Anna has brought the goat? 
“Give us the pith and leave off the peel” – love it. 

11 Lumpish barren-spirited ox-head! (there’s one for John…) [Husband – 
implying she liked it.] 

12 Scene 3 In keeping with period. 

 The use of blank verse 

1 Blank 

2 Blank 

3 Blank 

4 Blank 

5 Blank 

6 Fluent and nicely rhythmic. 
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7 Monologue (Sarah – Queen). Liked the way it was a gradual drawing of 
what has happened – shrugged off at first – then anger built up. 

8 Blank 

9 Blank 

10 Unit 9 – difficult to follow up until “But this is true vox”. 
Unit 10 “Young Anna…” [last line] – love it. 

11 Blank 

12 Effective: Good rhythm – clear meaning. 

 Word order 

1 Gives a good sense of time period. 

2 Blank 

3 Blank 

4 Blank 

5 Flows naturally because sentence constructs? Tend not to be complicated. 

6 1.3 Never preciously obscure. 

7 Monologue (Sue – man): great introduction and scene setting. Loved the 
immediate vicinity reference of ‘the square tower’. Clear and 
understandable – enjoyable to hear. 

8 Blank 

9 “I’d like to see thee fill” line could do with some reworking. 

10 Understandable, not “jargon”. 

11 Blank 

12 Blank 

 What it’s like to act with the lines 

1 Blank 

2 The director and actors have a lot of scope to play and interpret the lines 
and look at the physical play between the characters. 
The lines can be delivered in many different ways, will be great to explore 
how the characters might react to different objectives. 

3 Great ease, and scope to play with! 

4 Blank 

5 Queen’s and Oglander’s speeches. Very easy to pick up the meaning. A 
few odd words or overall sentences need thinking about. However I don’t 
think use of words that have different meanings today should be avoided 
because the context conveys meaning anyway. 
Really enjoyed the language. 

6 Fun! 

7 Having the units to rehearse with made the intention a lot clearer in 
rehearsal and (hopefully!) allow a more effective portrayal of character. All 
parts have clear differences but some common objectives. Bigges a fun, 
highish status character who clearly enjoys his power/ knowledge. 

8 Act 1 Sc 3  Fun! It was easy to understand the characters’ purpose and the 
necessary tune needed. 

9 “In the present pamphlet” – could “present” be replaced? 
“pretty” tale – ‘pretty’ feels a little odd to deliver. 

10 Lots of scope. No actions. 

11 Very easily understandable with only the occasional hiccup in the 
surprising word order, (Queen). 

12 Meaning v. clear. – needs attention to rhythm. 
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 Character 

1 Blank 

2 Kate – her words make her feel bright and feisty – love her! 

3 Blank 

3 All characters very clearly defined by their words – and all very different. 

4 Well drawn and distinguished provided the director/ actors work to discover 
the subtext. 

5 Act 1 Sc 3. The language has enabled distinct characters to be drawn. 
Doesn’t sound very different from the Royalty language. Scope for choices 
in characterisation. 

6 1.3 All the characters – presumably met for the first time [by the audience] 
are vividly distinctive. 

7 I like the way that the ‘commoners’ have knowledge and insight into the 
historical situation – not just wealthy/ powerful. 

8 Well rounded with scope to interpret in actors/ director’s own way. 

9 Blank 

10 Lots of detail without explication. I knew? Them. 
I like Mr Bigges […?] appropriate. 
Warmth. 

11 1.3 Miller’s wife is fun. Lovely interaction between the bantering pair. Laurel 
and Hardy. Bex is cast! 
 
Master Young fabulous (as played by DP. – Did they play it as written? [ 
They improvised a difficulty in reading to bring humour.] 

12 Scene 3 – Well drawn – Homespun types a la Shakespeare. 
 
Very clear opportunities for character development and relationships. 

 Dramatic structure 

1 Clear structure 

2 Blank 

3 Blank 

4 Blank 

5 Act 1 Sc 3 Builds well and relationships demonstrated. 
Sets historical context and current political scene. 

6 1.3 Robust and well nuanced. 

7 Why match-make Anne and Yung? – not obvious personality match? 
Money? 

8 Act 1 Sc 3 The structure was leading to an inevitable but enjoyable climax. 

9 Blank 

10 Blank 

11 It’s so interesting to see the different interpretations of 1:3 – am I allowed to 
say it was easier to understand the first-time round? [The first of the two 
groups to show it.] The comedy was strong and made it jump off the page. 
The common people comedy will contrast well with the upright royals and 
the historical exposition. 

12 Works well. Communicates important historical background info – develops 
love story with humour (echoes of Shakespeare “As You Like It”). 
Well-paced. Clear beginning, middle, end. Story has moved on. 
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Plus, importance of the moment issues eg flour and fortifications and 
Goring’s duplicity. 

 How well might an audience understand this dialogue on first hearing? 

1 Act 1 Sc 3 Perfectly understandable. 

2 Very clear – easy to follow the different intentions of the characters. 
I couldn’t see anything and audience couldn’t follow – could afford a few 
more lines to reinforce any key plot points and give the audience time to 
absorb what is happening. 

3 Blank 

4 Act 1 Sc 3 Perhaps Yung needs to begin reading a sentence and a half of 
the meat of the pamphlet before Anne interrupts? P. 3 
P2 The money and bounty? For the town – A bit more to emphasise the 
double dealing of Goring? i.e the town likes the money and cares nothing 
of who provides it. 

5 Act 1 Sc 3 No problem. 

6 1.3 Easily! 

7 Blank 

8 I think that it is easy to understand on first hearing. Like any historical 
language, consideration of how humour is played needs to be thought of in 
rehearsal to ensure the jokes – where they feature – are understood. 

9 Blank 

10 “Portsea churl” Love modern audience fun!!! 

11 1.3 I understood all, without having read it first. (On first hearing.) 

12 Scene 3 Very well. 

 How effectively do you think this dialogue will evoke the period for the 
audience? 

1 Blank 

2 There is a good balance of period style and very familiar words which the 
modern audience will follow easily. 

3 Adequately I felt. 

4 Act 1 Sc 3 discussion of line on? P1 re Anne provides grain for Thoms. To 
grind. 
The goat? 

5 Blank 

6 1.3 Its authenticity should not be doubted thought the meaning is always 
clear. 

7 Blank 

8 Well measured and appropriate language. 

9 Blank 

10 Blank 

11 Blank 

12 Scene 3 Very well. 

 Any other thoughts? 

1 Blank 

2 Blank 

3 Having never been involved in such a process, found it fascinating! 

4 Blank 

5 Blank 

6 Blank 
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7 Blank 

8 Establishment of relationship of the sisters could be enhanced. 

9 Blank 

10 “gated eyes” 
“intestine war?” 
Queen is French (ticked) 
“morals of your time” 
11 long years (ticked) 
Money (ticked) 
Forced to summon (ticked) 
Humour! Isle of Wight! 

11 Blank 

12 From a directing point of view I was thinking how the characters could 
share it a lot with the audience – a la Globe. 

 

Further points from focus group after each rehearsal. 

Chorus 

Scoops people up.  

Humour of it – breaks it up. 

Summary of civil war works. 

Maybe a spoiler in those lines with regard to Goring’s character? 

A date would be useful. 

 

1.3 

Liked yields up treasure. 

Liked ordinary people having a view. 

Characters defined and looks forward to them coming back. 

Yung could start reading from the pamphlet and be interrupted. 

Me - Kate need to play the chiding of her husband in a gutsy way to avoid a 

downward inflection. 

Me - Maybe reduce the length of the second quotation from the pamphlet? 

Feisty and fun – liked Kate’s sarcasm. Maybe more between Kate and Anna? 

Fun and easy to understand. Structure helped climax. Jokes need support to land. 

Accessible to audience/actor. Period content but balanced well. 

Loved the insults. Anna – does she live up to her description?   
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No difficulty. Match – language of the period and the pamphlet. Characters well 

drawn.  

Married people believable. Images – the idea of the wall being built worked. 

Bigges needs a bit more identity. Greeting of sisters needs more? 

Anxious about participating as not a native speaker but relieved as it was 

accessible. 

Problem of the line about the grain from the sister. HER grain? 

Lots in the relationships on first reading. History lightly dealt with. Addressing 

audience directly works. Felt Anna’s character and the sisterly relationship could 

be come across in the acting without changes. 

 

Appendix F SSA Workshop 3 Responses 

 

SSA Workshop 3 26 June 2018  Survey Summary 

1,1 and 1,4 

 Vocabulary 

1 1,1 Talking at dual purposes seems so much more clear this time around. Pointing up plot 
points – army, York, plotting is all we need to know. 
The general sense of what’s going on is clear. 
Maybe a foreword in the programme allowing the audience to relax! 

2 1,1 Accessible language, metaphor of painting use quite well 

3 Very easy to follow. 
Accessible. 

4 1,4 I like the contrast in style between Parliament and Royalist – the language is not too 
modern to blend but still is distinct in style being more direct. I look forward to seeing more 
of these two styles playing off against each other. 

5 People won’t get it all but they don’t with any classical play. They get most – they certainly 
get enough because the character relationships – situations carry it. 

6 Unfamiliar words generally make sense because of context.  
Did not understand QUOTIDIAN. 

7 1,1 Nice, vivid vocab. 
I like the ‘stockfish’ line. 

8 Page 4 Quotidian – familiar to me maybe not to all. 
Knackered? Not for me. 

 The use of blank verse 

1 Nil 

2 Nil 

3 Nil 

4 1,1 I found it hard to get the point still – the contrast between private and “public” to be 
‘overheard’. 
Is there an ‘army’ in the painting to which Van D is pretending to discuss? 

5 Nil 

6 Appropriate for the period so feels right. 
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7 1,1 Opening dialogue between G and Queen v. dense. The pacing would need to be [ends 
there] 

8 Structure distinguishes “Court” from “Parliament” 

 The use of modern dialogue 

1 Nil 

2 Nil 

3 Nil 

4 Nil 

5 Lots of potential for caricaturing the characters. Presenting them as types. 

6 How noticeable does it need to be – a clear division between Parliamentarians & the rest or 
a seamless transition. When it happens, I’m not sure how quickly an audience might pick up 
on it i.e. it must be easily recognised in order to distinguish the language for the survey. 
Would a different kind of accent help? 

7 1,4 Works well. The contrast is not jarring. Heightened prose meeting with colloquial 
dialogue is done with wit. 

8 ? More straightforward 17th C language but modern? 

 How do you feel about the mix of blank verse and modern dialogue? 

1 Nil 

2 Nil 

3 I understand why it is used but I think it’s unnecessary. Having tuned audience into archaic 
language on Act 1 Scene 1 you don’t need to change it. 

4 Nil 

5 This will work very well. It has a sort of alienating (Brechtian) effect which sets the blank 
verse characters in sharper profile. 

6 Overall it all seems quite natural. No awkwardness. I like the idea behind including both for 
the purpose of the play. It helps the accessibility. 

7 1,4 In the best sense, I don’t think the audience will be primarily aware that this is 
happening. Once they realise the Parliamentarians are easy to understand will help them to 
realise how distant the Patricians are. 

8 Good balance & difference in style & pace which fits the scenes 

 What’s it like to act with the dialogue? 

1 Nil 

2 Nil 

3 Nil 

4 1,4 good 

5 Nil 

6 The modern language is easier & because it’s familiar, the meaning/ emotion/ intentions 
are more naturally evident. You have to think a little harder with the period dialogue. If 
used to Shakespeare, it is definitely an advantage. If coming to it for the first time, it would 
need time to analyse and interpret, so probably a long learning time. 

7 Nil 

8 Easy 

 How well might an audience understand this dialogue on first hearing? 

1 Nil 

2 Nil 

3 Nil 

4 Nil 

5 Very clear: [ends there] 

6 Probably better than Shakespeare. So much sounds familiar that the context is a great help. 

7 1,1 The audience need to learn fast  
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They have to do some work to tune into the language, The flattery of G. is dense but making 
it clear is all in the playing. 

8 As always good understanding & delivery of actors vital – in any event not as intense as 
Shakespeare. 

 Any other thoughts? 

1 1,4 The parliamentarians just use the info given by Blount to continue their machinations – 
baa baa baa – on tramlines to their own ends. 
Blount doesn’t have an easy job – very uncomfortable making. 

2 Nil 

3 Nil 

4 The Parliamentarian group must be expecting or even aware that there are some plots & 
would be interested in Blount but need rather more convincing that this plot is the 
important or most dangerous. Blount ought to be questioned at greater length? Have a 
harder time convincing them? 

5 Lots of potential with the members of parliament like a hydra! Very dynamic structure with 
the differences of language. The stooge on stage and Goring watching events with the 
audience. Especially works with Goring having set it all up in front of the audience at the 
start. 

6 Nil 

7 1,1 The metaphorical value of the St G & the D works well. It’s clear they are speaking in 
code. 

8 The various points of view of Parliamentarians perhaps understated. 

 

Further points from focus group. 

1,1 

 (Longer was spent on 1.1 to see if Steve working with Ben and Teo could make it more 

accessible.) 

Pat. A little obscure or loses allegory with painting.  

Tim. Couldn’t extract – contrast between the real and cloaked meaning. 

David. It is dense. Opening speech is difficult. Liked Rubens subtext. 

Nick. Some bits need to be clarified? 

Suki. Quite accessible – choice of painting good. 

Sue. More natural makes sense – actor. 

Sarah thought I’d changed it – so acting works. 

Jim. Does work – although early in play. 

Ben. Establishes conventions – Rubens thing works. Queen addresses audience. 

Teo – English as a second language – relied on director. 

Steve – easy to start working on. Get the meaning  - essential. 

1, 4 

Steve – used to blank verse and then real interest. 
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Technique will work – Hydra of Parliament. 

As politicians worked. Energy. 

Teo – funny – plain English. Understood gist. 

Ben – Pace structure – doing a disservice by coming out of 17th C style – undoing hard work. A lot 

of business slows the pace. Sharper and more tension. Didn’t feel Parliamentary characters came 

across. Comic scene unnecessary. 

Sue – How will audience identify every day? 

Tim – Tersely so contrast courtiers – could use a few older words. Convinced too easily by Blount. 

David – there are different reactions from the Ps. 

Jim – No reaction to details – how many/ how? 

Sarah – felt the contrast of languages worked. 

Pat – Pym test more – why do you think this will work? Where does Blount stand? 

Suki – Would Haselrig and Strode say more? Unbalanced. 

David – unobstrusively modern – so will creep up on the audience. 

 

Appendix G SSA Workshop 4 Responses 

 

SSA Workshop 4 26 July 2018  Focus Group Summary 

 

Comparison of mixed and 17th century versions of 1.4. 

 

 Mixed version 

1 It would be better to have it the same all the way through as it helps the 
audience. 

2 The difference shows complex and changeable dynamics. 

3 Helps show how Goring manipulates Parliament.  

4 Preferred to suspend judgement until seen both. 

5 Contrasting dialogue shows character distinctions quickly. Difficult to know 
whether Parliamentarians understand the poesy. 

6 Bluntness works but not sure the audience will get it on a conscious level. 

7 It’s a cultural choice. Nice engine in the scene – Blount forgetting to avoid 
poesy can work well. The range of temperaments comes out in the 
language each character chooses. 

8 The comparison needs to come out. Liked the clashes of two cultures but 
needs to be more. 

 17th century version 

1 Clear. Points made. Flows well and powerful. 
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2 Comedy comes out of the style changes in the first one. Sees no problem 
either way. 

3 Slowed down more so felt more of what characters were saying. 

4 Liked feeling he was still in the 17th century. Could Blount’s speeches be 
more flowery? 

5 Liked attack. Felt could be more mercurial in this version. Not so bland. 
Real edge. 

6 Embraced the language and it made it less one dimensional. 

7 Liked the same language – took the breaks off. Pym’s response when 
Goring’s name comes up is clearer: ‘takes our gold’. More room for play. 

8 Against the tide – nice but maybe not for the audience? 

 

 

Appendix H SSA Workshop 5 Plan 

 

BESIEGED WORKSHOP 28 Aug 2018 

Materials: Script for the company including song lyrics and list of potential questions 

for Goring. Broom and hat for Goring puppet. Pots, pans, cutlery for the company. 

Paper and pens/pencils 

………………………………………………………………………………………………

….. 

1, NICK     Name Check activities     

2, STEVE  ‘High Five’ warm up 

………………………………………………………………………………………………

….. 

3, NICK     Issues song lyrics and the company learn the tune 

                   The company then sings both verses in character with some basic actions  

                  The company now runs the dialogue including the song 

………………………………………………………………………………………………

….. 

4, STEVE   Improv activity to generate material for the interrogation of Goring 

                    Split company into 2 teams 

                     TEAM A     Interrogators 

                     TEAM B     Goring and advisors 

TEAM A   now prepare 3 questions for each category and write them on separate 

pieces of paper. These are then split between team members (each member getting a 

category) 
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TEAM B   prepare 3 possible answers for each category and write them down. The sillier 

the better. These are then split between team members each getting a category 

When both teams are ready the Goring team assemble in the middle of the room and 

the interrogators surround them armed with pots pans etc  

One member of Team B then holds the puppet and the first question is put. Advisors rally 

to come up with an answer. When they’ve agreed on one, the ‘Puppet’ answers and the 

interrogators show their derision by banging pots and pans like the sort of racket you get at 

PMQ’s in parliament!!  Pots and pans are good, but farmyard noises would be good too! 

Another member of Goring team takes over the puppet and the second question is 

put.  

Goring is swapped over again, and a third question is put and so on  

………………………………………………………………………………………………

….. 

 

 5, NICK   Revisits song and it now ends with soldiers arriving    

………………………………………………………………………………………………

…. 

 

Appendix I SSA Workshop 5 Scene 3.3 

 

Act 3, scene 3  Outline and fragments for devising workshop.  

 

Synopsis 

This is the scene after the interval, the first half having finished with Goring’s declaration for 

the King and the gates of the town being shut: the siege has begun. At this point, the 

Parliamentary forces have yet to arrive, and the siege seems little more than yet another 

eccentricity on Goring’s part. Kate arrives at her family’s farmstead outside the town walls with 

a Broadsheet song that has recently been distributed: “When the King Enjoys his Own Again”. 

The family have a look at this and give it a go as it is to be sung to a tune they all know. Having 

begun to enjoy themselves, the younger members of the family decide to take this satire further 

and improvise a puppet of Goring from things to hand which the older members interrogate 

– this draws out Goring’s apparent duplicity and lack of competence given the poor planning 

and unlikely success of the siege; they may also come up with some new words to the tune to 

poke fun at him. Yong (whose relationship with Anna has developed) arrives in a state to warn 

them that soldiers are coming from the town to requisition their food and livestock, but the 

other soldiers arrive before they can hide anything. The family are forced to drive their own 

animals down to the town and left with practically nothing. In some ways, this is a scene about 

food – something we take for granted until we haven’t got any. 

 

     The Diggle family farmstead. People are bringing things 
     in from the day as Mary, Anna and Isaak prepare an  
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     evening meal, although Isaak seems more interested in 
     playing with his knife than using it. 
 

Mary.  ‘Tis a fine month, August, for a thick pottage. For taste there’s a good many  

  worts to be had. 
 
Anna.  Ay, but some of them aren’t much help. She throws a radish at Isaak. 
 

Isaak.  By Gis! He goes to throw it back as his father comes into view. 
 

Walt.  Isaak! Take a care with the Lord’s name and more care with thy radish. One 

  feeds the soul, the other the stomach and thou wilt need both to prosper. 

 

Isaak.  ‘Twas Anna who did… 

 

Walt.  Peace, lad. Will I speak thee again? Use a large pot, Mary, and we’ll feed  

  hungerly. From sun to sun ‘twas never a cloud in the welkin nor wind to help 

the   heat. 

 

Mary.  The victuals are plentiful. Had I used magic for a pot without a bottom thou 

  woulds’t not be better fed. 

 

Isaak.  Dally not with magic, mother. They say Elspeth Gillflurt is thy twin: if thou 

canst   be taken for a wise woman, thou canst be taken for a witch. 

 

     Mary Clips him round the ear. 
 

Mary.  Insolent boy. To speak thus to thy mother! I’ll put thy head in the pot. 

 

Walt.  ‘Twould be a dainty dish. They say the old king liked a sheep’s head well 

boiled,   then the flesh taken off and broiled, with butter for sauce. ‘Twas good meat, 

  though he had  the head sewed in the wool. 

 

Anna.  His son, King Charles, must have eaten well of it, for his head’s full of wool. 

 

     Enter Kate. 

 

Mary.  God bless us, ‘tis Kate! 

 

     Kate hugs her mother. 

 
Kate.  Good even and twenty; what joy to see us all together. 

 

Walt.  ‘Tis not a common thing to see a miller’s wife make visitation on such humble 

  folks. 

 

Kate.  Come now, father: one sip on the cup, thou art not so humble. 

 

     They hug and Walter pinches the paper she’s carrying. 
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Walt.  What news? 

 

     He peers at it. 
 
Isaak.  As if he could read. 

 

     Gets another cuff from his mother. 
 

Kate.  Not news but a song. ‘Twas pinned up near the mill. 

 

[At this point, the conversation leads to singing parts of the song. There is a chorus, so it could 

be that Kate and a few gather round the broadsheet to read the verses while the others simply 

pick up and join in with the chorus? There are five verses, but here are two to play with: 

 

Let rogues and cheats prognosticate 

Concerning king's or kingdom's fate 

I think myself to be as wise 

As he that gazeth on the skies 

My sight goes beyond 

The depth of a pond 

Or rivers in the greatest rain 

Whereby I can tell 

That all will be well 

When the King enjoys his own again 

Yes, this I can tell 

That all will be well 

When the King enjoys his own again 

 

 

There's neither Swallow, Dove, or Dade  

Can soar more high or deeper wade 

Nor show a reason from the stars 

What causeth peace or civil wars 

The man in the moon 

May wear out his shoon 

By running after Charles his wain 

But all's to no end, 

For the times will not mend 

Till the King enjoys his own again 

Yes, this I can tell 

That all will be well 

When the King enjoys his own again 

 

At some point, Isaak improvises a verse about Goring – for example: 

 

When Governor Goring shut his gate 

He led us to a sorry fate. 

Though he was for the King’s intent 

The navy’s under Parliament. 

We all do abhor 
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The thought of a war 

For a Governor who’s rash and vain. 

But all's to no end, 

For the times will not mend 

Till the King enjoys his own again 

Yes, this I can tell 

That all will be well 

When the King enjoys his own again 

 

Isaak and some others (Anna/Kate?) improvise a puppet Goring to be the butt of the joke. 

Once the song is sung, Walter, Mary and possibly others decide to interrogate Goring on the 

following themes and the youngsters respond with comic replies from Goring: 

 

1. Why has he shut the gate when the works are barely finished and some walls are in a 

sorry state? 

 

2. He’s assumed everyone in the town will be for the king even though everyone’s living 

depends on the navy – which is under Parliament.  

 

3. He hasn’t ordered in more food for a siege situation, so what will his men live on? 

 

4. Half the people he’s shut in had no choice but to stay because their livelihoods are 

there – they don’t want to be part of the siege. 

 

5. Has all the money gone on the walls, or has his conspicuous gambling, drinking and 

whoring used it up?  

 

It would be nice if, after this, they return to the song which is brought to an abrupt halt by the 

arrival of the soldiers.] 

 

Appendix J Pilot Survey Responses 

 

Draft survey questions 

 These extracts are intended only as a reminder of 

some of the language that may be relevant to the 

question, so please feel free to refer to any part of 

the play. 

This is a qualitative survey, so any thoughts, 
details and reactions are valid and useful. 

1 Governor George Goring (Act 2 Sc 1): 

 

Your highness, if the glass of man’s estate 

Gives but the image of his dearest friends 

You see a man whose substance stands at naught, 

And less, for losing them has cracked the glass 

And left a shattered soul; all this I did 

Full knowing that pursuance of my course, 

Necessitied as ‘twas, would bring me ignomy*. 

 

*An alternative spelling of the period. 

1 Describe the ways in which you engaged 
with the language of the play. The meaning, 
sound and imagery may be of interest. 
 
1) I found it pleasurable. It was easy on the 
ear and enjoyable to listen to, soothing and 
helped to absorb me in the play. I was aware 
of a sense of rhythm and flow, almost of a 
music to it. 
 
2) The narrator (Oglander?) eases us in with 
careful diction, a measured pace, and a good 
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summary of the history leading up to the 
events of the play.  
 
I’ve never found Shakespeare easy, but I’ve 
always found him rewarding. Besieged feels 
like a lost Shakespeare. It seems clear that 
an inordinate amount of care was taken to 
make the language convincing. 
 

2 Governor George Goring (Act 1 Sc 4): 

 

Betwixt them, every lord meets and conspires  

And we who venture there are tangled up  

In plots and counterchecks that weave and spin  

Till every man thinks he is master of  

A yarn whose knotty twists have mastered him.  

With all these eager thoughts and busy mouths  

What’s hidden now must soon come tumbling 

out:  

If Parliament discern my part in this  

Then Portsmouth and my liberty are lost.  

Above all else I must preserve myself  

An’ if plot must out, ‘twere best I plucked it out. 

 

2 How does the stylised language in this play 
affect your engagement with the plot?  
 
1) It took me in at a different level. Like 
looking at a tapestry I was caught up in 
details, which meant I had to step back 
slightly to pick up the plot (plus no one was 
in costume etc). However, ultimately it 
meant the play had more impact because it 
had woven me into its roots. 
 
2) ‘Tis oftentimes a problem with the bard 
that language doth in some mien come 
betwixt 
the audience and comprehension of 
the plot and all its twisted, knavish tricks. 
But ‘tis the player’s duty and his art 
to smoothe the words and make the 
meaning got, 
and hence Besieged, though challenging at 
times, 
lost nothing in its clarity of plot. 
 

3 Sir John Suckling (Act 1 Sc 5): 

 

Hold, Goring, thou calumniating rogue;  

Thou art arch-villain to thy erstwhile friends  

Who by thy cold, deceptious dealing,  

Have made us take our heels to ‘scape the court. 

 

 

3 How does the rendering of the dialogue in 
a pastiche of seventeenth century drama 
affect your sense of the historical period as 
you watch the play? 
 
1) Very much so. I felt like I was watching a 
Shakespeare play in some ways, although it 
had its own style and themes and shape. 
 
2) Although there’s an inherent demand 
made on the audience by using historical 
language, there’s really no better way to 
evoke the feel of a period. In a strictly 
academic sense it might be a pastiche, but it 
seems too harsh a word for the language of 
Besieged. I really couldn’t pick out anything 
that seemed anachronistic. 
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4 Kate Beard (Act 1 Sc 3): 

Then I thank Governor Goring a thousand times. 

It pleaseth me to think on him warm and safe, the 

mighty gates of Portsmouth locked, the heavy key 

dangling from his belt. ‘Tis our own fault and 

none other’s that our mill stands beyond the walls. 

Sir William Waller (Act 4 Sc 4): 

Ports Bridge and the island are ours, our navy cuts 

you off by sea and our troops land in the east. Our 

terms are those of your surrender which we would 

resolve without bloodshed. 

 

4 In what ways might dramatising local 
history in this way help to embed lesser-
known local stories in the shared community 
story? 
 
1) I’m sure it will help: capturing people’s 
interest, intriguing people, making it come 
alive. 
 
2) I think the answer is implicit in the 
question. I didn’t know about Goring, and 
having his story told, especially with 
reference to locations that still exist, helps to 
anchor him to Portsmouth. After the play, I 
felt I’d been given another piece in the 
jigsaw of history, but with particular 
relevance to places I know. 
 

5 Queen Henrietta Maria (Act 1 Sc 1): 

Hush, Sir, I know not which, but cautelous 

Must be our way. 

 

Mountjoy Blount (Act 1 Sc 4): 

You’d shrink to see the puissant host approach. 

 
Anna Diggle (Act 2 Sc 2): 

If thou com’st to the farm, thou can’st gloze my 

father with honeyed words till he sees thou art my 

sweeting. 

 

Parliamentary Soldier, when the Wise Women 

are causing trouble (Act 4 Sc 2): 

Go to: these are cogging women who do cozen us. 

 

Lady Carlisle (Act 2 Sc 3): 

Meantime, make bootful use of this intelligence. 

 

While many of the period word forms are 
similar enough to modern English to be 
understood (‘troublous’, ‘perspicuous’), 
others are potentially obscure. How did they 
work for you in their context? 
 
1) I didn’t struggle with any words. The 
context (e.g. where the more obscure words 
sat in the dialogue, the flow of it etc) and the 
skill of the actors made the meanings clear. 
 
 
2) Given that understanding these obscure 
words was not critical to grasping the action, 
I’m fine with it. 
 
Some science fiction writers will use a wodge 
of genuine science in their writing that’s 
beyond the majority of their audience. The 
purpose of it is to be convincing and 
colourful, rather than informative. Every 
good meal needs a bit of seasoning. 
 
 
 

6 Governor George Goring (Act 1 Sc 4): 

 
Betwixt them, every lord meets and conspires 

And we who venture there are tangled up 

In plots and counterchecks that weave and spin 

Till every man thinks he is master of 

A yarn whose knotty twists have mastered him.  

With all these eager thoughts and busy mouths  

What’s hidden now must soon come tumbling 

out:  

Describe your awareness of the blank verse 
as you watched the play and any effect it 
had on your reception. 
 
1) I enjoyed it. I particularly enjoyed the joke 
around Goring using rhyme in his letters. 
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If Parliament discern my part in this 

Then Portsmouth and my liberty are lost. 

Above all else I must preserve myself 

An’ if plot must out, ‘twere best I plucked it out. 

 

2) For me the iambic pentameter leaps out 
when it rhymes or when I read it off the 
page (as with the samples accompanying 
these questions), and tends to be less 
obvious when performed by actors (who 
quite rightly choose not to sing-song the 
entire play). I did notice it more during the 
reading of the various letters. 
 
 
 

7 Sir John Oglander (Act 1 Chorus): 

 

But here he be, and you must judge him now 

According to the morals of your time, 

For I am shaped o'er-much by what has passed. 

Any other comments about the writing or 
production as a whole? 
 
1) It was fabulous – both the writing and the 
production. Would love to watch it again. I 
also found it disturbing, particularly as I 
could see modern parallels. (E.g. How the 
ego of those in power can result in 
irresponsible actions with little or no regard 
for how this affects the populace). 
 
2) I loved it, and I hope all goes well for the 
performances. Break a leg! 
 
 
 

 

Appendix K Final Paper Survey Template 

 

 These extracts are intended only as a reminder of 

some of the language that may be relevant to the 

question, so please feel free to refer to any part of 

the play. 

This is a qualitative survey, so 
any thoughts, details and 
reactions are valid and useful. 

1 Goring and Wentworth (Act 4, Sc 3): 

 

Gor. They are but coward spirits; by their parture, 

We flourish like the rose, its old twigs pruned 

To bring new life and colour to the flower. 

 

Went. But prudent gardeners must we be in 

pruning, 

Lest flowers too are lost: a single rose 

May sometimes win a heart but not a war. 

 

Gor. A war of roses: the theme is punctual. 

Describe the ways in which you 
experienced the language of the 
play. The meaning, sound and 
imagery may be of interest. 
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2 Percy and Jermyn (Act 1, Sc 2): 

 
Per. We now propose the army put into 

A present posture, there to serve the King. 

A declaration must be sent unto the Parliament,  

In substance setting forth our main complaints.  

What business have you brought? 

 

Jer. Tis this: we bring the army south once more, 

To fright the Commons’ soldiers from their post 

And take the Tower of London for the King. 

Lord Strafford’s liberty will be restored 

And his wise counsel with the King’s shrewd thought 

Will bite their thumbs at Pym and all his crew. 

How does the stylised language 
in this play affect your 
engagement with the plot?  
 
 
 
 
 
 
 
 
 

3 Suckling (Act 1, Sc 5): 

 

Hold, Goring, thou calumniating rogue;  

Thou art arch-villain to thy erstwhile friends  

Who by thy cold, deceptious dealing,  

Have made us take our heels to ‘scape the court. 

 

 

How does the dialogue affect 
your sense of the historical 
period as you watch the play? 
 
 
 
 
 
 
 
 
 
 
 
 

4 Kate (Act 1, Sc 3): 

Then I thank Governor Goring a thousand times. It 

pleaseth me to think on him warm and safe, the 

mighty gates of Portsmouth locked, the heavy key 

dangling from his belt. ‘Tis our own fault and none 

other’s that our mill stands beyond the walls. 

Waller (Act 4 Sc 4): 

Ports Bridge and the island are ours, our navy cuts 

you off by sea and our troops land in the east. Our 

terms are those of your surrender which we would 

resolve without bloodshed. 

Does the local nature of the 
story affect the local audience’s 
relationship with the play? If so, 
what impact does the use of 
historical language have on that 
relationship? 
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5 Queen Henrietta Maria (Act 1, Sc 1): 

Hush, Sir, I know not which, but cautelous 

Must be our way. 

 

Blount (Act 1, Sc 4): 

You’d shrink to see the puissant host approach. 

 

Anna (Act 2, Sc 2): 

If thou com’st to the farm, thou can’st gloze my 

father with honeyed words till he sees thou art my 

sweeting. 

 

Lady Carlisle (Act 2, Sc 3): 

Meantime, make bootful use of this intelligence. 

While many of the words are 
similar enough to modern 
English to be understood, others 
are much less familiar. How did 
they work for you? 
 
 
 
 
 
 
 
 
 
 
 
 

6 Goring (Act 1, Sc 4): 

 

Betwixt them, every lord meets and conspires 

And we who venture there are tangled up 

In plots and counterchecks that weave and spin 

Till every man thinks he is master of 

A yarn whose knotty twists have mastered him.  

With all these eager thoughts and busy mouths  

What’s hidden now must soon come tumbling out:  

If Parliament discern my part in this 

Then Portsmouth and my liberty are lost. 

Above all else I must preserve myself 

An’ if plot must out, ‘twere best I plucked it out. 

 

Describe your awareness of the 
blank verse* as you watched the 
play and any effect it had on 
your reception. The Royalists 
use blank verse while 
Parliament and the people of 
Portsmouth speak in prose; 
some characters switch 
between the two to suit the 
occasion. 
 
 
 
 
 
 
 
 
 
 
* As in the example on the left, 
blank verse is unrhymed and 
generally uses the form of 
iambic pentameter (five sets of 
unstressed/ stressed syllables). 

7 Oglander (Act 2 Chorus): 

 

Ogl. ‘Particular obligation’ – mark you, that. 

 ‘Tis not me he needs flatter but the Queen. 

 In pleasing Parliament he’s lost the Court 

Which characters did you feel 
were well or less well served by 
the language? 
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 And half his money; can his charm repair 

 His tainted character? To London, then: 

 His halting gait may gain her sympathy. 

 With both sides he must overmask his sins 

 For, in the end, he’ll back the side that wins. 

 

 
 
 
 
 
 
 
 
 
 
 

8 Oglander (Act 1, Chorus): 

 

But here he be, and you must judge him now 

According to the morals of your time, 

For I am shaped o'er-much by what has passed. 

Any other comments about the 
writing or production? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Appendix L Paper Survey Responses 

 

1 Describe the ways in which you experienced the language of the play. The 
meaning, sound and imagery may be of interest. 
 
1 There were many eloquent and arresting metaphors (such as the one quoted on 
the left) which, as with the best drama of the early modern age, furnish the reader 
with new perspectives towards not only the action on the stage but the play’s 
broader thematic connections both to the time it portrays and the time it was written. 
 
2 Master Beard and his wife – the humour here was excellent & allowed us to 
access the plain language as a way in to the higher levels. Suckling – hilariously 
written – the others taking the piss being perfect ribbing of his contriving of words. 
 
3 I especially enjoyed the humour and insults! 
 
4 Like watching a Shakespeare play, there’s a process of tuning in to the language, 
almost like flicking a switch. The historical language helped to transport me into the 
period. 
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5 I found the words by the Miller’s wife when she described ‘brandishing the burning 
twigs’ of a branch to her husband very visual. The scenes with multiple people 
interacting was more immersive & easier to follow, more dynamic. 
 
6 The first time hearing the language I had to concentrate and listen to what was 
said, a split second after it was spoken, it appeared clear and quite lovely. Delayed 
gratification. 
Loved the jokes. 
 
7 Language was beautiful and rich, but also poised and unrushed, tallying well with 
stage business to make the story clear. 
 
8 The imagery seemed suited to the period and seemed to be less prominent than 
exposition – correctly so as there was so much ‘background’ to be conveyed. The 
rhythms became very absorbing as the play gathered pace. Other than 
Shakespeare I know no other playwrights from this era but my experience allowed 
me to easy access the meaning & imagery etc. 
 
9 The language of the play offers a poetic dialogue that creates great imagery. 
 
10 It portrayed a very vivid sense of period. It is necessarily more dense than a 
contemporary audience is used to and requires focus and concentration. The 
meaning is sometimes lost in specific cases but overall it comes across. Clearly a 
huge amount of thought and creativity has been employed. 
 
11 The language set the period context really well from the music pre the opening to 
the words which connected us with Shakespeare’s language. Liked the mix of prose 
and verse which helped distinguish the ‘class’ divide. 
 
12 I really enjoyed it and it was easier to understand than I had thought. *** 
 
13 The imagery of this was very potent, and I think one of the most important 
themes for me that came up was the different levels of people. The royalists and 
parliament making decisions & plans that completely desolate the lives of working 
people.  
 
14 The use of metaphor worked well and brought the imagery to life – and was clear 
and illustrative. It also fitted with my expectations of a historical language play. 
 
15 Rhythmically is how I experienced it – I’d get lost in the cadence and the words 
would run together. 
 
16 Some of the language flowed past and I almost didn’t notice it beyond setting the 
timing of the events. Occasionally it brought me up short, and once in a while it 
facilitated the humour used. 
 
17 It felt like a puzzle that opened up as it went on – almost impenetrable at first – 
but then the musicality broke it open for me – never quite crystal clear – but a 
delightful puzzle. 
 
18 It’s defined by social standing – a striking difference between Parliamentarian 
and prole! Goring in particular seems adept in his Machiavellian plans to address 
whoever is listening to his advantage.  
 
19 Blank. 
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20 Puns. Liked the use of material objects like the diary, the songs, the ballads. 
 
21 Can the actors do more at the Castle: bringing history to life. Delightful. Very well 
acted. The acting was most engaging even though tricky to understand the plot. I’d 
like to read up on the history of this play in modern English). It’s great seeing history 
brought to life. 
 
22 The descriptors [?] brought the language to life. Imagery was particularly strong. 
The wise women provided a good example. 
 
23 The differences in tone & delivery of lines works to distinguish formality & status 
of the characters despite the fact that all use language we would consider “posh”. 
Many of the metaphors and similes are incredibly evocative, made more so by the 
Shakespearean-feeling language. 
 
24 Good use of imagery as allegory – helped my understanding.*** 
 
25 Sometimes clarifying, sometimes mystifying. 
 
26 Monosyllabic words reflect the message – stark, blunt. 
 
27 It seemed a bit overwhelming. I found it hard to keep up. If there were no actors I 
think I would not understand any of it. However, in a sound point of view it was very 
engaging and I liked to listen in a visceral sense.  
 
28 I think the play would have been less powerful with modern language. 
 
29 Modern language wouldn’t work. 
 
30 The use of organic imagery is consistent & well managed. The language of the 
play was clear to me. 
 
31 Found the switch between blank verse and prose jarring at first. Took a while to 
realise that used to distinguish between types of characters. 
 
32 The language conveyed wit and dynamism, revealing and developing character.  
 
33 As archaism. As effect. As a narrative device. Awareness of writer/ writing over 
and above characters/ plot. It emphasises surface (assonance etc) over depth of 
meaning.  
 

2 How does the stylised language in this play affect your engagement with the 
plot?  
 
1 I thought the writing struck a sound balance between linguistic playfulness and 
clear, structured storytelling. The former never threatened to overshadow or muddle 
the latter. In fact, what might have been, in the hands of a less able writer, dry 
sequences of exposition were elevated into exciting set pieces and turning points 
that kept the viewer captivated. 
 
2 All well styled, matching content to place and time. Loved it! 
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3 I have little knowledge of old English or Shakespeare so imagined I would struggle 
but I didn’t! I thoroughly enjoyed both the rhythm and the language. It added 
authenticity. 
 
4 If this makes sense, I felt that I understood what the people were saying, but I also 
found the plot a little confusing. I think this is because the plot was intentionally 
confusing, with Goring’s constant double-dealing – but I suspect the language 
increased my confusion slightly. 
 
5 At the beginning I found it hard to immerse myself in the language & this meant 
that some parts of the plot were hard to follow. But after the letter writing scene with 
Goring it was much easier.  
 
6 I knew I would have to (and want to) see the play again to get so many different 
asides or nuances. A rich entertainment. 
 
7 It makes us pay close attention to follow the twists and complots. But almost 
everything is explained from both sides to help us. There may have been one of 
Goring’s tricks that I didn’t quite follow, but mostly felt totally engaged (and that 
made us feel clever and informed).  
 
8 It made the intricacies of the political manoeuvring hard to follow at times, 
although the broader context was always clear. However, the complexity of the 
language also helped represent the shifting ground Goring created in his apparent 
loyalties to king/ Parliament. 
 
9 It creates a good engagement with the plot, drawing the viewer into the historical 
period. 
 
10 To risk repeating myself, the language requires concentration and not all the plot 
and story points always land, but as with Shakespeare, the story begins to present 
itself as the audience falls into the rhythm and cadence of the language. Repeat 
viewings would obviously throw light on beats previously missed (as with 
Shakespeare again).  
 
11 Without the storyline and quality of acting it would on its own be difficult to 
understand what’s happening. 
 
12 The stylised language sometimes lost me but definitely took me back in time. 
 
13 Perhaps it takes a little longer than usual to fully understand the plot – swathes of 
blank verse can maybe interfere with the exposition that plays almost always need 
(for example identifying which character is which) but once the [?] and learning of 
the plot are understood then I think the language does not make engaging with the 
plot difficult at all. The differences in language enhances divides between class/ 
status and can heighten drama. 
 
14 I felt that it didn’t impede my understanding of the plot and I was greatly surprised 
by its clarity of meaning. 
 
15  
I find it alienating – for me the stylised language (& stylised acting and verbal 
delivery) serve to distract me – or maybe not distract, but compete with – the plot. 
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16 As somebody more scientific than literary it can be challenging without the ability, 
as with a book, to go back and re-read. However, with the addition of facial 
expressions and mannerisms the meaning can be understood when the words are 
unfamiliar. 
 
17 I know I missed some essential plot points but there is a music to the piece that 
kept luring me in so I started to understand that I would eventually get the narrative 
threads in subsequent scenes. 
 
18 It takes some getting used to, but when, as an audience member, you ease into 
it, the rhythm becomes the storytelling; the place and delivery of the dialogue 
denotes the urgency of the situation. 
 
19 Makes it more engrossing and immersive. 
 
20 Makes it more enjoyable – but I am a Shakespeare nerd! By using the language 
of the time you enter the mindset of the people.  
 
21 Difficult, especially at the beginning. Not a clue what was going on and who was 
who. But it’s very Shakespearean. If I didn’t know, I would’ve said it was one of his 
plays. I normally read the plot online before I see a Shakespeare play. 
 
22 After an initial period of familiarisation, I didn’t actually notice the stylisation in 
that it subconsciously supported the flow of the plot. I liken this to reading subtitles – 
these feel slightly uncomfortable to start with but after you don’t even notice you’re 
having to read – they become natural to the storyline. 
 
23 There is a good 5-10 minutes of adjustment to the language, but once acclimated 
it helps to set the scene and tone of the play. 
 
24 It didn’t impede my understanding & was very authentic (to an untrained ear). 
 
25 Increased concentration. 
 
26 One has to make a concerted effort at times to follow the plot, through the veil of 
the language, but this means we take pains to understand; it focuses us. 
 
27 I felt it’s more engaging as I had to listen intently. There was a huge contrast 
though. At some points I completely stopped listening. In terms of engaging with the 
plot I felt I could keep up at some points however the language stopped me from 
understanding it to a large degree. 
 
28 Occasionally some of the actors were more difficult to understand but this may 
have been the delivery. Because some of the words are not common it did require 
concentration on the actor that was speaking. Rather than looking at the scene in 
general. 
 
29 Makes it seem real but you can understand what’s going on better than a lot of 
Shakespeare. 
 
30 It wasn’t a problem, but then I used to teach Shakespeare. I didn’t find it precious 
or antiquarian. 
 
31 I had to concentrate. I got lost at points. 
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32 It allowed for and facilitated exposition which might otherwise have been 
laborious. 
 
33 It was an effort to follow every nuance and plot detail. One tended to listen for the 
general more than the specific meaning. There seemed to be a lot of verbal 
interference. 

3 How does the dialogue affect your sense of the historical period as you watch 
the play? 
 
1 The cadence of the speech, authentic vocabulary and (post-)Shakespearean 
wordplay all contributed to a robust sense of time and place. It certainly helped that 
these exquisite lines were delivered with flair and brio by a cast of skilled actors. 
 
2 It feels/sounds authentic and, given familiarity with Shakespeare’s plays, the 
rhymes do not jar – although sometimes, intentionally add humour. The interplay 
between couples and opposites was also interesting, with their words becoming a 
volley – or with partners, ping pong. 
 
3 Gave a depth and character to the plot and characters. 
 
4 It helped me stay in the period, and reminded me of what I already knew about the 
period. 
 
5 It really immerses you into that time period making you focus hard to understand 
what is being said through that style. The mention of muskets & mills give you a real 
sense of the times. 
 
6 Blank. 
 
7 Feels an authentic window into past, giving lively energy and the necessary 
artificiality of scene structure and dialogue. Makes us feel clever, and makes the 
play feel old and established.  
 
8 I think the idea of there being a courtly way to communicate between political 
figures was conveyed by the language within the dialogue, and it did seem fitting 
that a play based in the 1600s used such language. 
 
9 The dialogue enhances the sense of historical period. Whilst many historical plays 
are written in modern English, it doesn’t take long to attune the ear to historical 
dialogue. 
 
10 Well, I lost all sense of time – does that count? I think the language of the 
dialogue presented a very strong sense of the historical period, far more so than 
contemporary dialogue would have done. Good stuff.  
 
11 It helps set the context as period. 
 
12 It places me in the epoch.  
 
13 It cements me in the time period and adds much credence and authenticity to the 
work. 
 
14 As we associate the historical play with Shakespearean language it seemed to fit 
convention and met my expectations. It would be interesting to know if there would 
be a difference had this been a screenplay for TV/ film.  
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15 It isn’t that I felt as though those speaking the words on stage were of the time 
depicted – but I did find it interesting to hear contemporary English speakers grapple 
with language to which they were not accustomed. 
 
16 The dialogue gives a better sense of history where modern language can 
displace the events, much like historical films being in bright Technicolor.  
 
17 It’s like a palimpsest where I can almost get a glimpse of the people who were 
here. The language of the music [?] their thoughts and feelings. 
 
18 It brings it to life – there’s no sense that you are watching a ‘modern’ drama of 
2018. (I mean this as a high compliment!) 
 
19 Makes me feel the length of time between now and then. 
 
20 Different scenes gave a sense of different aspects of the social history. 
 
21 Not sure what you mean. Old fashioned language because it’s set long time ago. 
Not sure exactly how they spoke back-along. 
 
22 The dialogue provides a very good sense of the period and the variation between 
different communities. 
 
23 The dialogue has a very Shakespearean feel to it.  
 
24 Conjured it perfectly. Helped my sense of immersion in the plot. 
 
25 Helps to situate the action, historically. 
 
26 I think the dialogue using period language enhances my sense of the era. 
 
27 It made it more authentic and genuine. 
 
28 I think the dialogue put it in period beautifully.  
 
29 Makes it much more involving. 
 
30 Language & [?] were intimately connected. The discourse we use ensues [?] for 
culture. We can’t understand the past unless we know its language. 
 
31 Gives it authenticity. 
 
32 It adds richness and texture to the historical context. 
 
33 It evokes a ‘played’ periodicism – it is historicizing whilst a contrivance.  

4 Does the local nature of the story affect the local audience’s relationship with 
the play? If so, what impact does the use of historical language have on that 
relationship? 
 
1 From what I could tell at the performance I attended, the local setting and subject 
matter of the play were crucial factors in its positive reception. It seems to me that 
the Square Tower, as a real location in the historical narrative, as a ‘textual’ location 
in the fictionalised narrative and as the physical location where the modern play was 
performed, is a kind a palimpsest onto which different cultural meanings have been 
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projected by different generations of local people at different moments in 
Portsmouth history. Besieged has made an important contribution to this process of 
inscribing meaning 
 
2 It was powerful to imagine events unfolding here, giving the audience an 
investment in the outcome. When the gates were locked and those ‘without’ stood 
silent the audience were with them & we felt their fear as though it were ours. The 
end also where Goring threatens to blow us all up. It was tangible. .*** 
 
3 I thought the fact it was based on local history & characters made it so much more 
fascinating. I have only recently moved to Portsmouth & the use of local historic 
buildings and locations was so exciting. Became real. 
 
4 To me, having the local references made the play a lot more resonant for me. 
Knowing the places, and picturing these turbulent events in places that are so 
familiar to me, was very powerful. 
 
5 It makes you picture what life was like living in Portsmouth during that time. Where 
were the gates? It was interesting hearing descriptions of the landscape of 
Portsmouth in that era. 
 
6 Blank. 
 
7 Yes, we like recognising locations. The scene looking from Portsdown Hill means 
more to us, and perhaps the scene talking down from the walls. Not sure how 
historical language affects our local enjoyment. 
 
8 Knowing the locations mentioned in Act 2 – Gosport, H Island, Farlington etc. – 
certainly helped interpret events. The historical language perhaps helped anchor 
those events – creating a link between what was going on on the stage and ‘local’ 
landmarks that would have existed at the time (eg, The Square Tower). *** 
 
9 Yes, I think so. It enhances the importance of location and storyline, which tells of 
historical fact. Historical language serves to draw the audience into a time long past 
and also enhances the learning process of the importance of Portsmouth. 
 
10 Overall I don’t think it did. It only began to do so where dealing with the local 
geography (Portsea, Gosport, Hayling etc.) but not to any great detriment. 
Otherwise the appeal seemed generally universal. *** 
 
11 It helps! Recognising places and the very tower makes it more absorbing, 
attentive [?], and interesting. 
 
12 I think so – there’s more ownership of the story by the audience – I certainly tried 
to relate what I heard to my local knowledge. 
 
13 I feel the stylised historic language of a play can often create a detachment with 
the audience – purely out of the amount of imagery & rhetoric that separates 
audiences from characters. However the nature of local stories means that this 
divide is lessened as people recognise people and places which can’t help but [?] 
with them. 
 
14 Hearing familiar place names and references with the historical language is 
surprising as we haven’t heard them previously being used in an historical play (at 
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least I haven’t). It strangely gave those place names more gravity and importance. 
*** 
 
15 It’s an interesting question…as I found the language alienating, it was a stark 
contrast to have the intimacy & immediacy of the Square Tower – a historic site – 
which served to ground this work in place and space. 
 
16 For me the use of “proper” names of local places does give a sense of 
connection. All too often these names are lost in the modern tongue. People forget 
or don’t realise Portsmouth is (was?) an island. It also helps to place the scenes 
better when you know the geography. 
 
17 There is a certain sense of national and local pride, but more a sense that we of 
the living are repetitions and resonances of them – and the language is a measure 
of distance.  
 
18 I don’t think so – this is a fact of the English Civil War, which carries a national 
weight of identity. I think it plays wider than a ‘local’ play.  
 
19 Makes them sympathise with the local people, relate to locations. Makes people 
aware of the city’s older history. 
 
20 Great to see the Siege of Portsmouth in a play – part of the forgotten history of 
the town – I suggest you do the excommunication of Portsmouth.  
 
21 I’ve only lived here 8 years. I’m most fond of Pompey. At times it was nice (to 
know the area and its history) to be part of it in the play. It was scary during the war 
bit, being as we were in square tower. Quite realistic feeling. Made me thankful I live 
in peace time. Can’t have a relationship with a play.  
 
22 The scene at the farm was particularly effective at portraying a concept of the 
local environment.  
 
23 The play being set in Portsmouth – and the performance taking place here – 
gives a sense of familiarity, if not with events then with the location and people. I like 
how the people of Portsmouth’s language contrasts with that of the Court and 
Parliament – much like the modern Portsmouth dialect/ accent differs to that of ‘the 
queen’s English’. 
 
24 Nice signposting regularly to local places to remind us of the setting. Fun to hear 
the audience react to local references e.g. Gosport in jokes! 
 
25 I don’t think it does. The play would be received as well regardless of situation, 
although the place names would be less meaningful & some of the humour might be 
diluted. 
 
26 Locals will always feel a strong connection to a local story, especially if it 
references local landmarks. We enjoy what we know – we nod along, recognising 
the places we inhabit & relishing reference to those in Gosport! 
 
27 No. It does not affect my reception too much. I don’t feel too attached to locations 
though. 
 
28 Yes it did; made it easy to relate to place. I knew that Goring changed sides, but 
had no idea of all his plotting. 
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29 No. 
 
30 I knew little of the historical events. So it was useful. The historical language 
gave me a useful sense of distance.  
 
31 Gives familiar words, places, references to anchor the plot. 
 
32 It can’t help but have an effect; the story of Portsmouth’s role in the Civil War 
may be unknown to individual audience members but the naming of locations so 
familiar to local people brings the story alive. 
 
33 I don’t think so and not sure. 

5 While many of the words are similar enough to modern English to be 
understood, others are much less familiar. How did they work for you? 
 
1 Having some grounding in the Shakespearean register, I think I understood most 
of the archaic words. Even if I hadn’t understood them, I’d have been able to follow 
the story thanks to the careful deployment of more recognisable words and idioms.  
 
2 I was able to understand Queen HM even though accented – her diction being 
clear throughout. Meaning was not problematic, perhaps with gesture assisting 
interpretation.  
 
3 The phrasing and narrative helped me to easily identify meaning. The brilliant 
performances of the cast also played a part. ‘make bootful use of this intelligence’ – 
loved this one! 
 
4 Reading these examples before the play primed me to understand them when I 
heard them. But in general, I’d say I understood the gist of all the dialogue, even 
though there were undoubtedly some words that went over my head. (I think this 
happens to all of us with modern dialogue too, due to trends and dialects.) *** 
 
5 I do struggle to maintain a coherent understanding of conversations and plot with 
Old English [sic] and do have to focus quite hard. However, when I do focus I can 
slip into the mindgame much better & my understanding comes more naturally. 
 
6 Some I could guess a meaning within the context it was said, others not. But that 
seemed satisfactory as I felt I was listening to something first said hundreds of years 
ago so it would have felt wrong to understand everything! 
 
7 I’m a classicist so most are fine; but the actors always seemed to know what they 
meant which made us feel at ease.  
 
8 Because of the speed of the performance and the lack of any written text to follow, 
uncommon or unfamiliar words/ phrases didn’t detract from my understanding. 
Tone, facial expression, context and body language were enough to convey as 
much meaning as was necessary. 
 
9 Less familiar words enhanced the feeling of the period, and the lack of 
understanding them did not detract at all. Not all of the words need to be understood 
for the audience to enjoy and understand the story of the play.  
 
10 Context and all that. 
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11 Many of the words I didn’t understand but no matter the richness and context of 
words worked. The flow of the piece and the mix of serious, humour, history and 
storyline meant the whole was absorbing. 
 
12 Yes – a bit tricky. Really I supposed I glazed over them but its interesting to see 
them written and try and guess their meaning. 
 
13 I think not necessarily understanding certain words does not provide any problem 
as long as the context they are in allows us to infer their meaning. Moreover they 
perhaps require the actors’ body language and inflection to properly ensure that the 
audience can follow the characters meaning even if the [?] words are alien. 
 
14 The less familiar words were still referential enough to connote the meaning. The 
unfamiliar became familiar in their context. 
 
15 Hard to say. I was more aware of the words I “know” in modern English but are 
used differently in the play. 
 
16 Some could be deduced by the context, whilst others had to be abandoned as 
the play progressed not allowing time to consider and place them as events moved 
on.  
 
17 To be sure, it was like watching a play in another language, one I’m not yet fluent 
in, so listening became easier and pleasurable, as it went on, knowing I’d catch 
some and miss some. 
 
18 Context, always. Performance and context within the dialogue reveals the 
meaning – if not the strict definition – of the words. 
 
19 Did not affect me and my understanding, difficult with some sentences. 
 
20 The language was challenging – not talking down to the audience but 
understandable. Sometimes got confused as to who was who. 
 
21 Rapacious? A sot? I got the idea. Could you send someone on stage now and 
again to explain what’s going on.  
 
22 Taken in context, the language was clear. Many less familiar words were sourced 
from French or could be clearly interpreted. 
 
23 Unknown words don’t stand out from the rest of the dialogue – you automatically 
use the context to get the gist. 
 
24 Fine – scene setting when I didn’t catch all the words. Never felt frustrated at the 
language. 
 
25 They worked well. Their meaning was still obvious, strangely, this was more 
obvious in the rhyming sections. 
 
26 Anyone who enjoys words and language, including foreign language, will accept 
the unfamiliarities & understand through context, even enjoying working out the 
etymology. 
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27 As stated earlier, I lost track of what was going on and couldn’t understand some 
passages all together. Although it caused me to lose track at times I really enjoyed it 
with unfamiliar words. 
 
28 Those that I noticed were interesting and the whole sentence made sense. 
Bootful use is very interesting. 
 
29 Enough in understandable language than if [?] with the more ancient. 
 
30 Cautelous unknown – ‘cautious’? 
Puissant = powerful 
Gloze = deceive 
Bootful = useful, appropriate.  
 
31 Context helps less familiar words to be understood. 
 
32 The sense is always clear from the context. 
 
33 They are of no consequence – they ‘pass’ just as words that don’t catch the ear 
in ‘normal’ dialogue or are simply skimmed over in favour of detecting the general 
meaning of a line/ passage. 

6 Describe your awareness of the blank verse* as you watched the play and any 
effect it had on your reception. The Royalists use blank verse while Parliament 
and the people of Portsmouth speak in prose; some characters switch 
between the two to suit the occasion. 
 
1 I did notice – and indeed relish – the difference between the discourses of the 
Royalists and Parliamentarians. I felt it helped to cement the conflicts – dramatic 
and otherwise – between them.    
 
2 The use of rhythm helps with understanding as we are able to anticipate the beat. 
It also adds an element of ‘conceit’ fitting to the Royalist characters – the throb of 
blue-bloodedness perhaps. 
 
3 I am completely uneducated as to the structure of verse & prose but didn’t find it 
jarred at all. Gave it a lovely rhythm in my “uneducated” opinion. 
 
4 Having been made aware of it before the play, I noticed it at some points – the 
switch, I mean. I have to admit that I was so focused on the story that I might not 
have noticed the difference unprompted. I did notice some rhyming couplets at 
scene endings, though. 
 
5 I did notice Royals using more blank verse, especially Goring which tended to be 
more noticeable when he was being witty. 
 
6 I wasn’t aware of it till well into the play (and only that some spoke in a different 
way to others). I don’t know about blank verse. - a good way to show “plain folk” 
plain speaking? 
 
7 Blank verse seemed clear and enjoyable. Didn’t notice the prose switches. 
 
8 The use of prose by ‘commoners’ of Portsmouth helped to separate them from the 
Royalists/ nobility. It was noticeable that speech switched into blank verse at the 
death of Henry Yong – lending the words said over his body a more noble aspect. 
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9 Both blank verse and prose dialogue were woven seamlessly into the play. 
 
10 For me the difference between blank verse and prose did not register to any 
great extent, but it probably did on a subconscious level. I was never very good at 
the whole iambic thing. 
 
11 It has a quality which flows and a rhythm of its own which is poetic. 
 
12 I enjoyed both types of prose but didn’t really distinguish that clearly when 
characters switched between the two.  
 
13 Very familiar with blank verse. Noted it more here when it was thrown in relief by 
the prose of the Portsmouth townsfolk. 
 
14 Although I didn’t consciously note the shift I was aware of being positioned in my 
perception of the characters. 
 
15 I liked the contrast of the different styles – it served to establish distinct spheres 
of engagement. 
 
16 The use of blank verse served to contrast and emphasise the rhymes. Beyond 
that my unsophisticated pallet [sic] probably missed the subtleties. 
 
17 It gave the characters a different kind of music and rhythm. 
 
18 It goes back to status – the difference between the sides is pronounced. Flourish 
vs puritanism.  
 
19 I wasn’t very aware of the blank verse. 
 
20 I have to say I wasn’t very aware of this as it was going on. 
 
21 I’m not learned enough in literature to have understood difference in blank & 
prose. Prose was easier to know what was going on. 
 
22 I was not particularly aware of the blank verse but the switch between different 
characters was distinct. 
 
23 It was hard to hear the difference between characters using blank verse and 
those using prose – probably because there weren’t many Royalist characters, and 
of those a number seemed to speak differently due to personality or status rather 
than loyalty. Blank verse was most notable in Oglander and felt appropriate for a 
narrator. 
 
24 Have to confess I didn’t notice it. 
 
25 As above, sometimes the rhythm helped understanding of the more obscure 
words. 
 
26 It was useful to distinguish between the groups & the occasions, through the 
language used. 
 
27 I had no awareness of this…because I am stupid I think I didn’t realise people 
were using different language at all – all I heard was different accents. 
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28 I liked the blank verse and the Shakespeare-like rhyming exits. Also the sense of 
difference in class of characters was emphasised.  
 
29 Having the two sides speak differently helped identify who was who in such a 
large cast. 
 
30 I am familiar with blank verse. To use different poetic forms for the various 
classes works very well. 
 
31 I noticed it less as the play progressed. 
 
32 The verse from brought a weight and heft to the narrative that modern speech 
would lack. It also allows for more subtle & sophisticated humour. 
 
33 There was little important differentiation to my ear. Had I not known, I doubt I’d 
have known or cared. 

7 Which characters did you feel were well or less well served by the language? 
 
 
1 The Puritans’ rhetoric was particularly impressive and was reinforced by the 
distinctively appropriate faces of the actors who played them.  
 
2 Goring – the language here, particularly, carried the persona (excellently done). 
Also Pym whose ‘puritan father’ was easily found in his words. 
 
The Beards, especially, also – as previously mentioned. 
 
3 Goring, Oglander, Suckling & some of the townspeople. 
 
4 Goring: his flowery, creative language fitted well with the slightly strange (to us) 
barrier of the historical language. Likewise Pym, who held forth in a manner suited 
by the language. But in general I saw it as a costume that fitted all the characters 
well.  
 
5 Oglander, Goring & Henry were all well served. 
 
6 The Queen was ‘well served’. 
Goring (of course) 
The miller, wife and wife’s sister. 
In fact most characters. 
 
7 Perhaps this depended on the actor. Oglander, I thought, had particularly got hold 
of the verse, and the dramatic opportunities. 
 
8 The language and its ‘tricksyness’ and complexity suited the double-dealing of 
Goring well. Similarly, the prose of the people of Portsea made them credible as 
farmers, millers etc. 
 
9 All of the characters were well served by the play, particularly the storyteller, Sir 
John Oglander, Thomas and Kate Beard. 
 
10 I think the language served all the characters equally well, but some 
performances served the language better than others. (Although it was on the whole 
very good). 
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11 Goring worked brilliantly as did the serving communities of Portsmouth. Narrator 
thought was a struggle, maybe because there was too much explanation of the 
history. Royalists and Parliament language worked well with contrast to flowery 
language and shorter to the point Parliamentarians.  
 
12 Oglander. Goring. Henry Oastler [played Bigges]. 
 
13 Suckling seemed to border on the ludicrous for me which obviously added to the 
comedy but also left him feeling slightly out of place – particularly in court scenes. 
Obviously Goring’s command of language fitted his character story perfectly. 
 
14 It particularly suits Goring’s character as I feel the double-speak and 
Machiavellian plots are well served by the metaphor and verse. We are as much 
seduced by Goring’s language as the victims of his plots.  
 
15 The Queen and the ladies of the bedchamber – the formality served the 
relationship between the characters well. The couple at the end of Act 1 – the 
Farmer’s daughter & letter-writer – and the ribbon to collect the letters. 
 
16 Not sure I feel able to comment on this. The language felt correct for the 
characters, with one, maybe two occasions where it felt modern – more likely due to 
the phrasing surviving to this day. 
 
17 Goring has a certain rough [?] and royal quality that is romantic and serves the 
subject matter very well – representing who we are. I also loved listening to the 
“farmers”. 
 
18 Oglander and Goring are both very well served by the language – the 
Parliamentarians less so, I feel due to their prosaic status. It works as a device 
through the play, but serves to define the characters of Goring and Oglander best. 
 
19 Goring was well served, so was Pym. 
 
20 Goring, Waller, Oglander. 
 
21 Blank. 
 
22 The local Portsea characters & the ‘leaders’ presented the strongest language. 
 
23 The language worked best with 2 groups of people – the common people, who it 
made feel down-to-earth, and the exaggerated poet, who felt like he was fully 
engaging with the language. 
 
24 Goring’s duplicity was well conveyed in his speech. The queen – noble and stoic. 
Generally I liked how dialogue was tailored to the characters’ personas e.g. liked the 
gruffness of the Scotsman. 
 
25 Goring and the receiver [Waller] of his surrender. 
 
26 It’s difficult to see through the acting – good actors will always make the 
language come alive. 
 
27 Royalty. Oglander with his rhythmic way of speaking. I also liked how the 
members of Parliament spoke as it felt a little more understandable. 
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28 Goring, Sir John Oglander, the miller and wife. 
 
29 Waller least served. Sir John Oglander best served. 
 
30 They all worked well, but the citizens and farmers were well served by language. 
 
31 Language works especially well for General Goring. 
 
32 Goring and all the Court faction. The common folk were well expressed esp. the 
‘letter aloud’ scene. 
 
33 Townsfolk seemed well served by the fluidity of prose for comedy. They 
appeared less contrived. The gentry seemed consonant-laden. 
 

8 Any other comments about the writing or production? 
 
1 Blank. 
 
2 I loved the meta level where there was reference to language/ words e.g. at the 
death of Yong ‘this sentence…’ etc. I also liked the presence of letter writers 
delivering their own words. It was a good way to deliver voice overs, I felt. 
 
3 I am amazed you wrote this full production from scratch. Full of character & 
historical tone. I wouldn’t have enjoyed it half as much in modern language. Loved 
the musical elements! Second half felt had better pace & was more emotional 
content. Thought it was fabulous. Cast were amazing! 
 
4 A very hearty production, performed with vigour and engagement. Great to have a 
good range of female roles with ages [?], in a context dominated by men. Thank 
you. And I enjoyed it very much! 
 
5 Loved the letter writing scene, scene with the ‘Goring Scarecrow’, wise women, 
and scene where Henry is put on the spot to read a letter out loud. Also the trumpet 
scene. The beginning was a bit harder to follow. I feel like I learned a lot about the 
history of Portsmouth. 
 
6 Wonderful production. Brilliant writing – it felt so true yet appealing. 
 
7 Tight writing, nothing spare, good scene lengths, and variation between high and 
low characters, between serious and lighter scenes. Actors did brilliantly keeping 
things swift and changes smooth; made the hours pass v. quickly. Goring is a great 
part – perhaps more fun to be had, as a villain we love to hate, in scenes with the 
queen, tricking his friends & escaping at the end. *** 
 
8 It was all very impressive! 
 
9 The setting of this play at the Square Tower was of particular importance in 
drawing the audience into the history of the building. There is a good balance 
between the drama of the siege and the occasional interspersion of comedy. The 
closeness of the audience to the actors made you feel part of an intimate circle. 
 
10 It was terrific. A hugely impressive achievement. 
 
11 Timing of Besieged reminds me of modern politics! Betrayal and negotiations – 
so feels relevant! The pace of the narrative sweeps you long nicely. 
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12 It was a very enjoyable production – I think if my historical knowledge of the time 
was fresher/ better I might have grasped some of the subplots better – but even still 
I fell that I have learnt something! 
 
13 Phenomenal – very much enjoyed. Was particularly excited by the letter writing 
scene that addressed Goring’s rhetoric although it felt like that scene could have 
carried more discussion – particularly with the differences of speech between the 
classes. 
 
14 What surprised me was how ‘authentic’ (and I know that’s a troublesome term) it 
felt as an historical play. The writing was used effectively to convey both comedy 
and pathos as well as clearly conveying a vastly complex plot. *** 
 
15 I found I really liked the prose speaking Portsmouth folk so much better – I 
connected with them through language. Loved the wise women – witches. “By cock 
and pie” OMG!!! The “blood for ink” passage was so moving – those images stuck 
with me…as did the Game of Thrones styled threat to blow up the city. Well done 
all!!! 
 
16 As I reach the end of this I find myself reflecting on the impact of the wording I 
have used to answer the questions! Perhaps more exposure to more creative 
language would do me good. 
 
17 I loved the way theatricality and textuality worked together in the letter scene. 
 
18 The writing is very good – to take a dormant (right word?) form of English and 
bring it to life is tremendous. Production in an actual location is a huge bonus, but 
sometimes the venue can swallow the words, and sightlines at the edges can be 
difficult. 
 
19 Blank. 
 
20 This ‘stoney square’ – Oglander like the narrator in Henry V. Use of pamphlets 
and diaries as props. Myrmidons. Parliamentarians all in black! In reality little 
distinction of dress. Remonstrance Dec 41 – execution of Strafford. Puns ‘bawd 
again’ [not in play?]. Small solace to those who loved the souls that now were gone. 
 
21 Excellently acted. Can you do more history of Portsmouth plays. (But write it in 
the programme). 
 
22 I wasn’t sure I would clearly understand the play due to the complexities in 
language but the very clear pronunciation & the context really helped. An excellent 
script & excellent production. Thank you. 
 
23 Blank. 
 
24 I usually have the attention span of a goldfish but I wasn’t bored for a second. 
Wonderful mix of humour and pathos. Brilliantly acted. Loved the varied scene 
composition. 
 
25 The language requires greater concentration by the audience. 
 
26 I liked the idea of Henry Yong giving the girl the ribbon, to tie up the letters he’s 
going to write her.  
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27 I did enjoy it albeit the details were lost on me at times. I understood the story as 
a whole but there were some small holes due to the language. 
 
28 I really enjoyed the scene after the break in the farmhouse. Loved the songs and 
singing. Enjoyed the drama really felt drawn into it. Very well acted!! 
 
29 Audience & players close together was great made eye to eye contact very 
involving. 
 
30 Excellent. But I think the survey should have asked people their age, gender & 
educational level. Useful correlates about taste could have been made in that case. 
 
31 Blank. 
 
32 Blank. 
 
33 It was nice to have written language as a motif within the narrative. 

 

 

Appendix M Online Survey Responses 

 

Q1 w  

Describe the ways in which you experienced the 

language of the play. The meaning, sound and imagery 

may be of interest. 

 

1 The language felt lyrical but the meaning was usually clear - the actors spoke it well and with the context it 

felt authentic.  

3/19/2019 8:57 PM  

 

2 I was deeply impressed by the plausible and witty use of apparently seventeenth-century verse.  

3/19/2019 6:13 PM  

 

3 I do not understand the question.  

3/15/2019 9:39 PM  

 

4 The language was 'Shakespearean' which added authenticity to the production (as much as the costume & 

location). It obliged greater concentration.  

3/13/2019 9:34 PM  

 

5 The meaning was sometimes lost because it required more processing than the time allowed. However, this 

was not always the case, and problems diminished as the play went on, probably because my 'ear' became 

attuned to the language, the characters and the context. I have no comment about the sound, but I really 

enjoyed the imagery, especially in excerpts such as the above.  

3/13/2019 2:38 PM  

 

6 The writing captured the language of the 17th century but also had the quality to be accessible to the 

audience. I thought it was a beautifully written play  

3/13/2019 1:24 PM  
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7 I had difficulty following some of the dialogue, not because of the language but of the volume, speed and 

mode of delivery and the complexity of plot  

3/13/2019 1:20 PM  

 

8 I didn't always understand every word, eg 'parture' so I let some of it just flow over me and was content to 

watch the play and enjoy the sound of the language rather than worry about getting every word.  

3/13/2019 12:46 PM  

 

9 Just let it wash over me as was ‘busy’ experiencing /watching the play. The meaning of the words helped 

me understand what was going on on stage and draw parallels with contemporary life.  

3/13/2019 11:35 AM  

 

10 The language had a richness and rhythm familiar from Shakespeare. Even when the exact meaning of a 

word or image weren't entirely clear, (and this was sometimes down to clarity of performance) the general 

sense came across vividly. Unfamiliar archaisms still conveyed their meaning through context.  

3/13/2019 11:21 AM  

 

11 This struck me, initially, as a witty exchange, then as a wise one (though I appreciate the two aren’t 

exclusive). The imagery is vivid enough, but in the context of the play it’s that final line which resonates. 

Although some of the language was complex, & the delivery was fast, this exchange, & the points within it 

stood out clearly.  

3/13/2019 8:54 AM  

 

12 I thought the language presented the various strands of speech from the aristocracy to the peasants. There 

was a great iambic rhythm as well as prose and classical allusions.  

3/12/2019 8:55 PM  

13 I found the language of the play to be very evocative of the era – or at least my assumptions about what 

the era was like. Some of the imagery was very beautiful and poetic (can’t quote you an example as I only 

heard it once). But some of the pithy bits – like in the example and the funny ones – like all the stuff about 

Gorings “pin” were very good.  

3/11/2019 10:20 PM  

 

14 Accurate to the period, amazingly creative, descriptive and comedic  

3/10/2019 10:23 PM  

 

15 The simile of flourishing like the pruned rose was effective, the extrapolation by Wentworth appropriate 

to his more cautious character and the punch line was amusing.  

3/10/2019 10:08 AM  

 

16 I very much enjoyed the poetic language of the play - the metaphors, imagery and word plays  

3/9/2019 5:13 PM  

 

17 I found the language, at times, difficult to understand, so the meaning was lost to me.  

3/9/2019 4:03 PM  

 

18 Shakespeare-like. By that I mean packed with metaphors and euphemisms, but usually where the sense of 

it - if said with the right emphasis and rhythm - is apparent.  

3/9/2019 1:19 PM  

 

19 The language used was reflective of the time period and the social standing/education of the characters  

3/9/2019 11:38 AM  

 

20 I found it lyrical and entertaining, I could not always follow the meaning exactly as it was quite fast paced 

especially in the first part. I am not an experienced theatre goer so am quite new to this kind of language  

3/7/2019 11:02 PM  

 

21 Poetic and at times metaphorical. Many puns and imagery created by the dramatic dialogue  

3/7/2019 5:50 PM  
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Q2 w  

How does the stylised language in this play affect your 

engagement with the plot? 

 
22 It took me into the time the play was set but I was fully engaged with the plot.  

3/19/2019 8:59 PM   

 

23 It enhances it.  

3/19/2019 6:13 PM  

 
24 It improves it, akin to that of MacBeth or Julius Caesar for instance, the words spoken in such a way 

evoke imagery mentally, beyond the immediate confines of the stage.  

3/13/2019 9:39 PM  

 

25 A lot of time was spent processing the stylised language, especially in the beginning, which is when 

characters and certain elements of plot and settings were introduced. This meant having to catch up with who 

was doing what to whom and where. This meant I wasn't totally engaged with the plot at all times, as I was 

also trying to puzzle it out.  

3/13/2019 2:38 PM  

 

 
26 The language very effectively develops the plot and reflects the tensions of pre civil war England in 

1641/2  

3/13/2019 1:28 PM  

 

27 Well suited  

3/13/2019 1:20 PM  

 

28 I found some of the plot in the early part of the play a bit difficult to follow but just listened out for key 

words to get the gist. The old fashioned word order meant I missed some things on the night but when you 

can read the words you get more detail.  

3/13/2019 12:49 PM  

 

29 Makes it a bit more difficult  

3/13/2019 11:37 AM  

 

30 Some details may be lost through unfamiliarity, but the context generally makes the plot details clear. The 

stylisation, which is quite elaborate, allows for detail to be extended across imagery, helping to make things 

clear - even if it takes a little longer.  

3/13/2019 11:21 AM  

 

31 In many ways it helped my engagement because it felt contemporary to the period. However, at times it 

did make understanding what was going on quite complicated. As an audience member this had two effects, 

the first being a temporary disengagement because I couldn’t always follow what was going on, & secondly 

little disappointment in myself for not knowing this period of history in order to fill in the gaps. One question 

I asked myself during the play was whether this stylised language has us now outdated & for new writing for 

contemporary audiences should take a more modern form. I’ve (sort of) concluded that it does add richness to 

the historical context, & therefore absorbs one more deeply in the plot. However, it may be alienating for 

certain audiences.  

3/13/2019 9:01 AM  

 

32 It successfully told the story. It wasn’t opaque and it sounded right in the mouths of the various characters.  

3/12/2019 8:58 PM  

 

33 Having listened (and been in) several Shakespeare plays I didn't find it too difficult to follow the plot. 

There were a few things that passed me by, but I have found it best just to let these go. I think the stylised 



Appendices 

223 
 

language added to helping us accept the plot - if Goring’s plotting and playing of the Crown and Parliament 

off against each other was in modern English I think it would have been less believable.  

3/11/2019 10:23 PM  

 

34 I comprehended the majority of the story, but where there were introductions of new characters I was a bit 

lost between the prose and the names.  

3/10/2019 10:25 PM  

 
35 It took a little time to 'attune' the ear to the archaic language but I felt it added authenticity to characters 

and plot. Loved the Shakespearean echo in 'bite their thumbs'.  

3/10/2019 10:11 AM  

 

36 As I am used to Shakespeare's language, and other writers of the period, the stylised language was not a 

barrier to my engagement with the plot.  

3/9/2019 5:15 PM  

 

37 Found it too complex, making engagement with the plot difficult initially.  

3/9/2019 4:06 PM  

 

38 You have to concentrate, but it is 90% "translatable". So, in the example above, put simply, we're put the 

frighteners on the Parliamentarians by freeing Strafford  

3/9/2019 1:23 PM  

 

39 Language was supported by visual performance, tone, accent, music, facial expression and gestures  

3/9/2019 11:42 AM  
40 I sometimes found the plot hard to follow as there was a lot of information. I did find the performance 

very engaging though and although I did not always follow the plot exactly, this is perhaps my inexperience 

with this type of delivery  

3/7/2019 11:04 PM  

 

41 Depending on my speed at understanding the vocabulary within, sometimes increases my engagement, 

sometimes decreases. But all due to my personal English literature ability.  

3/7/2019 5:55 PM 

 

Q3 w  

How does the dialogue affect your sense of the 

historical period as you watch the play? 

 
42 It helped ground the play in its period.  

3/19/2019 9:01 PM  

 

43 It has an authentic sense of the rivalries of the period.  

3/19/2019 6:14 PM  

 

44 Again, the dialogue was educational in terms of timeline and events, some of which I had a small 

familiarity with. It clearly evoked a spirit of the times which seemed credible.  

3/13/2019 9:44 PM  

 

45 The dialogue was fun and engaging, and certainly gave me a sense of the period. I wondered if people 

really spoke this way in everyday life, or only in plays (as per Shakespeare).  

3/13/2019 2:38 PM  

 

46 I felt the dialogue gave a clear and historically accurate account of the decision- making and side taking in 

1641/2. The complex mix of political, religious, and personal motives were cleverly interwoven with the 

ambitions and self -seeking of the main character.  

3/13/2019 1:32 PM  
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47 By bringing the era to mind  

3/13/2019 1:21 PM  

 

48 It made the play feel more realistic and I felt more engrossed in the historical period.  

3/13/2019 12:50 PM  

 

49 Helps to convey a sense of the historical period. Makes it seem as if the play was written ‘in’ that period 

not just ‘about’ the period.  

3/13/2019 11:39 AM  

 

50 The elaborate syntax gives a sense of a period where language is the primary means of communication. It 

is not so elaborate, however, as to extinguish what there is in common between that period and ours.  

3/13/2019 11:21 AM  

 

51 As I’ve mentioned, the style of language adds to the historical dimension. The nature of the dialogue 

emphasises the hierarchies of court & many of the power dynamics. The contrast in the nature of humorous 

exchanges between the ‘court’ & the townspeople was interesting too (I don’t recall any humour among the 

parliamentarians, but that seems about right!). Exchanges seemed much more imperative, there was little 

negotiation or acquiescence and this, I suppose, reflects a time when the powers that be were very much in 

charge.  

3/13/2019 9:06 AM  

 

 

52 Utterly in tune with the period. From an audience point of view I found they were completely in tune with 

it and were tense and ready to laugh by turn.  

3/12/2019 9:00 PM  

 

53 I thought the dialogue between the characters who were nobles was absolutely spot on - it made them 

seem educated and the complex sentences they used made me think of people who spent their time "talking" 

and debating to pass their time, rather than just watching TV. I do wonder if the "common" people sounded a 

bit too educated. 

3/11/2019 10:26 PM  

 

54 The dialogue adds an authentic, period feel to the play and the alliteration in 'deceptious dealing' 

underlined Suckling's fury very effectively.  

3/10/2019 10:15 AM  

 

55 The dialogue definitely evokes the sense of the historical period without being too stereotypical.  

3/9/2019 5:16 PM  

 

56 It gives a good sense of the historical period.  

3/9/2019 4:07 PM  

 

57 The dialogue had costume to also reflect overall sense of the historical period which was being depicted  

3/9/2019 2:58 PM  

 

58 It absolutely compliments it. Doing it in "contemporary English" (whatever that is nowadays !) would 

detract, a bit like many historical Hollywood films, where contemporary US English is used. It doesn't work 

except as a piece of fantasy entertainment  

3/9/2019 1:27 PM  

 

59 The dialogue very much put me in mind of the period portrayed  

3/7/2019 11:05 PM  

 

 

60 It enhances the atmosphere of the historical period and contributes to setting the scene  

3/7/2019 5:58 PM  
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Q4 w  

Does the local history element affect the local 

audience’s relationship with the play? If so, what 

impact does the use of historical language have on that 

relationship? 

 
61 Yes, there was an easy understanding of the geography and setting of the play. And an appreciation of 

references to Gosport people and the IoW. It's difficult to know if that understanding helped people with the 

language without a comparison non local audience. It just gives a local audience a feeling of being in on the 

jokes and therefore extra intelligent.  

3/19/2019 9:05 PM  

 

62 It obviously does. As a person born in Portsmouth, though not having lived there for many years, I was 

amused to hear particular 'knowing' responses to certain details of place. The historical language added sauce 

to that amusement.  

3/19/2019 6:16 PM  

 

63Knowledge of local landmarks, albeit nearly 400 years later, amplified the reality of the play. The 

historical language, however, clearly sets this in the past; necessarily.  

3/13/2019 9:49 PM  

64 The local setting and history of the play increased my connection with it, as I could relate events to places 

I knew. This more so than if I were to attend a play in an area I didn't know. The local nature made events 

less abstract . As to the second question, it's really hard to say. Perhaps the use of historical language gave the 

historical element more depth?  

3/13/2019 2:41 PM  

 

65 References to local history evoked a positive response from the audience and added a touch of humour to 

the plot. The language provided a notion of the timelessness of the local dimension but as a 'non local' 

watching the play it also very clearly rooted the play in the locality.  

3/13/2019 1:37 PM  

 

66 Yes. Makes it real by association  

3/13/2019 1:23 PM  

 

67 While I'm not local I noticed that the parts of the play that mentioned local landmarks and the part which 

referred to people from Gosport got reactions from the audience. Staging the play in the historical building 

and bringing local history to life clearly impacted on how people felt about it.  

3/13/2019 12:53 PM  

 
68 The local audience wasn’t all local. Or do you mean local to England? Either way I don’t think the 

historical language did affect the local audience’s relationship with the play.  

3/13/2019 11:43 AM  

 

69 The local references can draw people in, while the semi -familiar (what exactly was Ports Bridge - is it the 

same as the M275?) could either excite curiosity or be somewhat confusing. On balance, the push-pull of 

familiar-unfamiliar in the language is a bonus - curiosity would win the day.  

3/13/2019 11:21 AM  

 

70 I felt I was learning about an aspect of Portsmouth’s history, which was rewarding. The language reflected 

an aspect of the social history which a) is the aspect of historical study I enjoy most & therefore engaged me 

more in the history of the play, & b) brought the (historical) characters to life in the context of the 

Portsmouth that I know. I can envision the millers & the prostitutes & the naval blockade, I can imagine the 

castle as a functional part of the conflict. It was enlightening for me to realise that PORTSMOUTH could be 

closed off in this way... & took me very much out of my modern experience of the city. One question that I 

did have though, was - in a city surrounded by water, why were they so preoccupied with the cattle? This 
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seemed incongruous to me from my modern perspective of Portsmouth as a highly urbanised fishing port. 

Somehow the context of a rural living at the time didn’t come to the fore through the play.  

3/13/2019 9:17 AM  

 

71 They clocked all the local references notably the Gosport one and the sense that Portsmouth was an island 

mainly of farms  

3/12/2019 9:03 PM  

 
72 It was nice to hear the local historical references. I think the fact it was a bit "Portsmouth versus the 

world" that made it so engaging to a Portsmouth audience. The berating of Gosport was particularly 

enjoyable. The language helped to bring the local history to life and make it more tangible for the audience as 

we knew the places that were being referred to and were actually sat in one of them.  

3/11/2019 10:31 PM  

 
73 Yes the local history element confers a sense of ownership on the audience and therefor their engagement 

with the play is increased. Kate's subtle sarcasm underlines her feelings of vulnerability.  

3/10/2019 10:19 AM  

 

74 The local history element does affect the local audience's relationship and I would have liked to have had 

more references to this. The use of familiar places helps make the play more immediate and relevant in spite 

of the historical language.  

3/9/2019 5:17 PM  

 

 

75 It affected my relationship with the plot and being able to relate to the history and the familiarity of place, 

made the language easier to engage with.  

3/9/2019 4:09 PM  

 

76 the audience could relate to play, particularly historical local relevance and known location referred to. 

The dialect and terms used, particularly in relation to the sea, sea journeys and weather, would be recognised 

by local people. The micro climate and city island status was also referred too  

3/9/2019 3:05 PM  

 

77 Obviously, the fact the play was set literally in the very environs of the subject matter affects you. It felt 

right  

3/9/2019 1:29 PM  

 
78 The local history element I believe has an effect on a local audience, the references to Gosport and 

Hayling particularly for me. The historical language enhanced my amusement at the wording around Gosport  

3/7/2019 11:09 PM  

 

79 Definitely. Local references to a local audience, enhances their relationship to the play, increases interest, 

pride and belonging. Historical language increases the audiences satisfaction that they now know more or 

enforces what was already known.  

3/7/2019 6:06 PM  

 

 

Q5 w  

While many of the words are similar enough to modern 

English to be understood, others are much less familiar. 

How did they work for you? 

 
80 Usually the context was enough to give the sense.  

3/19/2019 9:06 PM  
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81 Literary English is an interest of mine, so there weren't many words I didn't understand. But even for those 

for whom some words were mysterious, I imagine that their strangeness lent colour to the piece.  

3/19/2019 6:18 PM 

 

82 As an audience member, everything was clear enough. You get a sense of the meaning of word even if 

you don't hear / understand it from the way it is said.  

3/15/2019 9:41 PM  

 

83 In context they could mostly be deduced; and the context seemed to be clearly given, which helped.  

3/13/2019 9:51 PM  

 

84 They required working out from: 1. the context (gloze - cozen, win over; bootful use = full use), or 2. 

from existing knowledge of language (puissant is French for powerful). Or they could be ignored (cautelous) 

in the interests of keeping up with the action/dialogue.  

3/13/2019 2:45 PM  

 

85 The context of these sentences - and others in the play made understanding relatively easy. I felt these 

sorts of words enhanced the play and gave a reality to this insight into 17th century life.  

3/13/2019 1:40 PM  

 

86 Fine in context  

3/13/2019 1:24 PM  

 

87 I don't feel very comfortable when I don't understand a word, I would usually look them up but as I said 

earlier I felt I needed to not worry about that so I could just enjoy the play.  

3/13/2019 12:55 PM  

 

88 I understood the word(s) from the context (words and visuals) so it worked fine.  

3/13/2019 11:45 AM  

 
89 It is possible to understand the meaning of a sentence or phrase without being able to 'translate' individual 

unfamiliar words. There would be a tipping point where the unfamiliar occurs so often that it becomes 

alienating, but that didn't happen here.  

3/13/2019 11:21 AM  

 

90 Like any Shakespeare play not every word registers but the meaning is conveyed by the well presented 

context of the scene and the actor’s intention  

3/12/2019 9:06 PM  

 

91 As I have mentioned - I have been involved in lots of Shakespeare plays - so have learnt more some of the 

words e.g. puissant. I have also learnt (in most cases) that if you go with the flow - even if you don't get 

every word you will know what the person means.  

3/11/2019 10:33 PM  

 

92 The meaning of the archaic words was effectively conveyed by their contexts in the extracts given and by 

the actors' delivery.  

3/10/2019 10:20 AM  

 

93 I could make the connections between the historical words and modern equivalents and they worked well.  

3/9/2019 5:18 PM  

 

94 I was able to grasp the general meaning by the context in which the words were used.  

3/9/2019 4:12 PM  

 

95 The less known words would be given clarity by the visual performance, actions/reactions of performers, 

previous used dialogue and place within play  

3/9/2019 3:08 PM  
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96 Well they are a challenge and can detract a bit. You end up trying to translate the meaning and thereby can 

miss some plot  

3/9/2019 1:30 PM  

 

97 I have very little experience of this use of language and therefore did not understand words that were not 

familiar to me  

3/7/2019 11:11 PM  

 
98 Caused me to wonder the meanings. Sometimes clues are given by supporting sentence dialogue. Other 

words may remain heard but not understood  

3/7/2019 6:09 PM  

 

 

Q6 w  

Describe your awareness of the blank verse* as you 

watched the play and any effect it had on your 

reception. The Royalists use blank verse while 

Parliament and the people of Portsmouth speak in 

prose; some characters switch between the two to suit 

the occasion. 

 
99 I was aware there was blank verse though I wouldn't know to call it that. I didn't notice the difference 

between Royalists and the rest - I was too absorbed in the plot.  

3/19/2019 9:07 PM  

 

100 I hadn't expected blank verse when I came to watch the play. I was delighted as soon as I heard it, and 

held my breath to see whether it would be maintained. It was, often with clinching rhymes at the end of 

speeches. The switch between verse and prose worked well; the device is of course familiar from 

Shakespeare.  

3/19/2019 6:23 PM  

 

101 I hadn't noticed this. You've got to remember, we went to watch a play, not to do a this ourselves!  

3/15/2019 9:42 PM  

 

102 I would have been aware of this were it a soliloquy, which is where I might expect this type of verse. 

Typically I see this just prior to denouement; in Act 1 it might serve as explanation of what is on the 

protagonist's mind and the ensuing action.  

3/13/2019 10:03 PM  

 

103 I had no awareness of blank verse, though I was aware that there was a difference between how the 

Royalists and Parliamentarians/Portsmouth people spoke. I found the latter easier to follow and relate to.  

3/13/2019 2:47 PM  

 

104 The development of the plot mirrors the different language style of the emerging 'sides' and also the class 

element in language. It effectively contributes to the development of the divisions into the 2 camps.  

3/13/2019 1:45 PM  

 
105 Helpful in understanding which side the characters were on  

3/13/2019 1:25 PM  

 

106 Using blank verse means you have to listen a bit harder to follow what's being said but it made the play 

feel very genuine.  

3/13/2019 12:57 PM  
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107 Was too busily immersed in the story to notice that. Obvious now you mention it though.  

3/13/2019 11:46 AM  

 

108 The iambic pentameter provides an underlying beat which drives the action forward. The less formal and 

structured use of prose provides a contrast and helps to highlight the differences in status. The heightened 

blank verse tends to suggest a certain authority and formality, suited to the higher status (in their opinion) of 

the Royalists.  

3/13/2019 11:21 AM  

 

109 It gave a great rhythm to the piece and differentiated between the characters.  

3/12/2019 9:09 PM  

 

110 There were (as with Shakespeare) only a few times I was very aware of the blank verse. This was often 

where there was a rhyme or the actor stressed certain syllables on an exit line. I was more aware of the 

difference between the way the royals and everyone else spoke in the vocab they used and complexity of the 

language.  

3/11/2019 10:35 PM  

 

111 The blank verse worked well to convey differences in social class and at times to emphasise key words 

or rhymes.  

3/10/2019 10:22 AM  

 

112 Although I did notice that some of the play was in blank verse and some in iambic, I did not notice the 

distinction that it was used to differentiate between Parliament and the people of Portsmouth.  

3/9/2019 5:21 PM  

 

113 this is a tricky question and I know not how to answer  

3/9/2019 4:15 PM  

 

114 I did not notice, it was woven and spun into the twists of the performance with ease  

3/9/2019 3:11 PM  

 

115 When watching Shakespeare - and in this play - it can greatly assist by giving the dialogue rhythm which 

gives it a pattern and thus easier to listen and comprehend  

3/9/2019 1:32 PM  

 
116 My awareness of this is zero and I have no understanding around this question  

3/7/2019 11:12 PM  

 

117 I was aware of blank verse when plain commentary or information by a character is necessary to explain 

the plot. Also when the plot or conversation is directly spoken to the audience or as a character own thoughts 

are being shared with us.  

3/7/2019 6:14 PM  

 

Q7 w  

Which characters did you feel were well or less well 

served by the language? 

 
118 I didn't feel any were poorly served by the language.  

3/19/2019 9:11 PM  

 

119 I have no criticisms at all here. The whole thing worked.  

3/19/2019 6:23 PM  

 



Appendices 

230 
 

120 What do you mean by well or less well served by the language!? Its a shame you can't write questions as 

well as you can scripts!  

3/15/2019 9:43 PM  

 

121 All leading characters were served well by the language. It seemed appropriate for all with some rank 

and position; and all needed to speak thus for consistency.  

3/13/2019 10:07 PM  

 
122 This requires some defining. What do you mean by 'well served'? From an audience viewpoint, it's a 

matter of preference, isn't it? See my answer to number 6.  

3/13/2019 2:50 PM  

 

123 I felt the language contributed to the development of the characterisation and generally this applied to all 

characters  

3/13/2019 1:47 PM  

 

124 I think all were well served  

3/13/2019 1:27 PM  

 

125 I don't know.  

3/13/2019 12:58 PM  

 

126 Don’t know  

3/13/2019 11:47 AM  

 

 

127 Goring's slipperiness was well conveyed in his elaborate use of language. Oglander's measured use of 

blank verse gave him the authority of the wise commentator. These two stood out - for other I would need to 

revisit the script to untangle language, character and performance.  

3/13/2019 11:21 AM  

 
128 I felt all were served well  

3/12/2019 9:10 PM  

 

129 I think that all the characters had a "moment" or two were the language helped them shine. In terms of 

not being well served - the poor folk did seem - in quite a lot of cases to be a bit too well spoken and 

knowledgeable ... or better spoken than I would have thought they would be.  

3/11/2019 10:38 PM  

 

130 I thought Goring, the Narrator and the Queen were particularly well served by the language. 

Occasionally I found the ordinary people's language a little too educated for their status.  

3/10/2019 10:25 AM  

 

131 I felt all characters were well served by the language as they spoke it so confidently and made it 

understood  

3/9/2019 5:22 PM  

 

132 Goring was not well served by the language used but that was the point surely  

3/9/2019 4:19 PM  

 

133 The characters who were simple folk, uneducated and less worldly would not have as wide a vocabulary 

or worldly experience as there world was smaller than the Dukes, Princes ...... Unsure of the question ....  

3/9/2019 3:14 PM  

 
134 I like the "working class" and tradespeoples’ use, which was well pitched I felt. It contrasted well with 

the more flowery eloquence of the aristocrats  

3/9/2019 1:34 PM  

 

135 I don't feel any characters were well or less served by the language. It suited the play. For me personally 

it may have helped if the initial character who began the play spoke in a more modern version of language to 
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enhance my understanding of what was happening. That is more due to my lack of experience of this 

language though  

3/7/2019 11:16 PM 

  

136 Well served; the majority of characters. Sorry too many names I don’t remember.  

3/7/2019 6:20 PM  

 

Q8 w  

Any other comments about the writing or production? 

 
137 It was an absolute pleasure and I'd love to share it with others. It was a well written and structured play, 

served well by its cast, and the setting. The pacing was good and overall a great story that few know, told 

well.  

3/19/2019 9:13 PM 

  

138 No – only congratulations.  

3/19/2019 6:24 PM  

 

139 I thought it was fantastic. Something I had previously been completely unaware of. I was moved by the 

resonances that echoed through the Square Tower and through the years (and with the current divisions we 

face with Brexit). I was genuinely moved by the production, which I hadn't been expecting.  

3/15/2019 9:45 PM  

 

140 That verse by Oglander was quite inspired; it gives a timelessness to the play, pitched to us in the future. 

The character of Col.Goring was clearly Shakespearean as well as historical in that he had his fatal flaws (the 

seeds of his own destruction) within him. For instance, his loose morals and inconsistent nature led to 

disloyalty and desertion by his own men in the end. His sanguine arrogance and disregard for others also. 

There was clear dramatic irony as the audience watched his downfall unfold, leading to his ignominious end. 

Finally, the production seemed slick and well rehearsed, well directed and performed masterfully by the 

theatrical group. This was quite clearly a superior and very memorable production that deserves to be taken 

further.  

3/13/2019 10:24 PM  

 
141 It was perhaps a bit long for the attention that had to be paid to the language and the plot, which was 

unfamiliar to me. It was a bit more tiring for these reasons than it might've been for a play of similar length 

and complexity using modern language.  

3/13/2019 2:53 PM  

 

142 I was most impressed with the script and the production. The play deserves a wider audience. The 

production was outstanding.  

3/13/2019 1:50 PM  

 

143 I think to fully appreciate the plot more than one performance is required  

3/13/2019 1:29 PM  

 
144 I’m not an academic. I really enjoyed having the story relayed as a play. I was ‘entertained’ and learned 

something so thought it was great.  

3/13/2019 11:50 AM  

 

145 The production worked very well overall as a performance piece, both entertaining in its own right and 

giving an interesting insight into an historical episode that is both nationally important and locally 

interesting. There were some issues of clarity of delivery - performing on what is in effect a thrust stage 

meant that actors were inevitably facing away from sections of the audience at times, and some found the 

complexities of the language more of a challenge than others. However, this did not detract from the overall 

success of the piece. The success was also helped by the appropriateness and atmosphere of the Square 

Tower itself.  

3/13/2019 11:21 AM  
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146 The audience reaction said it all They tuned into it from the first lines of the narrator The scenes and 

characters were so well conceived it was easy to believe in it.  

3/12/2019 9:16 PM  

 

147 I think the first half could have been trimmed - possibly by 10 to 15 mins. The double dealing of Goring 

seemed to be done a few times and a scene or two could have been cut. Really liked the pace of the second 

half. Loved the songs. Really excellent piece of writing - in fact I would like to read a copy. As a Pompey lad 

... and I have no idea what the Pompey accent of the time would have been - but to me it seemed that the poor 

people were more "oohh arr" farmer and not "Portsmuff noight roight" types. I thought the skill of the actors 

and changes of costumes really helped with all the doubling. Excellent evening  

3/11/2019 10:44 PM  

 

148 I was impressed by the amount of research that must have gone into the language of the period. There 

were no anachronistic words or idioms which can sometimes make you wince in historical drama. The stage 

management of such a large cast in such a restricted space was impressive and the building itself was used 

imaginatively and effectively. I did feel, however, that the first half was overlong and would have benefitted 

from a little judicious cutting. I am also not usually in favour of the use of a narrator, I think it can distance 

the audience from the characters, but you were fortunate to have an extremely charismatic and engaging 

guide in Oglander. Overall I very much enjoyed your production of 'Besieged' and I was impressed by the 

clarity of diction, and projection, of all of the cast. Thank you for a memorable evening.  

3/10/2019 10:37 AM  

 

149 I was very impressed with the writing and by the understanding of the cast in bringing it to life. It wasn't 

stilted or unnatural but very well realised. I felt that every cast member knew what they were saying and were 

able to convey it to the audience.  

3/9/2019 5:24 PM  

150 In my opinion the first half was too busy, and getting used to the archaic language took me some time. 

Thoroughly enjoyed the second half as the characters had become familiar and I had tuned in more to the 

language being used.  

3/9/2019 4:23 PM  

 

151 I enjoyed the performance, was able to relate to the historical content, follow the story and understand 

fully the dialogue. An outstanding performance by SSA, and a lovely piece of local interest.  

3/9/2019 3:17 PM  

 

152 Well researched, well scripted, an honest attempt to create a new play in a style contemporary to the 

period in which it was set. It added to the realism. A brave piece of writing which was in many ways pitch 

perfect. I do think it was maybe 15-20 minutes too long though. I also wondered why the queen was featured 

a fair bit but not the King, and assume that links back to the fact that it was about and set (mainly ) in 

Portsmouth, and her story was more relevant to the geographic plot  

3/9/2019 1:40 PM  

 

153 I could not always follow the plot, but it appears to be quite a confusing set of circumstances anyway. I 

enjoyed the play and the time flew by  

3/7/2019 11:19 PM  

 

154 Well written, costumed, great balance of players stage time and multi character playing, amusing set 

peices ( letter reading and writing, cabbage puppet scene and log line), funny comedy and heartfelt tragedy, 

clever and catchy songs.  

3/7/2019 6:25 PM 
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Appendix N 1.4 Modern Dialogue Version 

 

Act 1, scene 4 

 

Pym, Hampden, Holles, Strode and Haselrig are deep 

in discussion. Goring enters and watches them, 

unseen. 

Unit 1 – Explaining the need to dissemble. --------------------------------------------------------------------

---- 

Gor.  I’ve scaped the court and all its sundry plots 

  And find me now in Parliament’s dull halls, 

  Where I must change my face if I’m to keep 

  My body in its present health and trim. 

 

Unit 2 – Describing the messy nest of intrigue at court. ---------------------------------------------

---- 
 

  At court the talkers lurk in every nook, 

  On backside stairs they murmur backside thoughts, 

  The queen embracing each new stratagem 

  As if her breast would burst a thousand times. 

  Meanwhile, the king in brooded chamber sits, 

  Receiving only whispers lest more noise 

  Would aggravate his vacillating mind  

  And force decisions further from his grasp -  

  While monarch waits on inspiration  

Divine rights can make ill-divinèd thoughts. 

Betwixt them, every lord meets and conspires 

And we who venture there are tangled up 

In plots and counterchecks that weave and spin 

Till every man thinks he is master of 

A yarn whose knotty twists have mastered him. 

 

Unit 3 – Justifying his actions. ---------------------------------------------------------------------------------------

---- 

 

With all these eager thoughts and busy mouths 

What’s hidden now must soon come tumbling out:  

If Parliament discern my part in this 

Then Portsmouth and my liberty are lost. 

Above all else I must preserve myself 

An’ if plot must out, ‘twere best I plucked it out 

To keep good favour. Unagreeable times 

Make traitors of good men who, pleasing some, 

Cannot but play at Judas otherwhere. 
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   Enter Blount, unseen by others. 

 

Unit 4 – Introducing Blount and justifying his plan of action. -----------------------------------

--- 

 

  But see, here’s Blount, confederate to my cause 

  Who, having feet in court and Parliament, 

  Is sure the man to story them my tale. 

  Where self-drawn stories seem as self-made fables, 

Report by others gives one credence still. 

 

   Signals Blount, who joins him. 

 

Unit 5 – Goring - rewarding Blount; Blount – reassuring Goring. ------------------------------
---- 

    

Blo.  Good day, sir. 

 

Gor.    We’re well met, my dearest friend. 

  Your help in this dark hour won’t be forgotten. 

  You have rehearsed the plot? 

 

Blo.      It is down pat. 

 

Gor.  I knew you were the man. 

 

Blo.      No work was done: 

  The tale in all particulars is strange 

  And fastened to my memory at once 

  Without the need of repetition. 

  You’re sure this is the time? 

 

Unit 6 – Goring – coaching Blount; Blount – clarifying his position. --------------------------

---- 

 

Gor.      There is no doubt. 

  The tongues wag every hour and soon their noise 

  Will reach these sacred chambers - we must strike 

  While there is time to shape the way they read 

  These vile events. 

 

Blo.     What mean you by this ‘shape’? 

  I’ll not dissemble. 

Gor.     Would not that you did, 

  My only meaning is to guide their thoughts 

  Away from all perceptions of my guilt, 
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  For I was most unwitting in this plot. 

 

Blo.  Then I will speak for you, and speak the truth. 

 

Unit 7 – Goring – pumping Blount for reassurance; Blount – educating Goring. ------

---- 

   

Gor.  Think you my reputation will withstand 

  This tumult? 

 

Blo.    That, in troth, I cannot know: 

  Your reputation grows and shrinks – the scales 

  Are so unbalanced the weight cannot be told. 

   

Gor.  Then still the scales and let them read my weight. 

  Now speak you plain with them – they care not for 

  The handsome rhetoric of talk at court. 

 

     Goring remains unseen as Blount approaches  

     the others and shakes hands. 

 

Unit 8 – All – greeting. ----------------------------------------------------------------------------------------------------
---- 

 

Blo.  Good Master Pym. 

 

Pym.  It’s Blount. 

 

Blo.  Sir Denzil. 

 

Hol.  Blount. 

 

Pym.  Sir Arthur Haselrig. 

 

Blo.  Why, yes. 

 

Has.  Blount. 

 

Strode.  Blount. 

 

Pym.  You know John Hampden? 

 

Blo.  Yes. 

 

Ham.  Blount. 

 

Gor. (Aside). This Blount, Blount sounds a flock of muffled sheep. 
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Unit 9 – Blount – sounding out the meeting; others – justifying their positions. -------

---- 

 

Blo.  I’m not interrupting? 

 

Pym.  We were discussing Strafford. 

 

Blo.  Of course. 

 

Has.  They let him speak too much. Jabbers away for hours. 

 

Hol.  He’s entitled to make a defence. 

 

Has.  You would say that: he was married to your late sister. 

 

Pym.  Nevertheless, Holles did help bring Strafford’s impeachment. 

 

Hol. I did but I’m swiftly losing my appetite for it. He’s been incarcerated for 

months. 

 

Str. So what? Eleven years I was shunted around gaols in the king’s name. Let 

Strafford see what that’s like. 

 

Has. Not more prison. Take his head! 

 

Ham. It was the process by which we might bring about the end of the trial that we 

were discussing: designing the sentence before the trial is rather like putting 

the cart before the horse. 

 

Has. Preposterous. 

 

Ham. Quite. 

 

Unit 10 – Goring – praising Hampden. --------------------------------------------------------------------------
---- 

 

Gor. (Aside.) I like this Hampden, he bespeaks himself 

 With figures like this ‘cart before the horse’. 

 Though carts and horses are quotidian, 

 Yet there’s some colour to the dialogue. 

 

Unit 11 – Blount – engaging them in his message; others – seeking the right 

response. - 

 

Pym. Was there something you wanted to say? 

 



Appendices 

237 
 

Blo. I bring grave news of stratagems and spoils 

 That do presage such reckless, violent deeds 

 That had Hephaestus tempered all your swords 

 And bold Achilles with his Myrmidons 

 Stood sentinel before the Tower of London, 

 You’d shrink to see the puissant host approach. 

 

Has. What? 

 

Gor. (Aside.)  His ornamented figures try their wits. 

 

Blo. I mean there’s a conspiracy at court. They’re up to something. 

 

Has. Well, why didn’t you say so? 

Hol. If you listened carefully, I think he did. 

 

Str. We’ll lock every one of them up! 

 

Ham. Perhaps we might give Blount the opportunity to explain himself? 

 

Gor. (Aside.) Ay, let the fellow speak and stop your clamour. 

 

Blo. Certain persons loyal to the king and queen have hatched a plot to bring the 

army down from York so they can take the tower and release Strafford. 

 

Pym. Hm. Logistics would be difficult. Need resources just to move them that far. 

 

Has. Let them try. They’d be so knackered after a march like that, we’d make 

mincemeat of them. 

 

Hol. I wonder if Strafford knows of this. 

 

Str. All the more reason to deal with the traitor now, before they get here. 

 

Unit 12 – Others – seeking origins of story and questioning Goring’s involvement. --

---- 

 

Ham. Due process, old man, due process. Where has this come from? 

 

Blo. George Goring told me yesterday. 

 

Pym. Goring? Is he conspiring with the king? 

 

Gor. (Aside.) Now paint my portrait with a gentle brush. 

 

Blo. I pray you, know his haughty countenance 

 Belies the faithful nature of his heart… 
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Has. In plain English. 

 

Blo. He is no conspirator. The others tried to involve him but once he got wind of 

what they were up to, he made his excuses and left. 

 

Has. Did he? But it’s exactly the kind of hair-brained scheme he usually grabs with 

both gauntlets. 

 

Hol. I think there’s more to him than that - he distinguished himself in Breda and 

against the Scots. 

 

Str. He’s a vainglorious fool if you ask me. 

 

Ham. Of course, he’s also Governor of Portsmouth which makes him a useful man 

to know. 

 

Pym. Yes, quick exit to France from there. Or the reverse: a portal for a French 

invasion. We don’t want to lose Portsmouth to a bunch of papists and 

Francophiles. You’re telling me Goring’s still loyal to the House?  

 

Blo. Completely. He would have no truck with them. He’s scared of being 

implicated in such a dangerous scheme. He swore me to silence but I had to 

bring it to you. 

 

Unit 13 – Others – demanding the names; Blount – reluctantly complying. ---------------

---- 

 

Has. All right, Goring may be in the clear but we need to winkle out the others. 

 

Str. Give us names. 

 

Blo. There were several mentioned… 

 

Str. We only need one – he’ll soon tell us the rest. 

 

Hol. Careful. This is all just hearsay at the moment. 

 

Ham. Indeed but one or two names will give us an indication of the thinking behind 

their plan. 

 

    Blount hesitates. 

 

Gor. (Aside.) This is no time to bite thy tongue: disclose! 

 

Blo. Henry Percy was one. Ashburnham… 
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Gor. (Aside.) They want more baubles, yet thy lips are still: 

The names are slender payment for my life. 

 

Blo.  Suckling… 

 

Has.  Why of course. Suckling and his Sucklingtons. Bunch of degenerates. 

 

Str.  At last a reason to detain him. 

 

Ham.  All of them, in fact.  

 

Unit 14 – Pym – selling his idea to the others. ---------------------------------------------------------------
---- 

 

Pym. Wait. There is no urgent threat. With the effort needed to get the troops 

down from the North we have some time. 

Str. Strike now. Get them behind bars. 

 

Has. Then find out what they did. 

 

Pym. I think there may be some benefit in timing the release of this information 

carefully. 

 

Ham. I see. 

 

Pym. A plot to release Strafford? Shocking stuff. Might be a way to bring this 

protracted impeachment process to a close. 

 

Ham. Yes. Clever. 

 

Has. Can’t we have both? Bang them up and shock the House? 

 

Pym. We can, but I think we’ll do it in a different order. Good man, Blount. Very 

useful. 

 

Unit 15 – Blount – seeking reassurance for Goring; Pym – firing a warning shot. ----
---- 

 

Blo. I can reassure Goring? 

 

Pym. I suppose so… 

 

Ham. But not too much. 

 

Pym. No, not too much. The man who governs the most important port in the land 

should always be kept alert. 
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Has. Why this cloak and dagger when we could act? 

 

Pym. Come, gentlemen, let’s go in to dine and I’ll explain. 

 

    They exit leaving Blount. Goring emerges. 

 

Unit 16 – Goring – shaming Blount; Blount explaining. -----------------------------------------------
---- 

 

Gor. Thy halting tongue near saw the end of me. 

 

Blo. I merely sought to play the honest man 

 Whose scruples gave him pause before condemning 

 The friends who erst deserved his better care. 

 

Gor. By God, you counterfeit the manner well: 

 It seems, despite your protests, you dissemble.  

 

Blo. ‘Twas not dissembling; they were unfeigned thoughts 

 That did disturb me as I spake the names. 

 

Gor. ‘Tis true they may have reason to make haste 

 But there are ports and ships to save them yet 

 And my reprieve o’ershadows all regret. 

    Exeunt. 

 

  

Appendix O Cut Scene 2.3 

 

Act 2, scene 3 

  Westminster. Pym enters, checks the coast is clear and beckons Lucy to  

  join him. 

 

Pym.  Contrary to the doctor’s letter, you say, the Queen is healthful? 

 

Lucy. She is no nearer her death-bed than I. Remember her delight at playing in 

the court masques: as recent censure demands a queen be mute upon the 

stage, she must act her parts elsewhere. 

 

Pym.  Then she means to take more than spa waters in Holland.  

 

Lucy.  The match between her daughter and Prince William of Orange has sealed 

  an alliance.   

 

Pym. I thank you: a nobler nor more intelligent friendship did I never trust with my 

life. 
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 He kisses her hand. 

 

Lucy: And a stronger nor more resolute man did I never trust with mine. 

 

  Hampden, Holles, Strode and Haselrig approach. 

 

Pym.  You must depart. Till the appointed hour, Lady Carlisle. 

 

Lucy.  Meantime, make bootful use of this intelligence. Exits. 

 

Pym.  Good morrow, gentlemen. There is much to debate. 

 

Has.  Debate? We must act! 

 

Ham.  Haselrig has seen the letters from Portsmouth. 

 

Pym.  Which we will come to presently. First, we must move her Majesty to  

  forbear her Journey to Holland; to the end her Person may be secured  

  here; not knowing what Danger her Person may be in, if she go there. 

 

Hol.  I understood her very life depends upon the waters?  

 

Pym.  What balances the humours of the Hollander may upset a French Queen. 

  Goes she for the spa; what she may return with cannot be told. 

 

Stro.  ‘Tis no care of ours. Portsmouth is the theme. 

 

Ham.  But first the remonstrance ‘gainst the King: we must secure the vote. 

 

Hol.  I have prepared the lists. 

 

Pym.  Ay. Take each of you a list of members from Holles; where there is  

  vacillation we must convince. 

 

Hol.  I have removed those who are with us already. The member for Cambridge 

                        threatens to pack and leave England if we do not win our challenge to the 

King. 

 

Has.  Ay, humours of blood, has Cromwell. 

 

Pym.  Perchance he will not need them if the King agrees; we may reach at  

  harmony yet. 

 

Stro.  But let us return to Goring. Portsmouth: the Governor must be summoned. 

 

Ham.  We shall consider the evidence. 
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Has.  I like not this consider: ‘tis plain. 

 

Ham.  We all have heard some complainings, but let us gather them together. 

 

Str.  There are forces, now at Sea-side, in France, designed for Portsmouth. 

 

Has.  Invasion! 
 
Hol.  Or support for the Queen. 
 
Has.  There are merry priests tripping in the streets! 
 
Ham.  Dissenting Catholics, perhaps. And letters betwixt the Queen and Goring  
  have not abated. 
 
Str.  Another plot. 
 
Hol.  Or simply he seeks to entertain her majesty with gossip. 
 
Has.  After his discovery and betrayal of the last conspiracy? She must loathe  
  Goring. 
 
Str.  A Catholic Frenchman is serving in his garrison. 
 
Has.  He threatens a puritan house with gunpowder. 
 
Pym.  I have read these letters, gentlemen, but what of the authors? What motive 
  stirs them? 
 
Ham.  Goring’s seeming betrayal of his co-mates is suspect; the people of  
  Portsmouth impute to him a deceitful end thinking him still loyal to the King. 
 
Pym. Then summon Goring to the House. He did nothing contrary to justice in his 

discovery of the plot, but Then we will try him further in the House. 
 
Has. These libertines cannot be trusted. We must establish an army fit for 

Parliament. as courageous and dareful as a lion. 
 
Pym.  But we will take all course possible to civilize our soldiers, and therefore  
  choose preaching commanders, no drunkards or swearers. keep them in  
  outward show very civil, duly pay them to avoid discontenting the country, 
  furnish them with all plenty of victual and ammunition and demand  
  every trooper have a special care of his horse, in which consists his good  
  in particular and the army’s in general.  
 
Has.  Sounds more studdery than army. 
 
Pym.  I hope they shall not need to do their office, but they will be ready   
  champions. Let us summon Goring and seek assurance of his integrity. 
 
Exit. 
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Appendix P How to Write Pastorical Drama 
 

The following guidance is for playwrights approaching the task of writing a play about a 

particular historical period using the forms and styles of the period including pastiche 

historical dialogue. Pastorical drama utilises pastiche with purpose: the playwright is 

interested in engaging audiences in the sound of the relevant era on the understanding that 

this can provoke affective and critically reflective responses simultaneously. 

This guidance is based on the experience of pastiching 17th century drama, and examples 

are drawn from that period. 

   

Historical research 

It is beneficial to begin with some modern sources to acquire an overview of the period of 

the drama, but moving quickly onto the sources nearest to the events will enable the 

playwright to evaluate the interpretations and authorial positions of all later accounts. The 

early sources will also represent particular perspectives which should be noted in terms of 

partiality or frame of reference; they might also suggest characters for the drama. 

Conversely, the most recent scholarly histories are more likely to provide comprehensive 

accounts and specific details about dates to help form a chronology. Sources will differ in 

interpretation and have different focuses, so the chronology will enable the playwright to fill 

a deep reservoir of stimuli based on a comprehensive understanding of the period. Even if 

the intention is not to write a chronological play, a chronology is likely to be useful. 

 Playwrights often start writing because they have some preliminary ideas about 

characters, scenes or subject matter, but should try not to plan too much and stay open 

minded in response to research: stimuli will emerge which may take them in different 

directions and new characters, events, words and styles will clamour for attention.  
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 There are a few key facts which many people know, or think they know, about 

history, so the degree to which the play departs from the familiar should be considered. The 

history of Henry VIII and his six wives has been told many times, for example, but has it 

ever been done from the perspective of The Groom of the King’s Close Stool? If the 

playwright is working to a commission, there may be little choice in this, but audiences 

generally value learning something new or watching something familiar from a new 

perspective.  

 Physical research can be helpful so visiting historic buildings, locations or museums 

that provide sensory stimulation, as well as useful facts, could suggest material for scenes, 

characters and dialogue. In addition to scholarly specialists, talking to people in relevant 

walks of life can reveal information and anecdotes about historical trades or practices that 

can suggest moments in the play.  

 

Structure 

Historical accounts rarely have the right narrative shape for drama, despite the dramatic 

events they chronicle, so this must be created by the playwright in the same way a 

landscape artist must choose which section of the valley to paint; it may also be necessary 

to add in a few cows, move that big oak and divert the stream to balance the composition. 

If a five-act structure is to be used, a model for this, such as Gustav Freytag’s (Marder, 

1964, p. 485), might be helpful: Act One, introduction and exciting force; Act Two, rising 

action; Act Three, climax; Act Four, falling action; Act Five, denouement. If there will only 

be one interval then this structure will be partly invisible to the audience, but it can help to 

plan the affective journey and achieve variations in the pace and tone of the play.   
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Action and the visual dimension 

By comparison with modern drama, English Renaissance plays are densely written and 

provide relatively few stage directions. Modern productions will design settings, costumes 

and action that provide novel visual stimulation and support the meaning of the dialogue 

and the themes chosen by the director. Sometimes it is necessary and valuable to have the 

simplicity and focus of one or two people standing still and talking, but too much of this is 

repetitive - it should be contrasted with actions that show the audience what is happening.  

 As each scene is planned, the visual dimension should be considered: what are the 

characters doing while they talk, what props or furniture might help tell the story, where do 

the entrances and exits fall? Audiences will retain visual impressions of the play long after 

the actual words, so it can be useful to imagine what each scene would look like if it were a 

painting with a focal point and a carefully planned composition; and if those scene-paintings 

were displayed in a gallery, how would they contrast each other? Remember, two people 

arguing about something is not as interesting as two people folding blankets together while 

they argue: the blankets become part of the language of the argument.  

 

The language of the period 

It will be necessary to read fictional and non-fictional material from the period to begin to 

explore the language in enough detail to attempt a pastiche. If the intention is to use only 

vocabulary that existed at the time of the events portrayed and to use it in the style of the 

period, there may also be online resources that can help. If complete play scripts can be 

accessed, the search function can help locate vocabulary and multiple examples of usage. 

For the 16th and 17th centuries, the Internet Shakespeare Editions website and 

Shakespeare’sWords.com provide searchable plays, glossaries, a thesaurus, annotations 

and background information. Many extant 16th and 17th century plays, letters, histories and 

government journals are available free online and will help you to broaden your search. The 
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OED website, in addition to the dictionary, also contains a historical thesaurus that is an 

excellent resource for finding period synonyms and turns of phrase.  

 

Blank verse 

Blank verse has a regular metrical pattern but is unrhymed. If the era you are attempting to 

pastiche employed blank verse, then clearly it is beneficial to read examples to learn the 

form, style and function. Blank verse in iambic pentameter was the predominant form in the 

16th and 17th centuries but use of it changed significantly during that period as playwrights 

explored the boundaries of its expressivity. The first principle to consider is that the form 

should not be followed slavishly: if the stress pattern is reproduced without variation, it will 

become difficult to perform and monotonous to listen to. Variation can be achieved by 

splitting lines between characters, varying the position of the caesura, enjambment to avoid 

repetitive end-stopping, non-iambic stresses, rhyme schemes and a variety of line lengths. 

You will sometimes plan variations for a purpose and sometimes they will emerge naturally, 

but a view should be taken about their function: why might a particular line be long or short? 

Does a short line allow for a pause or a fragmented line reflect frustration, doubt or similar 

on the part of the character? Splitting lines between characters also increases the pace and 

makes the action feel livelier. 

 Varying the metre is not just about relieving the monotony, it is necessary to animate 

the dynamics of the language. Iambic pentameter is an evolving, not obsessive, form, and 

has an amplifying affect that can magnify darkness and light, humour and tragedy. The 

rhythm provides staging posts which can help the audience to organise chunks of meaning 

and even anticipate ideas as the shape of the line hints at the end of a phrase. Rhythm also 

drives pace although this must not be at the cost of understanding.   

 Blank verse may be used to denote a range of things such as status, heightened 

emotion or formality. Characters may switch between verse and prose but will do so for a 
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reason such as their relationship with the person to whom they are speaking, the occasion 

or the sentiment. Status is often differentiated by those of higher status speaking in verse 

and those of lower status in prose. You must decide how you want to use it.    

 There are some potholes to avoid: a metrical rhythm can incline the writer to create 

phrases and sentences which fit the form but are inaccessible to the ear; it encourages 

changes of word order which may be true to the period but obscure meaning; the concision 

may lead to a rapid accumulation of ideas which seems sophisticated but is impenetrable 

to an audience who only hear it once. While this challenge will be welcomed by some 

audience members, others will give up if it becomes too difficult.  

 

Rhyme 

Rhyme at the ends of scenes and choruses helps to bring them to a neat conclusion. 

Effective rhymes will not be anticipated and should work in the manner of a punchline, 

though dramatic more often than comic. An element of surprise, a new detail, or something 

that foreshadows the action to come may help to create a satisfying conclusion or drive the 

pace on. If the rhyming words are of different lengths, the effect is somehow more surprising 

and gratifying.  

 Rhyme draws attention to itself so should be used carefully and deliberately 

elsewhere. It can support a character’s deliberate use of humour; a character closing 

another’s initial rhyme can win an argument; lovers might share a verse like Romeo and 

Juliet; older characters, or ghosts, might speak in couplets or use different verse forms to 

indicate their relative antiquity; internal rhymes can add cohesion, pace or complexity. 

 

Prose dialogue 

Because it lacks the form of iambic pentameter, it is more difficult to identify the 

characteristics of period prose. Consulting prose-heavy plays, such as The Merry Wives of 

Windsor, will help to pick up phraseology and style.  
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 Historical sources are a rich repository of period vocabulary and phrasing and 

deciding what to retain and what to reject will depend upon the nature of the dialogue. 16th 

and 17th century playwrights used historical and fictional sources extensively, ranging from 

the occasional quotation of passages with few changes to the use of single words in an 

otherwise original speech. I was interested in this exploration of pastiche to test the reaction 

of actors and audience to some of the more awkward period prose, but greater adaptation 

would normally be desirable to achieve fluency and improve accessibility.        

 The audience may well relax when the play shifts into prose, because it requires 

less concentration than blank verse, and this impact should be considered: does it suit the 

scene? There is also more cut and thrust in prose as line lengths can vary without the 

constraint of form and, for the sake of contrast, this should be explored. Finally, consistent 

rhythm can be infectious, and the playwright must avoid accidental decasyllables creeping 

into prose if contrast between the forms is important. 

 

Vocabulary and context 

If archaisms are to be used to establish the sound of the period, they will need to be 

explained through context, synonyms or delivery. In the case of the former, this means 

ensuring that the line that contains the archaism has enough in it to communicate the gist 

even if that word would not be comprehensible on its own; it might also be that the next line 

makes it clear so there is not a long delay before the audience receive clarification. In terms 

of delivery, the modulation of the voice, facial expressions or gestures may be used to clarify 

the meaning. 

 There are also many words which are only slightly different to their modern forms 

and will sound historical while being readily understood. False friends, which sound the 

same as modern words but mean something different, are best avoided as they are likely 

to confuse. It may also be that a word existed in the period but the way it was used was 
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different: for example, ‘limp’, referring to a manner of walking, was in use as a verb but not 

a noun in the 1640s.  

 Precedents for words and usage are being found all the time but the OED online is 

an excellent guide to what is known so far. It also contains a historical thesaurus, as does 

Shakespeare’sWords.com, so a modern word in the search engine will lead to historical 

synonyms with dates and examples of usage.   

 

Further sounds of the period 

The pronouns ‘thou’, ‘thy’ and ‘thine’ can be used in pastiches of English Renaissance 

Drama alongside ‘you’, ‘your’ and ‘yours’. Characters talking to inferiors tend to use ‘thou’ 

with ‘you’ used by inferiors to superiors. The upper classes use ‘you’ to each other, but 

might use the informal ‘thou’ in an intimate exchange; the lower classes use ‘thou’ to each 

other. ‘Thou’ can also be used as an insult by way of deliberately talking down to someone. 

Shakespeare’sWords.com contains some excellent examples of usage in the ‘Topics’ 

section. Also to be found here is an explanation of the way these pronouns, and the third 

person singular, alter verb endings, leading to constructions such as ‘thou hast’ or ‘he hath’ 

which contribute greatly to the historical texture. Reading plays of the period will quickly 

demonstrate this usage. 

 Forging new collocations, breaking collocational rules and using archaic collocations 

can add period sound and spontaneity to the dialogue. Simple reversals such as ‘he cares 

not’ instead of ‘he does not care’ also help and will be particularly useful in blank verse. 

 

Classical allusions and symbolism 

Classical allusions are typical of the period but care must be taken if the audience are to 

understand their relevance: most will know Cupid or Neptune; some may work out the 
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significance of Flora or Vulcan; few will recognise Cytherea or Dictynna. Context can again 

help if reference to a more obscure allusion is desired.  

 Symbolism in the period is also fascinating, as with the language of the flowers, but 

will certainly be impenetrable unless given context. Ophelia’s references to flowers 

demonstrate this as she explains some, such as rosemary for remembrance, but others, 

such as violets, go unexplained (Shakespeare, 2019b, 4.5.2927-2937).  

 

Collaborators, workshops and rehearsals  

Where available, the collaboration of readers, actors and directors who are familiar with the 

period of the pastiche is helpful in testing the sound, density, accessibility and speakability 

of the language. If access to actors who have worked with the period is not possible, other 

specialists such as literature scholars or historians could be brought into the workshop or 

rehearsal to help explore and play with period details. 

 Workshops can be used to test the dialogue. While a concern with accessibility is 

vital, it should not stifle creativity or crush instinct: the writer can take risks and use 

workshops to evaluate them. It is also useful to invite people unconnected with the project 

to attend workshops and rehearsals at various developmental stages to give feedback 

about the work. 

 Rehearsals will provide the final test and the writer should be prepared to make 

changes at any stage if the work of the actors and director cannot solve problematic 

passages. It may not be until the actors have gone some way in building their characters, 

and the director has found the shape of a scene, that the language can truly be tested: the 

actor may suddenly find an inflection or gesture that brings clarity to a previously 

impenetrable phrase.      
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Audience 

In the spirit of mending the broken dialectic between playwright and spectator caused by a 

lack of specific feedback, opportunities should be found to engage the audience in a 

meaningful dialogue about the play. Many post-show question and answer sessions fail to 

explore the details of the playwright’s choices and most surveys are focused on marketing. 

If playwrights want to learn anything specific about their writing, then surveys or focus 

groups could provide useful reflections to help them develop. These could be carried out 

with the audience during the run but also earlier, perhaps at the stage of the first run through 

when the actors can give a fair account of the piece but there is still time to make changes.   
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(c) the conduct or management of the study.  

5.1 A substantial amendment should not be implemented until a favourable ethical 

opinion has been given by the Committee.  

6. At the end of the research a final report should be submitted to the ethics committee. A  

template for this can be found on the University Ethics webpage.  

7. Researchers are reminded of the University’s commitments as stated in the Concordat to 

Support Research Integrity viz:  
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Practice for Research.  Any breach of this code may be considered as misconduct and may be 

investigated following the University Procedure for the Investigation of Allegations of 
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to integrity.  

  

 

 

 

 

 

 

 

 

 

 

 

http://www.universitiesuk.ac.uk/highereducation/Documents/2012/TheConcordatToSupportResearchIntegrity.pdf
http://www.universitiesuk.ac.uk/highereducation/Documents/2012/TheConcordatToSupportResearchIntegrity.pdf
http://www.ukrio.org/publications/code-of-practice-for-research/
http://www.ukrio.org/publications/code-of-practice-for-research/
http://www.ukrio.org/publications/code-of-practice-for-research/
http://www.ukrio.org/publications/code-of-practice-for-research/
http://www.ukrio.org/publications/code-of-practice-for-research/
http://www.port.ac.uk/accesstoinformation/policies/researchandknowledgetransferservices/filetodownload,180225,en.pdf
http://www.port.ac.uk/accesstoinformation/policies/researchandknowledgetransferservices/filetodownload,180225,en.pdf
http://www.port.ac.uk/accesstoinformation/policies/researchandknowledgetransferservices/filetodownload,180225,en.pdf
http://www.port.ac.uk/accesstoinformation/policies/researchandknowledgetransferservices/filetodownload,180225,en.pdf
http://www.port.ac.uk/accesstoinformation/policies/researchandknowledgetransferservices/filetodownload,180225,en.pdf
http://www.ukrio.org/wp-content/uploads/UKRIO-Recommended-Checklist-for-Researchers.pdf
http://www.ukrio.org/wp-content/uploads/UKRIO-Recommended-Checklist-for-Researchers.pdf


Appendices 

255 
 

Appendix R Ethics UPR16 

 

 



Reference List 

256 
 

Reference List 

 

Anglo, S. (1968). The evolution of the early Tudor disguising, pageant, and mask.

 Renaissance Drama, 1, 3-44. Retrieved from http://www.jstor.org/stable/41917407 

Aristotle. (1997). Aristotle's poetics: Translated and with a commentary by George 

 Whalley (J. Baxter & P. Atherton, Eds.). Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/detail.action?docID=3330809 

Attridge, D. (1982). The rhythms of English poetry. Harlow: Longman. 

Aubrey, J. (1898). Brief lives (A. Clark, Ed.). Retrieved from 

 https://archive.org/details/brieflives01clargoog/page/n13 

Bakhtin, M. (1984). Rabelais and his world. Bloomington: Indiana University Press. 

Baldwin, T. W. (1944). William Shakspere’s small Latine and lesse Greeke (Vols. 1-2). 

 Retrieved from https://franklin.press.uillinois.edu/ 

Barker, H. (1997). Arguments for a theatre. Manchester: Manchester University Press. 

Barnaby, A. (1996). The political conscious of Shakespeare's As You like It. Studies in English 

 Literature, 1500-1900, 36(2), 373-395. https://doi:10.2307/450954 

Bartlett, M. (2014a). King Charles III. London: Nick Hern Books. 

Bartlett, M. (2014b, September 20). Mike Bartlett: How I wrote King Charles III. The 

 Guardian. Retrieved from https://www.theguardian.com 

Barton, J. (1984). Playing Shakespeare. London: Methuen. 

BCWPROJECT. (n.d.). Retrieved from http://bcw-project.org/contact/ 

Bean, R. (2017). The hypocrite. London: Oberon. 

Beaumont, F., & Fletcher, J. (1763). Philaster. Retrieved from 

 https://archive.org/details/philastertragedy00beauiala  

Bennett, S. (1990). Theatre audiences: A theory of production and reception. London: 

 Routledge. 

Bernard, J. (2014). "The merchant of Venice" and Shakespeare's sense of humour(s). 

 Renaissance Studies, 28(5), 643-658. Retrieved from 

 http://www.jstor.org/stable/24423448 

Bernays, T. (2017). Boudica. London: Nick Hern Books. 



Reference List 

257 
 

Bevington, D. (2016). Jonson and Shakespeare: A spirited friendship. Ben Jonson 

 Journal, 23(1), 1–23. Retrieved from

 http://search.ebscohost.com/login.aspx?direct=true&db=lfh&AN=114640163&site=

 eds-live 

Billington, M. (2017a, December 23). Hamilton review – revolutionary musical a thrilling 

 salute to America's immigrants. The Guardian. Retrieved from 

 https://www.theguardian.com 

Billington, M. (2017b, March 2). The hypocrite review – Richard Bean's raucous comedy 

 does Hull proud. The Guardian. Retrieved from https://www.theguardian.com 

Bishop, T. (2006). Personal fowl: ‘‘The Phoenix and the Turtle’’ and the question of 

 character. In S. Zimmerman & G. Sullivan (Eds.), Shakespeare Studies (pp. 65-

 74). Retrieved from https://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/reader.action?docID=3116350&ppg=65 

Blake, N.F. (2002). A grammar of Shakespeare’s language. Basingstoke:  Palgrave. 

Bliss, L. (1983). Defending Fletcher's shepherds. Studies in English Literature, 1500-1900, 

 23(2), 295-310. https://doi:10.2307/450094 

Bliss, L. (1990). Pastiche, burlesque, tragicomedy. In A.R. Braunmuller & M. Hattaway (Eds.), 

 The Cambridge companion to English renaissance drama (pp. 237-261). 

 Cambridge: Cambridge University Press. 

Boal, A. (1979). Theatre of the oppressed. London: Pluto. 

Bond, R. (1999). Plautus' 'Amphitryo' as tragi-comedy. Greece & Rome, 46(2), 203-220. 

 Retrieved from http://www.jstor.org/stable/643198  

Boyd, B. (2012). Why lyrics last: Evolution, cognition, and Shakespeare's sonnets. 

 Retrieved from https://ebookcentral.proquest.com 

Braden, G. (2017). Classical Greek tragedy and Shakespeare. Classical Receptions 

 Journal, 9(1), 103–119. https://doi.org/10.1093/crj/clw014 

Brancacci, A. (2016). The origins of the reflection on music in Greek archaic poetry. 

 Revue De Philosophie Ancienne, 34(1), 3-36. Retrieved from 

 https://shibbolethsp.jstor.org/start?entityID=https%3A%2F%2Fidp2.port.ac.uk%2F

 entity&dest=https://www.jstor.org/stable/26394444&site=jstor 

Brecht, B. (1963). The Caucasian chalk circle. London: Methuen. 

Brecht, B. (1981). The resistible rise of Arturo Ui. London: Methuen. 



Reference List 

258 
 

Brecht, B., & Willett, J. (1964). Brecht on theatre: the development of an aesthetic. 

 Reading: Methuen. 

Brenton, H. (2010). Anne Boleyn. London: Nick Hern Books. 

Brinsley, J. (1917). Ludus literarius: Or, the grammar schoole. Retrieved from 

 https://archive.org/details/ludusliterarius00campgoog/page/n252/mode/2up 

British History Online. (2019). Retrieved from https://www.british-history.ac.uk/ 

Brome, R. (2010). A jovial crew (H. Ostovich, Ed.). Retrieved from 

 https://www.dhi.ac.uk/brome/viewOriginal.jsp?play=JC&type=ORIG&act=1 

 (Original work published 1652) 

Brook, P. (1968). The empty space. London: MacGibbon & Kee. 

Brooke, N. (2005). Shakespeare's early tragedies. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-ebooks/reader.action? 

 docID=1474594&ppg=93 

Brooker, P. (Ed.). (1992). Modernism/postmodernism. Harlow: Longman. 

Butler, M. (1984). Theatre and crisis 1632-1642. Cambridge: Cambridge University 

 Press. 

Butler, M. (1990). Private and occasional drama. In A.R. Braunmuller & M. Hattaway 

 (Eds.), The Cambridge companion to English renaissance drama (pp. 127-159). 

 Cambridge: Cambridge University Press. 

Carlson, M. (2003). The haunted stage: The theatre as memory machine. Michigan: 

 University of Michigan Press. 

Cave, R. (2010). A jovial crew: Dramaturgy, performativity and metatheatricality. Richard 

 Brome Online. Retrieved from 

 https://www.dhi.ac.uk/brome/viewOriginal.jsp?play=JC&type=CRIT 

Chan, L.T. (2017). Imitation as translation: from western theories of parody to 

 Japanese postmodern pastiches. Perspectives, 25(2), 214-226. 

 https://doi.org/10.1080/0907676X.2016.1213305 

Clapp, S. (2017, September 17). Boudica review – action spurs debate. The Guardian. 

 Retrieved from https://www.theguardian.com 

Clare, J. (1990). The Censorship of the deposition scene in Richard II. Review of English 



Reference List 

259 
 

Studies, 41(161), 89–94. Retrieved from 

http://search.ebscohost.com/login.aspx?direct=true&db=sih&AN=16035186&site=

eds-live 

Clarendon, Edward Hyde, Earl of. (1888). The History of the rebellion and civil wars in 

 England begun in the year 1641 (Vol. 2, W. Dunn Macray, Ed.). Oxford: 

 Clarendon Press. 

Clough, P. (2008). The affective turn. Political Economy, Biomedia and Bodies, 25(1), 

 1-22. https://doi.org/10.1177/0263276407085156 

Corns, T. N. (2008). A History of seventeenth-century English literature. Retrieved from 

 https://ebookcentral.proquest.com 

Craig, D. H. (Ed.). (1996). Ben Jonson: The critical heritage. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouthebooks/reader.action?docID=179

 680&ppg=20 

Crewe, J. (2000). Punctuating Shakespeare. Shakespeare Studies (0582-9399),  

 28, 23. Retrieved from  

 http://search.ebscohost.com/login.aspx?direct=true&db=ibh&AN=4089026&

 site=ehost-live 

Crystal, D. (2008). Think on my words. Cambridge: CUP. 

Crystal, D., & Crystal, B. (2002). Shakespeare’s words. London: Penguin. 

Culler, J. (1988). Saussure. London: Fontana. 

Curran, K. (2007). Shakespeare and Daniel revisited: Antony and Cleopatra II. v. 50–4 

 and The tragedy of Philotas V. ii. Notes and Queries, 54(3), 318–320. 

 https://doi.org/10.1093/notesj/gjm111 

Dane, J.A. (2009). Toward a description of Chaucer's verse forms. Studia  Neophilologica, 

 81(1), 45-52. https://doi.org/10.1080/00393270902859895 

Darwin, E. (2016). Get started in writing historical fiction. London: John Murray 

 Learning. 

Davenant, W. (1640). Salmacida spolia. Retrieved from 

 https://quod.lib.umich.edu/e/eebo/A19880.0001.001?rgn=main;view=fulltext 

de Groot, J. (2009). The historical novel. Taylor & Francis. Retrieved from 

 http://www.myilibrary.com?ID=231514 



Reference List 

260 
 

de Marinis, M. (1987). Dramaturgy of the spectator. The Drama Review, 31 (2), 100-

 114. Retrieved from http://www.jstor.org/stable/1145819 

Duffell, M.J. (2000). ‘The craft so long to lerne’: Chaucer's invention of iambic 

 pentameter. The Chaucer Review 34(3), 269-288. 

 https://doi:10.1353/cr.2000.0010. 

Duffell, M.J. (2008). A new history of English metre. Retrieved from 

 https://books.google.co.uk/ 

Dunn-Hensley, S. (2017). Anna of Denmark and Henrietta Maria: Virgins, witches, and 

 catholic queens. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouthebooks/detail.action?docID=5102

 162. 

Dutton, R. (2016). Jonson and Shakespeare: Oedipal revenge. Ben Jonson Journal, 

 23(1), 24–51. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=lfh&AN=114640161&site=

 eds-live 

Dyer, R. (2007). Pastiche. Oxford: Routledge. 

Early Stuart Libels. (n.d.). Retrieved from 

 http://www.earlystuartlibels.net/htdocs/misc_section/R8.html 

Easthope, A. (1981). Problematizing the pentameter. New Literary History, 12(3), 

 475-492. https://doi:10.2307/469025 

Edgar, D. (2009). How plays work. London: Nick Hern Books. 

Edgar, D. (2012). Written on the heart. London: Nick Hern Books. 

Eliot, T.S. (1957). On poetry and poets. London: Faber. 

English Broadside Ballad Archive. (n.d.). Retrieved from 

 http://ebba.english.ucsb.edu/search_combined/ 

Exceeding Joyfull Newes From the Cavaleers at Nottingham. (1642). Retrieved 

 fromhttps://data.historicaltexts.jisc.ac.uk/view?pubId=eebo99872933e&tab=

 tt&terms=exceeding%20joyfull%20newes%20nottingham&volumes=101-

 150&volume=116 

Farmer, J. (Ed.). (1906). The dramatic writings of Richard Edwards, Thomas Norton and 

 Thomas Sackville. Retrieved from 

 https://archive.org/stream/dramaticwritings00edwauoft/dramaticwritings00edwauoft

 _djvu.txt 



Reference List 

261 
 

Featherstone, M. (1995). Undoing culture: Globalization, postmodernism and identity. 

 Retrieved from https://ebookcentral.proquest.com 

Fletcher, J. (ca. 1609). The faithful shepherdess. Retrieved from 

 https://emed.folger.edu/sites/default/files/folger_encodings/pdf/EMED-FS-reg-3.pdf 

Fo, D. (1992). The tricks of the trade. London: Methuen Drama. 

Ford, J. (1634). The chronicle history of Perkin Warbeck. Retrieved from 

 https://emed.folger.edu/sites/default/files/folger_encodings/pdf/EMED-Perkin-reg-

 3.pdf 

Foster, V. A. (2004). The name and nature of tragicomedy. Retrieved from 

 http://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/detail.action?docID=4817062. 

Fraser, G.S. (2018). Metre, rhyme and free verse. Retrieved from 

 heaneyhttps://books.google.co.uk/ 

Free vs. Formal Verse Poetry: A List of Types of Poems. (2008). Retrieved from 

 https://writersrelief.com/2008/03/08/free-vs-formal-verse-poetry-a-list-of-types-of-

 poems/ 

Freehafer, J. (1968). "The Italian night piece" and Suckling's "Aglaura". The Journal of 

 English and Germanic Philology, 67(2), 249-265. Retrieved from 

 https://www.jstor.org/stable/27705518 

Freeman, J. (Ed.). (2010). Blood, sweat and theory. Farringdon: Libri.  

Frend, C. (Director). (1953). The cruel sea [Motion picture] [DVD]. London: Studio Canal. 

 (2011) 

Freshwater, H. (2009). Theatre & audience. Basingstoke: Palgrave Macmillan. 

Gascoigne, G. (1575). The poesies of George Gascoigne Esquire. Retrieved from 

 https://quod.lib.umich.edu/e/eebo2/A01514.0001.001/1:46?rgn=div1;view=toc;q1=

 certayne 

Gaston, B. (2003). Brecht's pastiche history play: Renaissance drama and modernist 

 theatre in Leben Eduards des Zweiten von England. German Life and Letters 

 56(4), 344-362. https://dx.doi.org/10.1111/1468-0483.00261 

Gillespie, S. (2016). Shakespeare's books: A dictionary of Shakespeare sources. 

 Retrieved from https://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/detail.action?docID=436489 



Reference List 

262 
 

Gooch, S. (1995). Writing a play (2nd ed.). London: A&C Black. 

Gordon, D. (1945). Hymenæi: Ben Jonson's masque of union. Journal of the Warburg and 

 Courtauld Institutes, 8, 107-145. https://doi:10.2307/750168 

Goring, G. (1641a, May 26). [Letter to Sir John Oglander]. OG/BB/441. Isle of Wight 

 County Record Office. 

Goring, G. (1641b. September 15). [Letter to Sir John Oglander]. OG/BB/444. Isle of 

 Wight County Record Office. 

Grochowski, T. (2017). Filled with big ideas, images, and distorted facts: The pastiche of 

 Todd Haynes’ I’m not there. Post Script: Essays in Film and the Humanities, 

 37(1), 39–51. Retrieved from

 http://search.ebscohost.com/login.aspx?direct=true&db=mzh&AN=2019440219&si

 te=eds-live 

Grosart, A. B. (Ed.). (1885). The complete works in verse and prose by Samuel Daniel 

 (Vol. 3). Retrieved from 

 https://sourcetext.files.wordpress.com/2018/01/samuel_daniel_3.pdf 

Guarini, B. (1602). The faithful shepheard (J. Dymock, Trans.). Retrieved from 

 https://quod.lib.umich.edu/e/eebo/A02284.0001.001?view=toc 

Habibi, A., & Damasio, A. (2014). Music, feelings, and the human brain. 

 Psychomusicology: Music, Mind & Brain, 24(1), 92–102.

 https://doi.org/10.1037/pmu0000033 

Hampton, B. (1672). Prosodia construed and the meaning of the most difficult words 

 therein contained plainly illustrated: Being an addition to the construction of Lilies 

 rules and of like necessary use. Retrieved from 

 https://quod.lib.umich.edu/e/eebo/A48528.0001.001?rgn=main;view=fulltext 

Hardison, O. B., Jr. (2019). Prosody and purpose in the English renaissance. Baltimore: 

 Johns Hopkins University Press. 

Harrod, M. (2010). The aesthetics of pastiche in the work of Richard Linklater. Screen, 

 51(1), 21–37. https://doi.org/10.1093/screen/hjp046 

Haseman, B. (2006). A manifesto for performative research. Media International Australia 

 Incorporating Culture & Policy, 118, 98–106. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=edo&AN=20353140&site=

 eds-live 

Heaney, S. (2000). Beowulf. London: Faber and Faber. 



Reference List 

263 
 

Heinemann, M. (1990). Political drama. In A.R. Braunmuller & M. Hattaway (Eds.), The 

 Cambridge companion to English renaissance drama (pp. 161-205). 

 Cambridge: Cambridge University Press. 

Henrietta Maria, Queen. (1857). Letters of Queen Henrietta Maria: Including her private 

 correspondence with Charles the First (M. Green, Ed.). Retrieved from 

 https://archive.org/details/lettersofqueenhe00henr/page/n4 

Heywood, T. (1911). A woman killed with kindness (W. A. Neilson, Ed.). Retrieved from 

 http://www.luminarium.org/editions/womankilled.htm 

Historical Texts. (2019). Retrieved from https://historicaltexts.jisc.ac.uk/about 

History in Portsmouth. (2007). Retrieved from 

 http://historyinportsmouth.co.uk/people/early-historians.htm 

Hobsbaum, P. (1996). Metre, rhythm and verse form. London: Routledge. 

Hoesterey, I. (1995). Postmodern pastiche: a critical aesthetic. The Centennial Review, 

 39(3), 493-510. Retrieved from http://www.jstor.org/stable/23739359 

Hughes, K. (Director). (1970). Cromwell [Motion picture] [DVD]. London: Columbia 

 Classics. (2004) 

Hunt, A. (2012). Dumb politics in Gorboduc. In T. Betteridge & G. Walker (Eds.), The 

 Oxford handbook of Tudor drama (pp. 1-21). 

 https://doi.org/10.1093/oxfordhb/9780199566471.013.0033 

Hurley, E., & Warner, S. (2012). Special section: “Affect/performance/politics”. Journal 

 of Dramatic Theory and Criticism 26(2), 99-107. 

 https://doi.org/10.1353/dtc.2012.0000 

Hutcheon, L. (2002). The politics of postmodernism. Retrieved from 

 https://ebookcentral.proquest.com 

Internet Shakespeare Editions. (2015). Retrieved from 

 https://internetshakespeare.uvic.ca/m/index.html 

Irish, B.J. (2009). Vengeance, variously: Revenge before Kyd in early Elizabethan 

 drama. Early Theatre, 12(2), 117–134. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=edsjsr&AN=edsjsr.435006

 40&site=eds-live 

James, C. (2014). Poetry notebook 2006-2014. London: Picador. 



Reference List 

264 
 

Jeffreys, S. (2019). Playwriting: Structure, character, how and what to write. London: 

 Nick Hern Books. 

Jonson, B. (1966). Three comedies (M. Jamieson, Ed.). London: Penguin. 

Keener, A. S. (2020). Samuel Daniel’s The Queenes Arcadia and the translation of Italian 

 pastoral tragicomedy into renaissance England. Shakespeare Studies, 48, 73–

 79. Retrieved from

 http://search.ebscohost.com/login.aspx?direct=true&db=lfh&AN=146187519&site=

 eds-live 

Kelman, D. (2015) But was it artistically vibrant? An analysis of the audience 

 response to a community performance. Applied Theatre Research, 3(3), 219–

 236. https://doi:10.1386/atr.3.3.219_1 

Keppel-Jones, D. (2001). Strict metrical tradition: Variations in the literary iambic  

 pentameter from Sidney and Spenser to Matthew Arnold. Retrieved from 

 https://ebookcentral.proquest.com 

King, R. (2000). Seeing the rhythm: an interpretation of sixteenth-century punctuation and 

 metrical practice. In J. Bray, M. Handley & A.C. Henry (Eds.), Ma(r)king the text: 

 The presentation of meaning on the literary page (pp. 235-252). Aldershot: 

 Ashgate.  

Kingsley-Smith, J. (2008). ‘Gismond of Salerne': An Elizabethan and Cupidean 

 tragedy. The Yearbook of English Studies, 38(1/2), 199-215. Retrieved from 

 http://www.jstor.org/stable/20479330 

Kingsnorth, P. (2015) The wake. London: Unbound. 

Kyd, T. (1587). The Spanish tragedy. Retrieved from 

 https://www.gutenberg.org/files/6043/6043-h/6043-h.htm 

Lawrence, J. (1999). "The whole complection of Arcadia chang'd": Samuel Daniel and 

 Italian lyrical drama. Medieval & Renaissance Drama in England, 11, 143-171. 

 Retrieved from http://www.jstor.org/stable/24322186 

Leach, E. (2014). Guillaume de Machaut: secretary, poet, musician. Retrieved from 

 https://hdl.handle.net/2027/heb.31451. 

Lehmann, H.T. (2006). Postdramatic theatre. London: Routledge. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=nlebk&AN=171237

 &site=eds-live 



Reference List 

265 
 

Lesser, Z. (2007). Tragical-comical-pastoral-colonial: Economic sovereignty, 

 globalization, and the form of tragicomedy. ELH, 74(4), 881-908. 

 https://doi.org/10.1353/elh.2007.0031 

Levenson, J. (1990). Comedy. In A.R. Braunmuller & M. Hattaway (Eds.), The 

 Cambridge companion to English renaissance drama (pp. 263-300). 

 Cambridge: Cambridge University Press. 

Lily, W. (1753). A short introduction of grammar. Retrieved from 

 https://hdl.handle.net/2027/hvd.hn5wj4 

Logan, R. (2004). “High events as these”: Sources, influences, and the artistry of Antony 

 and Cleopatra. In S. M. Deats (Ed.), Antony and Cleopatra: New critical essays 

 (pp. 153-174). Retrieved from https://ebookcentral.proquest.com/ 

Looks, J. (1641). Keep thy head on thy shoulders and I will keep mine. Retrieved  from 

 https://ebba.english.ucsb.edu/ballad/36095/image 

Lopez, J. (2008). Eating Richard II. Shakespeare Studies, 36, 207–228. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=mzh&AN=2012393892&si

 te=eds-live 

Lotman, R. (2013). Sonnet as closed form and open process. Interlitteraria, 18(2), 317-

 334. http://d x.doi.org/10.12697/IL .2013.18.2.03  

Loxton, H. (2017). Boudica. Retrieved from 

 https://www.britishtheatreguide.info/reviews/boudica-shakespeare-s-g-14960 

Lyly, J. (1590). Midas. Retrieved from http://elizabethandrama.org/wp-

 content/uploads/2017/04/Midas-Annotated.pdf 

Mantel, H. (2009). Wolf hall. London: Fourth Estate. 

Mantel, H. (2013). Bring up the bodies. London: Harper Collins. 

Mantel, H. (Lecturer). (2017, July 11). The BBC Reith lectures – Adaptation 

 [Podcast]. Retrieved from https://www.bbc.co.uk/programmes/b08x9947 

Marder, L. (1964). Teaching Shakespeare: Is there a method? College English, 25(7), 

 479-487. https://doi:10.2307/373232 

Marlowe, C. (1989). Dr Faustus (2nd ed., R. Gill, Ed.). London: New Mermaids. 

Marshall, R. (1990). Henrietta Maria: The intrepid queen. London: HMSO. 

Martin, R. (1995). Writing historical fiction. London: A & C Black.  



Reference List 

266 
 

McConachie, B. (2008). Engaging audiences: A cognitive approach to spectating  in the 

 theatre. Retrieved from https://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/detail.action?docID=455346. 

McConachie, B. (2013). Theatre & mind. Basingstoke: Palgrave Macmillan. 

McDonald, R. (2001). Shakespeare and the arts of language. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-ebooks/reader.action? 

 docID=5746780&ppg=1 

McEvilla, J. (2015). William Cavendish’s copy of Richard Brome’s “upon Aglaura printed in 

 folio.” The Ben Jonson Journal: Literary Contexts in the Age of Elizabeth,  James 

 and Charles, 22(1), 142–155. https://doi.org/10.3366/bjj.2015.0127 

McGrath, J. (1996). A good night out (2nd ed.). London: Nick Hern Books. 

McRae, A. (2006). Reading libels: An introduction. Huntington Library Quarterly,  69(1), 1-

 14. https://doi:10.1525/hlq.2006.69.1.1 

Memegalos, F. (2007). George Goring (1608–1657): Caroline courtier and royalist 

 general. Abingdon: Routledge. 

Mitchell, D. (2010, June 22). Past, imperfect. The Daily Telegraph. Retrieved from 

 http://www.telegraph.co.uk 

Mortensen, S. A. (2020). Between parody and pastiche: The posthuman biomechanics of 

 Bulgakov’s novellas. Scando-Slavica, 66(2), 264-280. 

 https://doi.org/10.1080/00806765.2020.1832913  

Muir, K. (2005). The sources of Shakespeare's plays. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/reader.action?docID=1665824&ppg=58   

Nelson, R. (Ed.). (2013). Practice as research in the arts. Basingstoke: Palgrave 

 Macmillan. 

Norman, A. M. Z. (1956). Source material in “Antony and Cleopatra”. Notes & Queries, 

 3(2), 59-61. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=edb&AN=56429296&site=

 eds-live 

Norton, T., & Sackville, T. (1565). The tragedy of Gorboduc. Retrieved from 

 http://www.luminarium.org/renascence-editions/gorboduc.html  

Nyqvist, S. (2017). Authorship and authenticity in Sherlock Holmes pastiches. 

 Transformative Works and Cultures, 23. http://dx.doi.org/10.3983/twc.2017.0834 



Reference List 

267 
 

O’Connor, M. (2010). The court beggar: A critical introduction. Richard Brome Online. 

 Retrieved from https://www.dhi.ac.uk/brome/viewOriginal.jsp?play=CB&type=CRI  

Oglander, J.(1936). A royalist's notebook: The commonplace book of Sir John 

 Oglander, Kt. of Nunwell (F. Bamford, Ed.). London: Constable. 

Oliver, M. (2003). Writing historical fiction. Shropshire: Tudor House.  

OpenSourceShakespeare. (2021). Retrieved from 

 https://www.opensourceshakespeare.org/concordance/ 

Order for Stage-plays to cease. (1642, September 2). House of Lords Journal (5), 

 334-337. Retrieved from http://www.british-history.ac.uk/lords-jrnl/vol5/pp334-

 337 

Oxford English Dictionary. (2020). Retrieved from https://www.oed.com/ 

Parenteau, A. (2017). Truth, not facts: Documentary theatre aims beyond stage realism to 

 grapple with reality itself. American Theatre, 34(7), 19–22. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=lfh&AN=124507433&site=

 eds-live 

Parker, M. (2002). Critical survey of poetry (2nd ed.). Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=lfh&AN=103331CSP1603

 0160000253&site=eds-live 

Pasticcio. (2020). In Oxford English dictionary. Retrieved from 

 https://www.oed.com/view/Entry/138593?redirectedFrom=pasticcio#eid 

Pastorical. (2020). In Oxford English dictionary. Retrieved from 

 https://www.oed.com/view/Entry/138638?redirectedFrom=pastorical#eid 

The Petition of the House of Commons. (1641, December 1). Historical Collections 

 of Private Passages of State, 4, 436-471. Retrieved from https://www.british-

 history.ac.uk/rushworth-papers/vol4/pp436-471 

Piñeiro, A. (2020). Postmodern pastiche: The case of Mrs Osmond by John Banville. 

 ABEI Journal, 22(1), 121-134. https://doi.org/10.37389/abei.v22i1.3852 

Plutarch. (1899). Plutarch’s lives (T. North, Trans., Vol. 9). Retrieved from  

 http://eds.a.ebscohost.com/eds/pdfviewer/pdfviewer?vid=3&sid=7e6a27ca-4102-

 447b-bddc-7375c2fd0e04%40sdc-v-sessmgr03 

Purcell, S. (2018). Are Shakespeare's plays always metatheatrical? Shakespeare 

 Bulletin, 36(1), 19-35. http://doi.org/10.1353/shb.2018.0002 



Reference List 

268 
 

Purkiss, D. (2007). The English civil war. London: Harper Perennial.  

Quality Assurance Agency. (2019) Subject Benchmark Statement: Creative Writing (2nd 

 ed.). Retrieved from https://www.qaa.ac.uk/docs/qaa/subject-benchmark-

 statements/subject-benchmark-statement-creative-writing.pdf?sfvrsn=2fe2cb81_4 

Radford, M. (2004). Emotion and creativity. The Journal of Aesthetic Education 38(1), 

 53-64. https://doi.org/10.1353/jae.2004.0007. 

Read, D. (2013). Disappearing act: The role of Enobarbus in Antony and Cleopatra. 

 Studies in Philology, 110(3), 562–583. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=lfh&AN=88950283&site=e

 ds-live 

Ribner, I. (2005). The English history play in the age of Shakespeare. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouthebooks/reader.action?docID=154

 3097&ppg=316 

Richards, J. (2012). Male friendship and counsel in Richard Edwards’ Damon and 

 Pythias. In T. Betteridge and G. Walker (Eds.), The Oxford handbook of Tudor 

 drama. https://doi.org/10.1093/oxfordhb/9780199566471.013.0018 

Ridley, F. H. (Ed.). (1963). The Aeneid of Henry Howard Earl of Surrey. Retrieved from: 

 https://www.questia.com/read/4502444/the-aeneid-of-henry-howard earl-of-surrey 

Rosenmeyer, T. G. (1986). Stoick Seneca. Modern Drama, 29(1), 92-109. 

 https://doi.org/10.1353/mdr.1986.0018 

RSC. (2020). Retrieved from https://www.rsc.org.uk/about-us/facts-and-figures 

Rubens, P. P. (1630-35). Landscape with St George and the dragon [Painting]. 

 Retrieved from https://www.rct.uk/collection/405356/landscape-with-st-george-

 and-the-dragon 

Rubin, D. C. (1995). Memory in oral traditions: The cognitive psychology of epic, ballads, 

 and counting-out rhymes. Retrieved from https://ebookcentral.proquest.com 

S., Mr. (2018). Gammer gurton’s needle. Retrieved from http://elizabethandrama.org/wp-

 content/uploads/2018/10/Gammer-Gurton-Annotated.pdf  

Saliba-Salman, H. (2018). Parody or pastiche in Mark Haddon's: The curious incident of 

 the dog in the night-time. Studies in Popular Culture, 40(2), 85-96. Retrieved 

 from https://www.jstor.org/stable/26582186 

Saville, A. (2017, January 18). Boudica review. Time Out. Retrieved from 

 https://www.timeout.com/london/theatre/boudica-review 



Reference List 

269 
 

Schanzer, E. (2005). The problem plays of Shakespeare. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouthebooks/reader.action?docID=154

 3023&ppg=4  

Schneider, F. (2008). Pastoral therapies for the heartbroken in Guarini’s Pastor Fido and 

 Monteverdi’s Book V. Quaderni d’Italianistica: Official Journal of the Canadian 

 Society for Italian Studies, 29(1), 73–103. Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=mzh&AN=2016307537&si

 te=eds-live 

Scott, J. (2019). Rapthology: Lessons in life and lyrics. London: William Heinemann. 

Shakespeare, W. (1972). The comedy of errors (S. Wells, Ed.). London: Penguin. 

Shakespeare, W. (1982). Antony and Cleopatra. London: Chancellor Press. 

Shakepeare, W. (1987). Oxford Shakespeare: Hamlet (G. R. Hibbard, Ed.). Retrieved 

 fromhttps://ebookcentral.proquest.com/lib/portsmouthebooks/reader.action?docID 

 =3055132&ppg=233 

Shakespeare, W. (1990). Love’s labour’s lost (G. Hibbard, Ed.). Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-ebooks/reader.action? 

 docID=3055130&ppg=1 

Shakespeare, W. (2000). The comedy of errors (R. A. Foakes, Ed.). London: Arden 

 Shakespeare. 

Shakespeare, W. (2004). Pericles (S. Gossett, Ed.). London: Bloomsbury. 

Shakespeare, W. (2009). As you like it (J. Dusinberre, Ed.). London: Bloomsbury.  

Shakespeare, W. (2014). The merry wives of Windsor (G. Melchiori, Ed.).  London: 

 Bloomsbury. 

Shakespeare, W. (2019a). Coriolanus. Retrieved from 

 https://internetshakespeare.uvic.ca/doc/Cor_F1/complete/index.html (Original 

 work published 1623) 

Shakespeare, W. (2019b). Hamlet (D. Bevington, Ed.). Retrieved from 

 https://internetshakespeare.uvic.ca/doc/Ham_F1/complete/index.html (Original 

 work published 1623) 

Shakespeare, W. (2019c). Henry V (J. Mardock, Ed.). Retrieved from 

 https://internetshakespeare.uvic.ca/doc/H5_F1/index.html 



Reference List 

270 
 

Shakespeare, W. (2019d). The merry wives of Windsor. Retrieved from 

 https://internetshakespeare.uvic.ca/doc/Wiv_F1/scene/2.1/index.html   

Shakespeare, W. (2019e). Pericles (T. Bishop, Ed.). Retrieved from 

 https://internetshakespeare.uvic.ca/doc/Per_Q1/complete/index.html 

ShakespearesWords.com. (2020). Retrieved from https://shakespeareswords.com 

Shannon, E.F. (1913). Chaucer's use of the octosyllabic verse in the Book of the Duchess 

 and The house of fame. The Journal of English and Germanic Philology. 

 Retrieved from https://www.jstor.org/stable/pdf/27700232.pdf  

Shaw, R. B. (2007). Blank verse: A guide to its history and use. Retrieved from 

 https://ebookcentral.proquest.com 

Shurbanov, A. (2010). Shakespeare's lyricized drama. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-ebooks/reader.action? 

 docID=3115927&ppg=76 

Sidney, P. (1973). A defence of poetry (J. van Dorsten, Ed.). Oxford: OUP. 

Slaney, H. (2019). Reception of Senecan tragedy. Archive of Performances of Greek 

 and Roman Drama. Retrieved from http://www.apgrd.ox.ac.uk/learning/short-

 guides/reception-of-senecan- tragedy 

Smith, N. (2018). Cross-channel cavaliers. The Seventeenth Century, 32(4), 

 433-453. https://doi.org/10.1080/0268117X.2017.1397434 

Spiller, M. R. G. (1992). The development of the sonnet. Retrieved from 

 https://ebookcentral.proquest.com 

Stocker, B. (2012). ‘Bygonese’ – is this really the authentic language of historical fiction? 

 New Writing: The International Journal for the Practice & Theory of Creative 

 Writing, 9(3), 308-318. 

Stubbs, J. (2012). Reprobates: The cavaliers of the English civil war. London: Penguin. 

Suckling, J. (1638). Aglaura. Retrieved from 

 http://name.umdl.umich.edu/A13125.0001.001 

Tarlinskaja, M. (2014). Shakespeare and the versification of English drama, 1561-

 1642. Retrieved from https://ebookcentral.proquest.com 

Taylor, M. (2008). The end of the English history play in Perkin Warbeck. SEL Studies in 

 English Literature 1500-1900, 48(2), 395-418. https://doi.org/10.1353/sel.0.0006 



Reference List 

271 
 

Taylor, P. (2017, September 18). Boudica, Shakespeare's Globe, London, review: 

 Gina McKee commands the stage. Independent. Retrieved from 

 https://www.independent.co.uk 

Terence. (1896). Andria (H. Riley, Trans.). Retrieved from 

 https://www.gutenberg.org/files/22188/22188-h/main.html 

True Newes from Portsmouth. (1642). Retrieved from 

 https://data.historicaltexts.jisc.ac.uk/media/web/eebo/41/A41572/publication.html 

A true relation of the passages which happened at the town of Portsmouth at the  late 

 siege. (1642). Retrieved from 

 https://data.historicaltexts.jisc.ac.uk/view?pubId=eebo-99871348e&terms= 21% 

 20september%201642%20true%20relation&tab=tt&volumes=101-

 150&volume=118 

Udall, N. (2018). Ralph Roister Doister. Retrieved from http://elizabethandrama.org/wp-

 content/uploads/2018/09/Roister-Doister-Annotated.pdf 

An Uprore at Portsmouth. (1642). Retrieved from 

 https://data.historicaltexts.jisc.ac.uk/view?pubId=eebo 

 99871620e&terms=an%20uprore%20at%20portsmouth&tab=tt&volumes=101-

 150&volume=112  

Vuyk, K., Poelman, L., Cerovecki, I., & van Erven, E. (2010). To be Dutch or not to 

 be Turkish, that is the question, or, how to measure the reception of a 

 community-based play about living between cultures. Research in Drama 

 Education: The Journal of Applied Theatre and Performance, 15(3), 339-359. 

 https://doi.org/10.1080/13569783.2010.495269 

Walcon, E., & Nicholson, H. (2017). The sociable aesthetics of amateur theatre. 

 Contemporary Theatre Review, 27(1), 18–33. 

 https://doi.org/10.1080/10486801.2016.1262851 

Waller, G. (1993). English poetry of the sixteenth century (2nd ed.). Harlow: Longman. 

Waller, W. (1644, July 2). [Letter to the Committee of Both Kingdoms]. Retrieved from 

 https://www.geni.com/people/Maj-Gen-Sir-William- Waller-Kt-

 MP/6000000002518326838 

Walter, J. (2007). Crowds and popular politics in early modern England. Retrieved from 

 https://ebookcentral.proquest.com/lib/portsmouth-

 ebooks/reader.action?docID=1069578&ppg=35 



Reference List 

272 
 

Waters, S. (2013). How to describe an apple: A brief survey of the literature on 

 playwriting. Contemporary Theatre Review, 23(2). Retrieved from 

 http://search.ebscohost.com/login.aspx?direct=true&db=mzh&AN=2013443

 190&site=ehost-live 

Wassiliwizky, E., Koelsch, S., Wagner, V., Jacobsen, T., & Menninghaus, W. (2017). The 

 emotional power of poetry: neural circuitry, psychophysiology and compositional 

 principles. Social Cognitive & Affective Neuroscience, 12(8), 1229-1240. Retrieved 

 from http://eds.a.ebscohost.com/ 

Watson, R. N. (1990). Tragedy. In A.R. Braunmuller & M. Hattaway (Eds.), The 

 Cambridge companion to English renaissance drama (pp. 301-352). 

 Cambridge: Cambridge University Press. 

Webb, J. (1977). The Siege of Portsmouth in the civil war. Portsmouth: Portsmouth City 

 Council. 

Wells, S. (2002). Shakespeare for all time. London: Macmillan. 

Wertenbaker, T. (1996). Timberlake Wertenbaker: Plays 1. London: Faber and Faber. 

Wickham, G. (1992). A history of the theatre (2nd ed.). London: Phaidon. 

Wilcher, R. (2007). The discontented cavalier. Retrieved from   

 https://books.google.co.uk/books?id=1nhdngJkFr4C&lpg=PA9&ots=v34eZTPos7&

 dq=john%20suckling%20plays&lr&pg=PA205#v=onepage&q=aglaura&f=false 

Wimsatt, J. I. (1993). Chaucer & his French contemporaries. Retrieved from 

 https://ebookcentral.proquest.com 

The world turn'd upside down. (1647). Retrieved from 

 https://data.historicaltexts.jisc.ac.uk/view?pubId=eebo99873258e&tab=tt&te

 rms=E.372&volumes=351-400&volume=372&pageId=eebo-99873258e-160145-1 

Wright, G. T. (1988). Shakespeare's metrical art. Retrieved from      

 https://ebookcentral.proquest.com 

 

 

 

 

 

 



Reference List 

273 
 

 


	V Adams May 21 Artefact
	V Adams May 21 Exegesis

